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This panel discussion will include moderated dialogues between paired speakers, and culminate with a group discussion drawing 
connections across these discussions moderated by John Zarobell, (Assistant Professor and Undergraduate Director of Interna-
tional Studies at the University of San Francisco). The conversation opens with a discussion between Kate Fowle (Chief Curator 
for the Garage Museum of Contemporary Art in Moscow and Director-at-Large at Independent Curators International, New York) 
and Catherine David (Deputy Director of the Centre Pompidou and Curator of Documenta X), who will historicise the challenges 
around curating regional group exhibitions abroad. Hans Ulrich Obrist (Co-Director of Exhibitions and Programmes and Director 
of International Projects at Serpentine Galleries, London and Curator of Indian Highway) and Omar Kholeif (Manilow Senior Cura-
tor at Museum of Contemporary Art Chicago) will speak about their experiences and research in developing large-scale regional 
exhibitions of Indian (Obrist) and Arab (Kholeif) art, and the role of the regional exhibition or its expanded form informs their cur-
rent curatorial practice. This will be followed by a discussion Beth Citron (Curator, Modern and Contemporary Art at the Rubin 
Museum) and Stuart Comer  Chief Curator of the Department of Media and Performance Art) who will speak about western insti-
tutions (including their own) and new initiatives and remits within them that expand the curatorial framework for “the regional” in 
terms of research and resources. Artists Dayanita Singh and Amanullah Mojadidi will address how they navigate growing interest 
in their art based on gender, nationality, or medium, and how to draw curators back into the work. Finally, art historians and cura-
tors, Anshuman Das Gupta (Shantiniketan) and Shanay Jhaveri (Metropolitan Museum of Art) and Sharmini Pereira (Co-Founder 
and Director of the Sri Lanka Archive of Contemporary Art, Architecture & Design). will speak about their experience drawing 
substantive ideas out of a region and their recent work with transnational and trans-generational shows that are regional in their 
approach but nevertheless radiate beyond it – and how they challenge traditional exhibition formats with their individual practices. 
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John Zarobell (JZ): Hello! Welcome. I’m John Zarobell. I come here from San Francisco University. It’s a great honour to be moder-
ating this panel with so many distinguished curators who have such rich experience and one absolutely wonderful artist who is go-
ing to give us her perspective as well. I want to begin by introducing Kate Fowle, who will be speaking first. Kate Fowle is the Chief 
Curator at the Garage Museum of Contemporary Art in Moscow and the Director-at-Large of Independent Curators International 
in New York. So, please join me in welcoming Kate Fowle to the stage. 

The first thing to do I think with this panel is to situate the ‘international’ group show. What is it? Where did it come from? When 
did it begin? So, what’s your experience with this?

Kate Fowle (KF): I think the term ‘regionalism’ and the idea of ‘regional’ exhibitions started to come about, I would say around 
the 80s - 90s. It’s the time when the term ‘global’ starts to get used. It’s a time when it seems the art world, who unlike ordinary 
people, never really know how to use words. The terms ‘international’ and ‘global’ don’t fit because the world has got too big and 
so the concept of ‘international’ was so much bigger than the way it was first used or intended in the art world, as is  ‘the West’ and 
‘internationalism’.

JZ: Right. With international exhibitions you’re talking about ‘biennials’, that is, ‘biennale’ being first started in 1895, and with an 
idea that people came to represent, everyone came to represent their own country. So there was already implicitly an international 
tradition in that, the idea that everyone was from there, somewhere, and they were representing their country ‘internationally’.

KF: That is interesting because according to a recent study, there were twenty-seven biennials that were started between the 1897 
Venice Biennale and Havana (Biennial), which started in 84, and then in the 1990s there were over thirty-two that had started, and 
most of them were actually in what would then be regarded as peripheries, or places outside the West. But when you consider the 
Havana Biennial in 1984, when it started, it was actually focused on Latin America and the Caribbean, and then expanded to cover 
the Arab world, or the Middle East, and Africa. So that was really the first regional exhibition that got started. The Asia Pacific 
Triennial in 1993. And these are all Biennials or Triennials that are focused regionally. But what’s interesting is, I think that it is Hou 
Hanru that first asserted that the concept of regional only happens from the West. So for example, he spoke about this at a confer-
ence called ‘Global Visions: Towards a New Internationalism’ (in the visual arts) at Tate in 1994, and he’d moved from China in 1989, 
and basically he turned around and said that the concept of being part of regionalism i.e. Chinese in Asia, because China and Asia 
were used interchangeably at that time. Coming from there he was thinking that he was working ‘internationally’ when he worked 
outside of China, but he was obviously just being ‘regional’.

Courtesy of Kate Fowle



JZ: So basically, it works differently whether you’re working or looking through the European-North Atlantic domain versus if you 
are coming from outside that domain. I mean, it seems like one thing that the Havana Biennial did try to challenge the centrality 
as it were of the Western art system, the whole notion of trans-continental, bringing together artists from Africa, Asia and Latin 
America, in a kind of anti-Imperialist position. It seems that that was already demonstrating a certain kind of self-consciousness 
about this concern of Regionalism.

KF: It’s interesting because if you talk to people who were involved with the biennial originally like Gerardo Mosquera for example, 
he talks about the fact that actually it was extremely difficult to organise a biennial from that perspective, and it was immediately 
called the non-Western biennial. It wasn’t understood as something that was stepping outside. They wanted to basically work on an 
international stage, provide an international platform, but most of it was done through cultural diplomacy and through those types 
of avenues because there wasn’t the budget to travel, there wasn’t a budget to do research. So there were many of the artists that 
were selected through approaching different national entities and they would then be given an artist that would come to present 
the work.

JZ: So in that sense it was sort of ‘of the international structure’, sort of like that. One of the big breakthrough exhibitions that hap-
pened there was in 89. And 89 was also the year that the Magiciens de la Terre was featured at the (Centre Georges) Pompidou 
and (Grande halle) de la Villette. This exhibition has been very controversial and is highly criticised but in that project Jean-Hubert 
Martin set out to provide a kind of equanimity in his exhibition by having fifty artists from the West and fifty artists from the rest. 
How do you think that changed this question of ‘regional exhibitions’?

KF: It’s interesting because the exhibition has been heavily criticised. Suddenly the regionality is the non-Western again. It’s the 
rest of the world. But when you look at the repercussions of that exhibition, again for artists that are from outside of the West, 
it’s the first time artists from Africa are presented in the West, for example. And this with the regionalism is of course interesting 
because then the way that the art world uses the term ‘regionalism’ or ‘regional’, slips all over the place. It’s not necessarily related 
to the political terminology that you might be able to use or the geographic. So for example, a ‘regional exhibition’ can be of an 
entire continent like Africa or it can stand to mean many different things. 

Going back to Magiciens de la Terre, the same thing was true of artists from China. When you talk to the artists who actually par-
ticipated, and there were three of them, it made all the difference to the way that they understood the potential for their own art 
practice. There was one artist from Russia and that was (Iya) Kabakov and that was the time when he actually decided that he was 
going to leave Russia. He left two years later.

(top right) Magiciens de la Terre, 1989, Centre Georges Pompidou and 
Grande Halle de la Villette. 
(foreground) Painting, Yuendunu Community, Australia
(background) Mud Circle, Richard Long
Courtesy of Kate Fowle



JZ: Well of course, bringing up Kabakov suggests the whole domain of transformation in the world in 1989. The fall of the Berlin 
Wall and of course the opening of the formerly communist world to market forces, and of course in the exhibition paradigm, an 
art that had been primarily hidden can now be visible in the West. But your recent research suggests it actually goes back even 
further then 89.

KF: Yes, and I think that what is interesting is that at the time of globalisation, when the use of the word ‘global’ is happening in the 
art world, and as I say, the world had got too big to understand what ‘international’ is, you start with these first shows. In the case 
of Russia, it’s of course not even Russia at that time. It’s Soviet. So during Perestroika, Perestroika Glasnost started in 85, and by 
1986, the first exhibition of Soviet non-conformist or underground art is presented at the New Museum in New York and this is the 
first time that the underground artist’s i.e. the non-official artists are presented anywhere in the world outside of the Soviet Union. 
The show was called Sots Art and basically it’s a group of artists who were looking at Socialist Realism and critiquing the politics 
through lifting off what was the official work. But what’s interesting, and again it’s a different kind of ‘regionalism’, what is the Soviet 
Union? This is a very confusing thing for people in terms of understanding. But, it fast turned into something else which is, at the 
time there were the culture wars going on in the United States, and when you look at the press around this exhibition there was a 
kind of uproar with the fact that the politics of the Soviet Union and the potential, or the shifts that were happening during Glas-
nost were not relevant for New York, where the culture wars were far more pressing, and why was there so much real estate in a 
museum being handed over to something like this, Sots Art.

Courtesy of Kate Fowle

Installation view: Sots Art, The New Museum, New York, 1986.
(left) Leonid Sokov, Mausoleum: It’s Very Beautiful (1984)
(right) Installation by Kazimir Passion Group (1986)
Courtesy of Kate Fowle  



JZ: We are starting to run low on time but I just wanted to address this question of the slippage between ‘international’ and ‘region-
al’ that you spoke about with Hou Hanru, and this is something I think which is perceived very strongly among artists, right? This 
idea of being exoticised in some sense as ‘regional’, as opposed to participating in ‘international’ dialogue. What kind of curatorial 
projects have you seen that have started to address that in this issue of the global consciousness that you raise in 89 and post that?

KF: I’ll give you two examples from different perspectives. The first one, again an example based in Russia, looking at the devel-
opment of exhibitions and how Russian artists became international or understood internationally, or recognised. There was an 
exhibition that actually happened in Moscow in 1992, so at the time of the fall of the Soviet Union, and it was with artists from 
Yugoslavia, because it’s the exact time when Yugoslavia is collapsing. It was an exhibition that was basically a month long discus-
sion between the artist IRWIN, the IRWIN group, NSK. They set up an embassy, the first NSK Embassy in Moscow, and the whole 
discussion was around how the East sees the East, because of course this is when we have the beginning of the whole Eastern 
European regionalism, or the discussion that happens outside that. 

The second, I hope that Hans-Ulrich (Obrist) will talk a little bit more about. I think one of the interesting angles if you like, rather 
than the negative connotations. One example in 97 was Cities on the Move: (Urban Chaos and Global Change, East Asian Art, 
Architecture and Films Now), which was a show that Hans-Ulrich did with Hou Hanru, that was focussing on the urban city and Asia 
as a phenomenon through urbanisation and the metropolis, and I think may be this is going to be something that comes up with 
the conversation that Stuart (Comer) and Beth (Citron) are going to be having as well because it’s one of the first examples of try-
ing to understand the changes that happen in a region through the exhibition as research. So you are creating an exhibition that 
is looking at a phenomenon that you don’t really understand, and using that as a process to grow and develop your ideas. And I 
think that now, the understanding of regionalism and the way that it is working in say MoMA with C-MAP, is a similar thing, where 
it’s looking at an area that is bigger than one country because you can’t necessarily just look at one country at a time anymore, but 
using the exhibition format as a way to expand your research opportunities.

Dmitri Prigov, Viktor Misiano and Elena Kurlyandtseva at NSK Embassy Moscow “How the East sees the East,” Apt Art International, 1992. Courtesy of Kate Fowle 



JZ: Fantastic. Thank you so very much, and I want to bring you back up at the end when we have a Q & A with everyone. Thank you 
very much Kate Fowle. Now I would like to welcome up a pair. We will have a pair of presenters come up next who will then engage 
in a conversation after. Hans-Ulrich Obrist is the Co-Director of Exhibitions and Programmes and the Director of International Proj-
ects at the Serpentine Gallery in London, and Omar Kholeif who is the Manilow Senior Curator at the Museum of Contemporary 
Art in Chicago. Please join my in welcoming Hans-Ulrich and Omar to the stage.

Hans-Ulrich Obrist (HUO): First of all thank you so much to Samdani Art Foundation and the Dhaka Art Summit. It is very exciting 
to be here. Particularly exciting to be here with Omar to have one of our many infinite conversations. I want to pick up from what 
Kate said concerning the idea of exhibition as research. I think in a way when we started to work with Hou Hanru on Cities on the 
Move you see here images of the version of Cities on the Move which Rem Koolhaas and Ole Scheeren had designed for us.

Cities on the Move, Vienna Secession, 1997 (first venue)
Involving up to 100 artists and architects at any time, over 2 years across 6 venues in Europe, the US and Asia. 
Courtesy of Hans Ulrich Obrist

Rem Koolhaas and Ole Scheeren. Courtesy of Hans Ulrich Obrist



One of the things which was important was actually the idea of non-representation. The idea that it would actually grow into the 
idea of production of knowledge, so that the exhibition also would last longer than a year or two. It started very much from this idea 
that: and here you see an installation of Toyo Ito, together with architecture models. Koolhaas thought that it’s a bad idea to show 
architecture models because you can never really convey anything about cities and experience through models, so he decided 
with Scheeren to do a torture chamber of architecture, to combine all the models in one room and to liberate us from this experi-
ence in all the other spaces. So the first thing was really this idea of doing something which would liberate time so we could actually 
do this exhibition over five, six, seven years and basically each chapter would be another chapter in the series.

I think two thinkers were highly influential on this concept. On the one hand, Édouard Glissant and on the other hand, Étienne Bali-
bar. It was in a way Glissant’s idea of the archipelago, the idea that an exhibition wouldn’t be a continental logic of homogenising 
forces, bringing homogenising ideas, but it would actually be a kind of an archipelago of ideas. I was very inspired by this idea of 
mondialité of Glissant’s (we still don’t have a word for that in English), which is a kind of a global dialogue which, instead of annihi-
lating difference would produce difference. So the idea of finding a way, to find an exhibition which could from step to step learn 
also from the context where it would go.  Which is exactly what happened because the exhibition toured through eight, nine cities 
and after touring a lot in Europe and the US, it would then go to Bangkok, where it became a completely different exhibition, it had 
a completely different meaning. Actually the exhibition became a city, in a way.

Here you see for example, the idea of Surasi Kusolwong who collaborated with Cedric Price on a whole section of the show. The 
idea of course also was after Magiciens de la Terre, we felt very, very important that this idea, it wouldn’t be the view on this ex-
traordinary phenomenon of mutation of Asian cities from a Western curatorial but it would be a cooperation between Hou Hanru 
and me, it would be a dialogue. That was somehow a thing we felt very strongly.

Courtesy of Hans Ulrich Obrist

And the other thing I would say came from Étienne Balibar. The idea that we somehow wanted to address with the show, this idea 
of the irreversible aspects of globalisation, uniformity, homogeneity and in a way go against that, find a way how an exhibition could 
actually become nomadic, so that it would be physically and mentally travelling across the borders, so that it would go beyond 
national boundaries. We felt very important, this idea of art being about a trans-national dialogue so we would actually look at cit-
ies and would somehow allow languages and cultures to spill in all directions to broaden the horizon of translating capacities. To 
quote Balibar in a conversation we had with him preparing Cities on the Move: ‘exhibitions would vanish in their intervention. They 
would be necessary but without monopoly,’ (a very important thing ‘no monopoly’), ‘they would be borderlines themselves.’ So the 
idea that actually an exhibition could become a borderline was somehow the key of it.  

We also felt it would be very important to take into account the polyphony of cities because in a way we realised that in the 90s 
many of the Asian cities we wanted to show artists and architects from, and their amazing practices related to these cities, were 
actually seen mostly in exchange with Western cities. And we thought it would be very, very interesting to develop more dialogue 
between these Asian cities, so that the exhibition would become a kind of incubator for more dialogue, for more exchange be-
tween this polyphony of amazing art centres.



Courtesy of Hans Ulrich Obrist

Courtesy of Hans Ulrich Obrist

Another exhibition which was deeply inspired by this idea of Glissant was do it, which I started in 93 with (Christian) Boltanski and 
Bertrand Lavier. It has toured to more than hundred and sixty places ever since, and each time do it is very much a regional or 
local version. I mean, this idea also of an exhibition which travels, is an imposition. That in a way it is very much like homogenised 
globalisation. You impose a show which makes sense somewhere else, onto another city. do it was against that. do it each time is 
a local research. Here you see images from the most recent incarnation of the show which we co-curated with Hoor Al-Qasimi in 
Sharjah. It’s a process again over several years. The exhibition will tour. More than fifty new instructions have been commissioned 
for that. The interesting thing is that each time do it happens in a region we realise that there is a whole history of instruction art 
in that specific context. Initially it of course started inspired by Yoko Ono, by a whole idea of instruction art which was connected 
to Fluxus, but for example, if you look at the Sharjah version, all of a sudden one sees that Hassan Sharif already, in the early 70s 
in the Gulf region, worked with instruction art. And that’s what do it has done ever since. When it toured for example, Brazil or 
Mexico, we found an extraordinary history of instruction art there.  And so, little by little, all you can say, it is regional versions of the 
exhibition, and there are each time new chapters added to an ever growing archive. So, the idea also really of longue durée, of long 
duration. do it has now been evolving for twenty-two years and I still see it as early days. It has only just begun. Also, an exhibition 
as a learning principle.  It is very important that the exhibition doesn’t come with the idea of knowledge at the beginning. Little bit 
like what Kate said, that somehow the idea that knowledge is produced on the way, but we maybe don’t know at the beginning.



Here is an example of a drawing Édouard Glissant once sent me in a book about the archipelago. Basically he said exhibitions 
should be archipelagos and not continents.

And then the last example that I wanted to show is Indian Highway. An exhibition which we did with Julia Peyton-Jones and Gunnar 
Kvaran initially at the Serpentine (Gallery) and Astrup Fearnley Museum (of Modern Art), which again started to tour over many 
years. Here you have Dayanita Singh’s room which we discussed earlier today in the conversation with Dayanita.

Courtesy of Hans Ulrich Obrist

Courtesy of Hans Ulrich Obrist



And you have M. F. Husain together with the architect Nikolaus Hirsch working on public paintings so that the entire façade of the 
Serpentine became an exhibition. There were several aspects here which were important. The idea of self-organisation, I think it is 
very important; the idea that we can basically have exhibitions within the exhibition, that it isn’t actually a master plan. And that’s 
something which I think is very important if you think about collaboration, if you think about play. It’s very difficult when you have an 
exhibition in an institution to find this lack of authority that play needs. So, in a way, the authoritative aspect might actually diminish 
the spirit of learning, the spirit of collaboration and the spirit of play. One idea which developed earlier on already with Life/Live, 
with Cities on the Move, and do it, is that each time we have an exhibition within the exhibition. So it is also with Indian Highway, 
by inviting for each venue, an artist to actually curate an exhibition within the exhibition. So, in London it was the Raqs Media Col-
lective. They did a show of experimental film in an experimental display, as a show in a show, and then these shows would become 
part of the tours. In this sense it’s an archipelago, an archipelago of these different exhibitions within the exhibition. For example, 
with Life/Live, an exhibition we did at the Musée d’Art Moderne (de la Ville de Paris), we did the same thing with artist run spaces. 
So, artist run spaces would always do an exhibitions within the exhibition. 

And the other thing which we also felt was interesting with Indian Highway was that many artists told us that so many institutions 
are coming to India and are doing shows that are one off and they move on to the next thing, so we felt it’s important not to do that, 
that it is a longer term commitment. So here again, like with Cities on the Move, the exhibition evolved over many manifestations 
and became a kind of a learning system. Thank you very much.

Omar Kholeif (OK): It’s particularly interesting to talk about this subject in the context of Dhaka where we’re arguably sitting in a 
biennial festival that is a regional group show. I specifically wanted to talk about my own experience working in the context of the 
Arab or Middle Eastern group show, partly because it has over time, posed a whole range of polemical issues for me as a practi-
tioner, and I’ve constantly tried to question the different strategies that have been used. And, I think one of the primary concerns 
or questions about the regional group show is, often the reason that they come about is because we have interests in artists from 
particular territories, ones that maybe are canonically marginalised, or pushed to the side. And one of the most effective and ef-
ficient ways to galvanise a consensus or a big grouping of them and to bring them to public awareness is through this context. Now 
of course we have already seen some of the polemical issues that arise out of this show, this idea of the regional, or something 
being perhaps secondary or mimetic, being descriptors that might come up.

But really I think, in terms of my approach to the subject, when we talk about the ‘regional group show’ is, are we curating terri-
tory or geography? Are we curating artists or their experiences or their biographies? And how does the practice of curating seek 
to complicate these ideas or issues? What does this mean when we are curating a history of art or a field of art that hasn’t been 
canonised or written about as extensively as other artists in the Western canon per se? 

So, I wanted to go through a couple of examples, one slightly older, and one more recent. But first I thought I would just lay some 
context for what is perhaps the Arab group show. They are manifest in different forms in Western institutions particularly, is what I 
am discussing here. Sometimes more successfully than others.

Courtesy of Omar Kholeif



Courtesy of Omar Kholeif

So here is a series of images. To the right here is the cover of Tamáss, which was a publication produced to coincide with Catherine 
David’s Contemporary Arab Representations, which in a way, was conceived like Cities on the Move, as a discursive platform that 
evolved over a period of time and really took the idea of cities as a research starting point. The crux of that project emerged from 
the lack of artists from the Arab world when Catherine was curating dOCUMENTA 10 in 1997. 

But more recently we’ve seen different kinds of shows. At the British Museum we have seen a regional show looking at Middle East-
ern art called Word into Art: Artists of the Modern Middle East, where this very specific idea of Arab culture being a literary one, 
one that is based on calligraphy and script was explored through both Modern and Contemporary works. And that show was cri-
tiqued by some as being potentially looking or relying too much on a particular idea of heritage. But then you have other different 
kinds, one, a more recent show that happened at the MFA (Museum of Fine Arts) in Boston called She Who Tells a Story (Women 
Photographers from Iran and the Arab World) which sought to look at the concept of the Arab world in the Middle East through 
the lens of women photographers, and the curatorial text around the show says that these are women photographers whose work 
is politically transformative. It is a critical reflection on the worlds and the lives of these artists. 

Another show recently, Light from the Middle East: New Photography at the Victoria and Albert Museum also took on this very 
particular modality that it was looking at documentary practices. It was grouped into three sections. Resist, Reframe were two of 
the subtitles, and really it was about blurring the boundaries of photojournalism and fine art photography and thinking about this 
idea of self-documentation. And then more recently at the New Museum a show called Here and Elsewhere, which really was an 
incredibly ambitious project which staged an incredible group of artists but they didn’t come together as a group. There was not 
necessarily a binding aesthetic or formal curatorial theme beyond territorial geography, and in many respects the artists were 
grouped by region, so Lebanese artists together, and Gulf artists together, and what it did was it created a map of the region and 
some of the practices. But perhaps one of the problems with that strategy is that the methodology--because it is not based on form 
or a specific subject--is not particularly clear, whilst for example, if its photography, that methodology becomes more clear. Or if it 
is openly articulating in some of the discursive platforms, that is also more clear.

Courtesy of Omar Kholeif



So my kind of response to this was in 2012, I staged an exhibition in Cornerhouse in Manchester, which very much emerged as a 
response to this kind of exhibition,called Unveiled: New Art From The Middle East at the Saatchi Gallery, which was the third most 
visited exhibition in Britain. It was kind of a pretty awful exhibition in terms of just thinking about curatorial practice. The artists 
were grouped without any real sense of logic or thematic beyond that they were from the Middle East, and the title Unveiled sug-
gested this very specific oriental merging or entering into the ‘other’. The lead image by Kader Attia, the piece Ghost, were a group 
of aluminium sculptures of women kneeling suggested that this sculpture, or this terrain was potentially oppressed. So I thought, 
well, what can I say about this? And I was particularly interested in artists who, within their own practice were critiquing this idea 
of having to perform to a particular kind of notion of what was Arab. And I was thinking particularly of the writings of the Iranian 
film scholar Hamid Naficy who was talking about independent cinema and art house cinema coming out of Iran and the Middle 
East saying that the only films that tour in particular Western circuits, have to prescribe to particular kinds of agendas. They have 
to be critical of the inside, they have to be co-funded with the West, the producers have to have been Western educated, and so 
I made that a kind of subtext, a kind of guiding theme for the initial, Subversion. And so from the title text which was always en-
crypted in what looked like the media buzz TV, this idea of a message trying to come through and then  (Slide) really what I sought 
to do with the works in the exhibition was to really use the apparatus of the exhibition as a kind of staging ground to think about 
the complicity of the audience within these kind of narratives that were being created. So for example, in the middle piece there, 
where you see airplane chairs, that’s a piece by Sherif El-Azma from Egypt, whose film called Television Pilot for (An Egyptian) Air 
Hostess (Soap Opera) where he was looking at the idea of cultural whitewashing in Egypt and the aspirational qualities of erasing 
local identity and he did it with the guise of the Egyptian soap opera, which is a very common and dominant cultural distribution 
mechanism for narrative in the region. And I staged that in a makeshift aeroplane where only a few people could engage with it at 
a particular time, it was very claustrophobic, and the idea was that you felt almost oppressed by the space of the exhibition.

Courtesy of Omar Kholeif

Down there is a piece by Wafaa Bilal called Virtual Jihadi where he created a video game which was a hack of an American video 
game called The Quest for Saddam where he was literally adding a skin onto the game and hacking into the narrative, and the 
American game The Quest for Saddam became The Night of Bush Capturing, and with Waffa, we decided to stage it in a make-
shift internet café that you would imagine would emerge from a so-called post-conflict environment. The idea was that when the 
audiences had to engage with these pieces, that they very much felt that they were in a staged environment. And up there is a 
piece by artist called Tarzan and Arab who were two Gaza based artists who created this piece called Gazawood where they were 
looking at the creation of a Gaza and its identity through the formation of a fictional film studio. We erected a makeshift cinema in 
the space. In a sense that kind of an exhibition in an exhibition included their own films but also films that they had selected and 
curated which were in a sense oppositional about a kind of alternative context for them. And the idea was also that it was a cinema 
that could never exist in the Gaza because there were no functioning cinemas in Gaza at that time. So, with this particular show I 
was playing with the concept of the staging.



However more recently, in the next example which I will show you (Slide), I sought to take a different track with an exhibition called 
Imperfect Chronology where I was working at the Whitechapel Gallery on a very specific programme where we invited different 
institutions, private or public, who have a collection to stage their collection in the Whitechapel over the course of a year to sixteen 
months. The idea is that it’s about bringing different kinds of narrative and different kinds of work which were rarely seen in Britain. 
And after a survey of numerous different collections, I invited the Barjeel Art Collection in Sharjah particularly because it really had 
a holistic breadth of works dating back from the early-20th century to the present day. I wanted to do something which I thought 
hadn’t been done before, which was that the regional group show, the Arab group show focussed very much on the immediately 
contemporary. It wasn’t an attempt to explore the genealogy of Arab art in relation to its own historical context.

Courtesy of Omar Kholeif

Kamal Boulatta, There is No I But I/La Ana Ila Ana, 1983. Courtesy of Omar Kholeif

So the way the exhibition unfolds is over four parts. The first chapter which closed in December looked at Arab art from 1903 to 
1967. And the idea in that particular chapter was to look at early landscape painting for example, and look at those very particular 
mimetic traditions and how many of these artists were influenced by Western tradition. And as we moved through time, when many 
of these Arabs states became independent, we started to see a more self-reflexive aesthetic. And then the first chapter stops be-
cause right at this particular moment the Arab-Israeli war is happening and this Pan-Arab nationalism, this Pan-Arab ideal becomes 
quashed.



And then the second exhibition ran from 1967 to 1987 and sought to look at artists who were reconfiguring and looking back at tra-
dition. So artists who were using text, for example Kamal Boullata from Palestine, who were looking at this very specific emphasis 
on Islamic tradition and deconstructing and then examining it. And the idea was to really focus these things so that you can see 
them in conversation and to think about how lines or trails of influence might have emerged. And then the latter two chapters, 
which open later on in the year, will focus on mapping the contemporary relationship to the so-called Modern period. 

But one of the most challenging things about staging such a project, beyond the fact that we were limited to one collection, and 
I was trying to find a collection that resembled a public institution (very few public institutions operate within a National museum 
structure such as in Britain or in the US for example), was, and I called the show Imperfect Chronology, was to think about the idea 
of synchronicity. How do we assess if something is happening in Iraq and in Morocco and in Egypt all in 1966? How do we measure 
the influence and the trails of knowledge when there is very little text which is about this? When there are no schools and art his-
torians who have been writing about this? With that material written largely in newspapers, which are very hard to come across. 
And so that was perhaps the most interesting challenge. But what I would say about this ((latter)) case study was for me it opened 
up a question or an idea that looking at things in context is not a negative thing. It is not essentialising. It is actually about trying to 
map out a specific trail and a specific route for a particular region and actually that aides us and helps us in terms of locating that 
within a broader context. Thank you.

JZ: Thank you. Unfortunately Hans-Ulrich has to catch a flight so he won’t be here for the Q & A at the end but we will invite Omar 
back up at the end. Does anybody have a real quick question that they need to get out for Hans–Ulrich before he leaves?

HUO: There is one thing I wanted to say in relation to Omar because in a way I think it is very important this aspect of memory and 
what your show, which has started at the Whitechapel, really deals with, is to basically protest against this amnesia which there is. 
And I think in a way it’s something which actually occurred to me for the first time when I became aware of Kasper Koenig’s von 
hier aus which is a very interesting exhibition. And obviously all his exhibitions which look at regions or nations, they in some kind 
of way have to do with imaginary entities. They are kind of imaginary entities. Very often it is about questioning these imaginary 
entities, which is what artists do. It is always important to listen extremely closely to artists doing such shows by questioning those 
parameters. But what these exhibitions can do and what von hier aus for example did, is that it created a kind of interest in the 
80s in China in a very trans-national way. Kasper Koenig brought back an entire history of the Fluxus connection to China etc. etc. 
which is very fascinating. And that is something which I think with all this research that you have been doing, I have been doing, 
each time very striking, that actually starting with the contemporary we will then find a form of amnesia. It was very great to see 
here for example in Dhaka, involvement of Arpita Singh in the exhibition because here for example, there was no awareness at all 
of her when we started Indian Highway research and only when we started looking did a lot of the younger artists came across the 
work. And I think this idea of protest against amnesia is essential in the digital age because it is not that if you have more informa-
tion that we necessarily have more memory. So, to emphasise the importance of the point Omar made.

JZ: Thank you very much. Thank you both. And next, I want to bring up our next pair. A pair of curators from the United States, Beth 
Citron and Stuart Comer. Beth Citron is the Curator for Modern and Contemporary Art at the Rubin Museum in New York. Stuart 
Comer is the Chief Curator of the Department of Media and Performance Art at the Museum of Modern Art in New York. Please 
join me in welcoming Beth and Stuart.

Beth Citron (BC): Thank you so much John and also a huge thank you to Diana and the Samdani’s for bringing me here and for 
your heroics and  super efforts to make this such an extraordinary event. I wanted to start out by introducing the Rubin Museum 
because I know many of you may not be familiar with it. The institution is eleven years old and it was founded by private collectors 
who had amassed a significant collection of primarily Tibetan Buddhist with a mission to expand knowledge and create awareness 
of art of the Himalayas.

Five and a half years ago I was brought on to create a series of exhibitions, I suppose regional group exhibitions on Modernist Art 
from India, and I have a couple of slides to show you from the third part of that series.  They were organized first on the body, then 
on abstraction and then on landscape. By the time we got to landscape we thought to complicate the idea of the ‘regional group 
exhibition’ by having contemporary artists who are working around New York create new work that responded to the Modernist 
Indian paintings on view.



From exhibition Modernist Art from India: Radical Terrain (2012)
(left) Lisi Raskin (b. 1974), After the Fall, 2012, Plywood, animal pelts, texles, pine, various hardwoods, lined, tarpaulin, glass, analog slide projector, 35 mm transparencies and
Sudhir Patwardhan (b. 1949), The Fall, 1998, Oil on canvas, Collection of Virginia and Ravi Akhoury. Courtesy of Beth Citron
(right) Lisi Raskin (b. 1974), After the Fall, 2012. Courtesy of Beth Citron

From exhibition Modernist Art from India: Radical Terrain (2012)
Ram Kumar (b. 1924), Townscape, 1991, Grey wash on paper, Umesh and Sunanda Gaur Collection
and Seher Shah (b. 1975), Capitol Complex – Block Tower, 2012, Capitol Complex – Courtyard Ramp, 2012, Capitol Complex – Façade Block, 2012, Capitol Complex – Façade Strip, 2012, Capitol Complex – Red Courtyard Plan, 2012, Capitol 
Complex – Secretariat, 2012, Capitol Complex – High Court Canopy, 2012, Collage on paper, Courtesy of the artist and Nature Morte, Berlin. 

So this is Lisi Raskin’s After the Fall which was a response to the American invasion of Afghanistan which played on Sudhir Patward-
han’s painting The Fall. We also paired Ram Kumar’s landscapes from the 1960s with Seher Shah’s then recent work on Chandigarh. 
And this was the way partially to complicate the idea of regional group exhibitions but also to complicate the idea of landscape 
which I felt had been given a very short shrift in art history even though there are complex political dimensions to it.

As we built the contemporary programme at the museum over the past five and a half years, we’ve taken a much wider berth than 
the traditional collection would seem to allow us to, by connecting art that philosophically, conceptually or physically relates to 
ideas originating in the Himalayas, and that gives us a pretty wide berth.

From exhibition: Francesco Clemente: Inspired by India (2014) 
(left to right) Hunger, 1980, Gouache on twelve sheets of handmade 
Pondicherry paper joined with handwoven coLon strips, Philadel-
phia Museum of Art: partial and promised gift of Marion Boulton 
Stroud, 1991
Four Corners, 1980 Gouache on twelve sheets of handmade 
Pondicherry paper joined with handwoven cotton strips, Private 
Collection
Two Painters, 1980, Gouache on nine sheets of handmade Pondi-
cherry paper joined with handwoven coLon strips Collection of 
Francesco Pellizzi, New York, USA



Just last year we staged a show of Francesco Clemente’s India work (Inspired by India), and I was particularly interested in his work 
because he was a nomadic artist before, and that was something that was very current, living between India, Rome and New York 
starting from the 1970s. And even more recently,

From exhibition: Genesis Breyer P-Orridge: Try to Altar Everything (March 2016)
left to right: Begging Bin-ESHE, 2012, Stainless steel, brass, flood light, c-print mounted on plexi, marigolds. Courtesy of the artists and INVISIBLE-EXPORTS
Feeding the Fishes, 2010, Fish, glitter, photos, tooth mold, copper ball, found wood box Courtesy of the artists and INVISIBLE-EXPORTS

I’m working on an exhibition with a British born New York living artist named Genesis Breyer P-Orridge. She is trying to break down 
the very ways we think about identity and the self, including gender binaries and the principles of non-duality that originate in 
Asia. So we are building a kind of conceptual contemporary art programme to complement a really rigorous traditional exhibition 
programme that focuses on Tibetan Buddhist art at the museum. I’ll now let Stuart introduce his institution.

Stuart Comer (SC): Again just to reiterate, thanks to Diana and to the Samdani’s. This has been an incredible opportunity and 
I do want to highlight how crucial events like this have been for me, I mean not to mention Homeworks in Beirut, or the Sharjah 
Art Foundation, the Biennial and the March Meeting that take place there. These kinds of forums I think have been a major step 
in bringing people together and creating new kinds of connections between institutions so that the problem of an institution like 
MoMA, the Museum of Modern Art, seeming to be the standard bearer for a notion of Modernism that was absolutely hegemonic 
for many decades, that’s changing very quickly, and I think it’s changing internally and externally as well.  

The International Programme at the museum began in 1952. I think the debates about it being a force of nationalism in cahoots with 
the CIA have been well rehearsed by now. I don’t really want to revisit that.  But it has changed fundamentally in particular when 
Jay Levenson was appointed in 1996 to oversee the International Programme and then in 2009, he and Kathy Halbreich developed 
C-MAP, Contemporary and Modern Art Perspectives, which initially was seen really as an internal think tank. It didn’t really have a 
public facing element until more recently. There are currently three major groups, one dedicated to Eastern Europe, one to Latin 
America, which is the region MoMA has had the longest term engagement with, and one dedicated to Asia. Doryun Chong, who 
was the curator at the museum until he went to M+ Museum in Hong Kong, was leading the Asian group and the focus at that point 
really helped to inform his exhibition on Tokyo (Tokyo 1955–1970: A New Avant-Garde) which I hope many of you saw. More recently, 
I really wanted to shift the focus to South Asia for a while, which is a region that the museum had not yet engaged with and I think, 
clearly as this event is a testament to, is very lively at the moment.

And rather than trying to suggest that we can have a comprehensive representation of the region, and I would reiterate Hans-
Ulrich’s problematising of this idea of representation versus knowledge production, and I think what C-MAP really does aspire to 
do is embed a range of different kinds of research approaches, networking opportunities as well as direct links to other institutions 
and artists globally into a long term conversation. It does not always necessarily result in acquisitions or exhibitions but really fo-
cuses on a long-term agenda of creating meaningful relationships with other parts of the world



Contemporary and Modern Art Perspectives (C–MAP)
The Museum of Modern Art, New York 
Nalini Malani, Utopia, 1969-76. Courtesy of the Museum of Modern Art, New York 

So, as we’ve begun to look at India in particular, we recently built on existing work in the collection by Nalini Malani with an acquisi-
tion of a large number of her early photograms and films, some of which you can see in the excellent Rewind section upstairs.

MoMA C–MAP Asia Group
Shaina Anand and Nalini Malani meeting the C–MAP Asia Group
Dr. Bhau Daji Lad Mumbai City Museum, March 2015. Courtesy of the Museum of Modern Art, New York 

That was followed by a trip last year, which was our initial research trip to India in March with a very large group of twelve curators. 
Which I think suggests that C-MAP really is also intent on somewhat dissolving what had become a very balkanised structure of 
medium-specific departments at the museum. We have no intention of loosing that structure for the time being but cross-pollinat-
ing it, or cross-breeding it even with largely practical approaches, approaches rooted in identity and gender and feminism. So I 
think by breaking down or being in a more poly-vocal situation, but also maintaining the idea that form and medium can still have 
a role to play. It’s been very productive for all of us.



MoMA Primary Documents Series. Courtesy of the Museum of Modern Art, New York 

I just wanted to quickly mention a few of our initiatives that are on-going, in particular the Primary Documents series. We’ve just 
issued the Mário Pedrosa: Primary Documents that you can see at the top, which will introduce the key thinker in Brazil through-
out a very important period of Modernism there, who had direct ties to Alfred Barr and Clement Greenberg, and had some very 
barbed comments to them, which I think are interesting, amusing and super important. But I think these are incredibly important 
tools and, on the top left you will see a book Listen, Here, Now! Argentine Art of the 1960s: Writings of the Avant-Garde which was 
the first time many writings of the Avant-garde in Argentina had been translated and it informed a lot of research I was doing on 
David Lamelas, and Marta Minujín ten years ago which led an exhibition I’ll mention in a moment.

2015 Fellows of the MoMA International Curatorial Institute for Modern and Contemporary Art Curators. Courtesy of the Museum of Modern Art, New York 

We’ve also been running this Leadership Programme in collaboration with the Columbia Business School (CBS) and you will see 
a number of curators, and you will recognise many of the faces in this image, who come together each year for a very intensive 
workshop really focusing on leadership, on curating and how to develop better institutions and better dialogues between those 
institutions internationally.



Similarly, we’ve recently collaborated with the Asian Art Archive, and this was a project where we were really looking at the key 
problem of the conservation of the moving image, particular video formats, obsolete cinematic formats. So we brought together a 
broad range of curators and conservators from across Asia who had not only a seminar at the museum but also were visiting places 
like the Anthology Film Archives and Electronic Arts Intermix, a number of other institutions throughout New York whose work is 
superb in the effort to save the history of experimental and artist’s film and video.

The Archival Impulse: Collecting and Conserving the Moving Image in Asia
MoMA and Asia Art Archive, September 2015
Fang Lu, Video Bureau, Beijing

MoMA C–MAP post - post.at.moma.org
Milan Knížák, Performance Files, 1962-85
The Museum of Modern Art, New York. Courtesy of the Museum of Modern Art, New York 

Similarly, for each (C-MAP) group we have a Fellow and those Fellows help run a website called post, whose address is at the top 
(of the slide). It’s been an invaluable publishing tool but also it allows us to put up really crucial elements of our collection such as 
the recent acquisition of Milan Knížák‘s 101 Performance Files. He was not only a crucial figure in Czechoslovakia but also he linked 
to the Fluxus movement and had a lot of alliances in New York City. And then again I think these kinds of ways of finding direct con-
nections to other artists like Yoko Ono, who are in the collection and have had major exhibitions at the museum, is really exciting 
for us to be able to develop. I also wanted to mention this because all of the files are available on-line, on the web.



Transmissions: Art in Eastern Europe and Latin America
1960-1980
Milan Knížák, Performance Files, 1962-85
The Museum of Modern Art, New York. Courtesy of the Museum of Modern Art, New York

We were also able to display a large selection from those files in a recent exhibition I co-curated called Transmissions: Art in East-
ern Europe and Latin America, (1960-1980). And again we were slightly hesitant to title the show with these broad geographic ter-
ritories for all of the reasons we’ve already heard. At the same time I think what became really interesting for us in this exhibition 
was the process by which you could start to delineate lots of distinctions and lots of parallels between both regions, such as how 
radically different the dictatorships were in a number of the countries represented. Or why for instance, Yugoslavia was perhaps 
more free? Zagreb was producing much more work than in Prague, where it was much more restrictive. But because a lot of de-
velopments in both of those regions were often done in opposition to institutions, there were a lot of anti-art movements, they 
were really invested in crossing borders through technology, through different kinds of publishing initiatives, alternative forms of 
distribution of all kinds, as well as political activism. And a lot of things that were not rooted in objects, they were really rooted in 
McLuhan, in radical publishing formats and in different kinds of collective operations. Here you also see in the vitrines, selections 
of the Gorgona group which Knížák was also involved in.  

Transmissions: Art in Eastern Europe and Latin America
1960-1980
David Lamelas, Office of Information About the Vietnam War at Three Levels: The Visual Image, Text and Audio, 1968. Installation view, The Museum of Modern Art, New York. 
Courtesy of the Museum of Modern Art, New York



As I mentioned, the C-MAP publication was very instrumental in getting a number of key acquisitions into the museum. We 
probably have a large representation of the Di Tella Institute movement that took place in the late 60s and then coming into the 
McLuhan. Here you see David Lamelas’s Office of Information about the Vietnam War (in Three Levels: The Visual Image, Text and 
Audio), which was presented at the Venice Biennale in 1968, reconstructed for the first time. This piece was also crucial for him, 
because it introduced him to Marcel Broodthaers, Daniel Buren and a couple of others artists looking at Arte Povera right at the 
moment when he moved to London where he studied at the Saint Martin’s (School of Art) with Gilbert & George under Anthony 
Caro, and you can see just through a single piece like this, how all these international networks form around a specific exhibition 
or a specific artwork, and I think again these start to dissolve some of the assumptions we have about more general essentialising 
geographic platforms and terms.  

Transmissions: Art in Eastern Europe and Latin America
1960-1980
Courtesy of the Museum of Modern Art, New York

Quickly just a few more images from the show. This was a room we dedicated to different kinds of feminisms that were developing, 
and it was particularly interesting because a number of works that you see here were from Eastern Europe behind the iron curtain, 
but still this idea of how gender was being marketed and commodified with the rise of the consumer culture even before 1989, was 
very compelling for us.

Transmissions: Art in Eastern Europe and Latin America
1960-1980
Courtesy of the Museum of Modern Art, New York

Here you see (Dimitrije Bašičević-)Mangelos who was a key Croatian artist also involved with the Gorgona group. And we really 
wanted to also look at the move from mid–twentieth century abstraction through this idea of networks to a more algorithmic ap-
proach to life and culture.



Transmissions: Art in Eastern Europe and Latin America
1960-1980
Juan Downey, Video Trans Americas, 1973-76, Installation view, the Museum of Modern Art, New York, 2015
Courtesy of the Museum of Modern Art, New York

I want to end on this really important installation by Juan Downey who is a Chilean artist living in New York in the early 1970s when 
video really first developed. He was one of the key members of the earliest generation working with video. But he was also very 
informed by experimental documentary techniques. And this piece, for me, perhaps suggests the structure that we could all think 
through a bit more. Going back to the point Dayanita Singh made in her conversation with Hans-Ulrich earlier, is this idea of looking 
to artists to provide the models not only to institutional models, I think is crucial. And this piece was prompted by a coup d’état that 
took place in Chile in 1973. Downey really went into a state of identity crisis because he couldn’t really, at such a distance, fathom 
what was going on and it prompted a lot of reflection about what a Latin American identity could be at a moment when Latin Amer-
ica was being divided up by a number of dictatorships and a number of political and economic problems. He embarked on a road 
trip that took him from New York all the way down to the Southern tip of South America and along the way would meet with a lot of 
indigenous tribes in particular as well as communities in major cities and urban areas, and would conduct interviews, but frequently 
would offer the camera to those communities to document themselves. So he immediately created a two-way street, a poly-vocal 
dialogue rather than a one-way system. It was an open system. As you can see here, monitors represent the sites at which he shot 
this footage and worked with them. Each of these communities had workshops and really determined how they were represented 
and they had a major voice and a stake in that. I think for him it was a way in really trying to think about what a Pan-Latin American 
identity could be, or what a trans-national identity could be. He was very interested in what he called ‘invisible architectures’ that 
could shift. And again Dayanita was talking yesterday. I think this idea of the way she also conceives of the museum. As a museum 
that can be responsive to political and cultural conditions, that can shift and change, that can create a system of Chinese whispers 
where we are not trying to create a single essentialising representation but one that is quickly dissolved through dialogue and can 
be more responsive as the world changes as rapidly as it is. I’ll leave it there.

JZ: Great. Thank you both. I just have one quick question for further the discussion. My own thinking about the museum has often 
focused on the relationship between collections and exhibitions. I think both of you have given me new ways of understanding 
how the museum can actually be used as a platform and the way in which the institution can interact with contemporary artists and 
cultural production allows all sorts of different possibilities that have emerged recently. And I wonder in that context for both of 
you what are the dream projects that you have? What kinds of things would you like to be able to see your institutions do, and as 
you see the institution taking on these new dimensions? How do you want to take advantage of it?



BC: That’s a good question. The project that I reference, that I am working on with Genesis Breyer P-Orridge is something of a 
dream project for me. It’s a risky project with an artist who has had a many-storied career and been really at the edge of culture, 
beginning in the 1970s in Britain, even up until today. Her most recent project that she is well known for is called Pandrogeny (Proj-
ect) where she and her late wife Lady Jaye sought to basically become a form of visual cut up using William Burroughs and Brion 
Gysin’s idea and fuse their own bodies and identities into a third being as a form of devotion and their love for each other. And to 
be able to execute a project with an artist like that and realise her vision within the space of the Rubin Museum is really meaningful 
to me. And to be able to work with an artist who does experimental performance within the house of this fairly traditional looking 
institution is kind of ideal because I think that there is an interesting friction that starts to emerge between these two different ele-
ments that seem to have nothing in common. But then if you look at some of the traditional Buddhist art on display, it emerges from 
Tantric practices, from devotion, from ritual, many of the same themes that Genesis has been engaged in. So, just breaking down 
some of the ways in which we think about identity has been really important to me as I worked at the Rubin in the past few years. 

SC: I think for me it really goes down to digital technology in some ways and how we can harness it better. We don’t actually have 
a C-MAP group dedicated to the Middle East or the Arab world but we’ve had a huge number of projects at MoMA recently from 
major exhibitions and surveys of work by Walid Raad and Rabih Mroué to, we are opening a major project on Bouchra Khalili in a 
couple of weeks. Recent acquisitions by Etel Adnan and Jumana Manna, we are really covering a lot of artists, and these are mono-
graphic presentations. These are not survey projects. But, the question is for many of our viewers who only come to the museum 
once to once-in-a-while, who are not regular visitors, how do you connect up those experiences? How do you provide databases 
on-line and how do you connect that to the experience live in the gallery? It’s getting the balance right between the museum be-
ing a recording machine and also being a producer of knowledge. Again, if you take as a sum-whole in projects like C-MAP with 
our exhibition programmes, with our acquisitions, with the move away from what used to be called a permanent collection, and 
we don’t think of it that way any more. It used to be that you could walk into MoMA and you knew exactly where the Duchamp’s 
and the Matisse’s were and it frustrates people that that is no longer the case. But at the same time there is a new generation for 
whom we can’t be beholden to that anymore. We just can’t be and I think that’s changing very, very quickly. So, I think that C-MAP 
has been really important in terms of connecting both to younger generation of scholars but also they think digitally and we need 
to start thinking better using those tools.

JZ: Great. Well, thank you very much and we’ll hope to have you up for questions at the end if we have time, I’m starting to worry 
that we might not. Our next pair is actually a trio. We are welcoming Shanay Jhaveri who is a writer and curator, currently PhD 
candidate at the Royal Collage of Art in London. Anshuman Das Gupta, who has been teaching in the Art History Department at 
Shantiniketan since 1997 and he is currently a PhD candidate at Goldsmiths, University of London. And Sharmini Pereira who is the 
Director and founder of Raking Leaves, a leading non-profit independent publishing organization, and she is also the (Co-)Founder 
(and Director) of the Sri Lanka Archive of Contemporary Art, Architecture & Design in Jaffna, Sri Lanka. So welcome! 

Thinking about your own views, you’ve already heard a lot of articulations of how to use the exhibition and the institution in order 
to transform our views on regional shows. What is your experience with regional group shows and whether you have done them 
or not, how do you understand the problems of regional group shows that Kate and I outlined at the very beginning, this idea be-
tween the international and the regional and the slippage, for the artists involved?

Anshuman Das Gupta (ADG): Thanks to Diana and Samdani Art Foundation to have invited us, and thanks John for having me on 
the panel. The kind of thing that I could relate is via the exhibition format that really I got an experience of having done, the Santhal 
Family: Positions Around An Indian Sculpture exhibition, and through that research I gained experience and basically questioned 
the question of ‘regional exhibition’. The challenge before us was how not to do certain things: how not to do a geographic show 
first of all, and how not to show the works that we are referring to because you could not possibly graft the work from where it is. It 
is in situ. It is situated in Shantiniketan. It is called Santhal Family and is a single, huge, above nine-foot sculpture which you cannot 
shift. It is in cement-concrete and was done in 1938. So we started spinning arguments around the sculpture and a few questions 
opened so that people could take positions around that particular sculpture. That was the challenge. We avoided a geographic 
show. We avoided showing the sculpture. We avoided asking absolutely direct, entrenched, identity questions. But, we addressed 
all those three basically by not showing and not giving into that trap. Geographic shows, or survey shows amount to, or look to 
us like a trap of showing Asia in a certain kind of light and it would be subject to a certain kind of graft, or shift over and hence a 
certain kind of filter that is normally known as orientalist filter or something close to that. So, we had to address it via certain kind 
of post-colonial reason and think through those kinds of reasonings and propose it to the artists who would then come up with 
ideas which they were free to do.



Many of the works were commissioned. It was a twenty-four peoples’ show and all the names are there in the current slide.

(right) N.S Harsha, Untitled, Installation view. Courtesy of Anshuman Das Gupta

I’m not repeating the names.  There is Ramkinkar (Baij) who is the author of that particular sculpture we spun around, Santhal 
Family, which is in Shantiniketan and done in 1938. It is about the migrants, the Santhals. So, that was a key theme around which 
everybody reflected but we didn’t suggest it, we only suggested the context of the sculpture but they spun around and hence this 
context got distributed.

Courtesy of Anshuman Das Gupta

In certain cases we picked up already existing works and in certain cases we commissioned fresh things, like Klaus Weber’s work 
which was a clay work. Impermanent clay work which he was commissioned to do. He was undecided whether to cast it or not to 
cast it so he made it in clay, which is impermanent and which completely vanished after the exhibition. His work was based on a 
sculpture that exists in a certain American library and he had adapted it. It shows a chimp sitting on Darwin’s book and contemplat-
ing a skull. That got reproduced in Shantiniketan by an artist, based on the model that he sent. So, in a sense, it is a translocal-local 
production to some extent. That is something incidental. But otherwise conceptually also it brings out that whole thing of shifting 
model, re-adaptation, retakes and several different layers of that.



This is a poster featuring IPTA (Indian People’s Theatre Association). Paralleling movements which are movements in collectivising 
resources. Like IPTA movement was a theatre movement of 1940’s. In the wake of the Bengal famine lot of such troupes came up 
which conscientised people against the exploitation of the colonial rule. Several such points of entry and exit were there in the ex-
hibition, not necessarily pinning it down to a particular context, historical point of reference, but then around the thematic though.

JZ: So this brings up this question about the trans-historical and I want to ask Shanay in particular about that idea of the trans-
historical because you also have a trans-historical project.

Shanay Jhaveri (SJ): Yes, while they get to the slides, maybe we can take up the term trans-historical itself.

Courtesy of Anshuman Das Gupta

Companiable Silences, 2013. Courtesy of Shanay Jhaveri and Palais de Tokyo

Is the trans-historical a proposition or a way out of the regional group exhibition and I am not sure if I have the answer for that but 
the exhibition that I am going to very briefly talk about is one that I curated at Palais de Tokyo in 2013 and it was called Companion-
able Silences. The exhibition really took as its subject the life experiences of certain non-Western female artists who have received 
pedagogy or academic instruction in Paris or who have lived in Paris. The exhibition cut across many different geographies and 
historical decades, so we began with Tarsila do Amaral in the 1920s.



 We went through the 1930s was Amrita Sher-Gil’s painting, Self Portraits as Tahitian, following on we had Zarina Hashmi, we had 
Saloua Raouda Choucair and then I broke that kind of decade by decade chronology and jumped to lived experiences in the pres-
ent moment. And so we had moving image work by The Otolith Group which pictured Etel Adnan who lives part of the time in Paris

Companiable Silences, 2013. Courtesy of Shanay Jhaveri and Palais de Tokyo

I also had work by Camille Henrot in the exhibition responding to, (that is Camille’s work on the wall) which is a French female art-
ist contemporaneously responding to ideas of self-exotification, and the Orient. And really, what I wanted to investigate with this 
exhibition was to use Paris as a point of centre but then also as a point of departure because all of these women passed through 
Paris and they interacted with different groups of fellow artists and writers, poets, whatnot. And so in the exhibition there was a 
variety of material on display. It was not only material that they produced when they were in Paris but also material that was pro-
duced after they left Paris to mark and shift even the changes in their practices as time went on. So, the chronology of the show 
was quite loose in the sense where you had all these different life stories and their different chronologies playing out side by side, 
but also investigating this idea of what did Paris mean particularly in these artists’ practices? But then also removing them from that 
and thinking beyond Paris as well. 

Companiable Silences, 2013. Courtesy of Shanay Jhaveri and Palais de Tokyo



And the other exhibition which I want to bring up is, well, it’s not an exhibition, but it’s my Film Programme for the Dhaka Art Sum-
mit and the idea of regional representation because the summit is a platform for South Asian Art and I’ve been asked by a couple 
of people why my programme does not include many filmmakers from the region. There are only three films from the region in my 
programme out of forty. I think I wanted to use the film programme as a way, or a proposition to think about the region beyond 
representation, and also to initiate a conversation between the region and other parts of the Global South. So I have material 
from Thailand, Vietnam, Guinea-Bissau, Cameroon, Angola, Brazil, Argentina, cutting across different decades and time frames. 
The material that I’ve tried to show are films that these filmmakers from these various places have made that would have a kind of 
topical resonance for audiences in the region, particularly Dhaka and Bangladesh. But by no means equating those histories with 
the history here, but trying to mine an idea of empathy, affiliation and generation of perhaps some self-reflection, by engaging 
with those broader cultures allows for a process to return to one’s own position. And so the ideas that I take up are ideas of exile, 
self-exile, displacement, the wounded landscape, the travel of objects across various borders. And so I think the film programme 
and the exhibition really are propositions on my end to walk through ideas of the trans-historical but also the regional. Neither one 
is a proposal to the definitive or the encyclopaedic. There were many women artists who were absent from the Companionable 
Silences show but it was a suggestion to think about a particular, and I was curating the exhibition in Paris, and there were many 
other resonances and particularities which I wouldn’t get into, but it was very much about my going there as a South Asian curator 
working at a very particular French institution and how to radiate out of that and what might be some of the expectations. And also 
confronting certain ideas very directly. Thank you.

JZ: Thanks. Sharmini, tell us what trans-historical means to you? What does a trans-historical project mean to you?

Sharmini Pereira (SP): I really don’t know if I can say what it means to me because it’s something that I don’t really want to get too 
involved in thinking about, because what we are talking about is trying to define something that is actually saying ‘going beyond 
history’. Going away from history in some senses is something that I, at this stage, cannot engage with. The idea of trans-historical 
seems to be the necessary anti-thesis to the idea or the belief that meanings are bound by history. So, to start thinking the other 
way for me at this stage is to leave history which is something that, I mean the themes of this earlier panel that went on, … I mean, 
history is an imperative. It’s so relevant. I can’t actually think about being ‘trans’ at the moment. 

But, with regard to the panel, there was an image that came to mind which was an image that sort of said something to me. 

Courtesy of Sharmini Pereira



It was an image that I used twenty-two years ago in my thesis which will be very familiar to the audience I guess, which is a text 
piece from the Art History series by John Baldessari from I believe, 1970.  I’m just going to read the text. 

“A young artist has just finished art school. He asked his instructor what he should do next. ‘Go to New York,’ the instructor re-
plied, ‘and take slides of your work around to all the galleries and ask them if they will exhibit your work.’ Which the artist did. 

He went to gallery after gallery with his slides. Each director picked up his slides one by one, held each up to the light the better 
to see it, and squinted his eyes as he looked. ‘You’re too provincial an artist,’ they all said. ‘You are not in the mainstream. We’re 

looking for Art History.’ 

He tried. He moved to New York. He painted tirelessly, seldom sleeping. He went to museum and gallery openings, studio par-
ties, and artists’ bars. He talked to every person having anything to do with art; travelled and thought and read constantly about 

art. He collapsed. 

He took his slides around the galleries a second time. ‘Ah,’ the gallery directors said this time, ‘finally you are historical.’

Moral: Historical mispronounced sounds like hysterical.”

This slide, this image came to mind because if we take a second more and we think about what trans-historical sounds like mispro-
nounced, we get trans-hysterical. And I think there is something right now in curatorial practice, and what’s been very interesting is 
before with this panel, a trajectory was being mapped out from maybe Hans-Ulrich talking about his Cities on the Move exhibition, 
the C-MAP project where we are in a kind of trans-hysterical situation which is like a kind of curatorial trauma where the exhibition 
space can no longer be representative and it becomes this place of knowledge production, which is a kind of curatorial paralysis 
actually. Where do we go? We can’t represent it, so we are going to …. To me it’s about a kind of trauma that is being played out 
in the actual exhibition making which is an interesting reflexivity to be seen going on and I just wanted to put that out there as an 
idea that we are all a bit trans-hysterical.

JZ: Thank you very much. And now I think it is about time that we could talk to the artist and so I’m going to say thank you very 
much and ask Dayanita (Singh) to come up.

Audience (Geeta Kapur) (GK): I hope the audience gets a chance to ask and speak from the floor. Do they?

JZ: We will do our best.

GK: Yes. Please.

JZ: So, Dayanita is an artist who really needs no introduction in this hall, I think. She has exhibited widely and published twelve 
books. She was awarded the Prince Claus Award in 2008. In 2013 she became the first Indian to have a solo show at London’s Hay-
ward Gallery. Thank you Dayanita for being with us. So, as an artist who’s been involved in so many group shows, regional group 
shows, what is your view on these projects and where they should go?

Dayanita Singh (DS): Actually I’ve managed to stay away from many regional shows and somehow from the beginning didn’t feel 
that national identity was what I was trying to do with my work. I had other interests so I always felt that I didn’t fit into the regional 
show and I tried my best to resist them. And sometimes out of love for great conversation I became part of them. But it’s not 
something I ever wanted and I’m very glad to see that that phase is over now and things have changed. The problem at that time 
for me was, I thought that all of art history, like many people here know, was very centred in another part of the world. So that was 
annoying. It was annoying that they knew so little about the history of photography here, for example Umrao Singh Sher-Gil and I 
think if his work, or Nasreen Mohammedi’s work, had been more known, photography in India would have been in a very different 
place. And I think we always looked to a Western art history so that was annoying. But I didn’t want to be part of the regional show 
and I resisted it as much as I could. And I’m very happy that this Dhaka Art Summit, I mean things have changed completely in these 
fifteen years and there are wonderful conversations going on right now, and people have come from all over the world to Dhaka 
to have the conversation. So that’s when things start to change rather than the regional show, which, especially when it comes to 
photography tends to exoticise, no?

JZ: Absolutely! So you are seeing these changes that have been happening. Things are moving forward. Where are they moving to?



DS: I think this Dhaka Art Summit is phenomenal in how it has got people to come and engage very comfortably, very easily in a way 
that I have not experienced in the region before. So I am very happy with that. And the openness of everyone to everybody has 
been my experience. And certainly with this, The Book Object that I have been taking to different places and trying to talk about 
something between the book and the print on the wall. It has been overwhelming the response here. So, if me, with my little project 
and my little intervention can be flooded with responses, I am sure everybody is having really intense conversations that are not 
going to stop here. I think this is the beginning of very important conversations and shifts in perceptions on all sides.

JZ: One of the really fascinating things to me about this recent body of work is that you have been engaging with the public all 
day throughout these projects. And we’ve just heard from a number of curators, and it is perhaps an out-dated definition of what 
a curator does, but in some sense we understand a curator as formulating ideas to present to the public, whereas you are very 
much engaged with the public. How do you feel that kind of dynamic opens up new space for people to engage with works of art?

DS: I’m actually interested in making the book that’s never going to end, and the museum that’s not going to end and it’s an on-
going process for me and I hope very much that the conversation is on-going as well. And I want very much to have a little bit of 
personal space, a personal connection with the reader, and I try to do that with The Book Object. But more than that, I wanted to 
say, let’s look at this medium that is changing so much. What are the forms that it suggests? And since the book was always so im-
portant to me, and it was a curator who I think is sitting in the audience, who said, books are books Dayanita and an exhibition is an 
exhibition, but what do we do with your books? We can’t display them. We can make facsimiles. And that planted something. That 
was a conversation actually exactly ten years ago. And so I found a form for it but I feel I have to be there to present it to people. I 
want to individualise it. I want to have a conversation about it. I feel I have made a step somewhere and Dhaka has been the most 
nourishing receptacle of that thought.  I am really overwhelmed. And so something has shifted very drastically. 

JZ: So do you feel that there are new opportunities that are being opened out of these new exhibition venues that are being cre-
ated? Dhaka is a biennial. It meets every other year. But in some senses it is not a biennial like any of those we have talked about 
today. What do you think are the opportunities for new exhibition?

DS: For me conversation is key. Once the conversation has started, and we know that we are all interested in pushing the limits. So 
you and I are interested in pushing the limits of how one engages with photography for example, or the book. I might come up with 
another form that might be able to just transfer itself to your University and the conversation happens in a virtual way. I just feel 
right now suddenly there are all these possibilities. I had an incredible conversation with Hans-Ulrich this afternoon for the launch 
of TAKE magazine, and he handed his Nanomuseum to me to be the next curator of, and I gave him my Museum of Chance to be 
the next curator of. That’s just a small example. But you know, the biennale is one thing, but from this if we can find other forms that 
can take these conversations, and exhibitions, or museums or biennales or other ways, that would be amazing. I think that is going 
to happen from here and we might have, I don’t know, a summit of some another kind planned before this one ends. 

JZ: Fantastic. Thank you. If everyone else who is on the panel can come back up here for a few minutes of public questions, that 
would be fantastic. Trying to moderate a panel with nine people with ninety minutes each is a particular challenge. We have of-
ficially two minutes left. However, based on what Dayanita has just been talking about, I’m going to whole-heartedly say, yes, it is 
absolutely important to have public participation and investment in even a panel discussion, so, with that in mind, I am opening the 
questions to the audience.

Audience: Thank you all so much for a very interesting discussion. I am particularly interested in Dhaka Art Summit including Myan-
mar in South Asia and I just wondered if Myanmar is on your radar? Do your institutions include it in South Asia? Are you thinking 
about it curatorially in South Asia?

JZ: Good. Thank you.

SC: I can answer that. Cosmin Costinas who is here, maybe not in this room but at the Summit, organised a conference on perfor-
mance in Hong Kong by his institution Para Site (Art Space) about a year and a half ago and he presented a performance artist 
named Moe Satt who is from Myanmar. Last week I was at Nikhil Chopra’s project in Goa. He was not aware of Moe’s work but I 
think I would love to see a dialogue happen between Nikhil and Moe and just see where that goes. We had a long conversation 
about historical and more traditional forms of performance and how you can begin to somehow create connections between those 
and more contemporary ideas of performance. In particular, in terms of how they are staged in the White Cube or in a gallery, 
which is of course eradicative of context and a lot of them are more anecdotal, theatrical or dance oriented traditional perfor-
mance. But I think Myanmar is opening up and it seems like a crucial opportunity to engage with.



Audience (GK): I have a question. 

JZ: Yes. Please.

GK: I think what I would have wanted to say, Sharmini has said in very precise and very provocative ways. I just want to bring back 
certain words very deliberately, anachronistically into the dialogue. I think the dialogue ended on too cute a note where everything 
is so perfect, we are having conversations. Everything is going to go better and better after this and all that we need is goodwill 
and love. Just lets go to the bigger question. Why are we using the word trans-historical so irresponsibly? Trans-cultural was ac-
ceptable because it suggested a cultural confrontation and confluence of cultures. What does trans-historical mean, I absolutely 
don’t understand? And in order to answer my own question, what trans-historical means, I’d like to bring in three terms which are 
no longer in use. Ideology, hegemony and interpellation. And much of the issues that are being discussed here are to be discussed 
in these terms, not in terms of a feel good Dhaka Summit or this biennale and that biennale and so on. If, we are having a dialogue, 
it’s not just sweet conversation, it’s a dialogue which is historical, and it is historical precisely because each one of us is representing 
not a nation, a region but a historical condition, and the dialogue has to be on that basis. 

And if I might just add for a moment, what we are discussing here seems to be how individual institutions, let’s say the MoMA or 
Tate Modern, one institution is building up knowledge about a region. First it used to be a country, a nation, now about a region 
because obviously the global terminology has changed. Can you imagine the asymmetry of this, that one institution believes that it 
is building up a knowledge stock for a whole region and that it is exhibit-able, that that will be exhibited in some sort of a configura-
tion which will in some senses redeem historical absences, historical traumas? I don’t understand on what basis this conversation 
takes place. The only person I understand is Sharmini. 

JZ: Thank you. Sharmini, or anyone else, would you like to respond to that?

SP: Maybe I will show a slide. Thank you Geeta. I think, I mean this is to me to be also amongst a group of really distinguished cura-
tors, irrespective of the institutions that they work for, who I think are thinking for their institutions, they are not ‘the’ institution. 
It’s their efforts to try and understand the complexity of everything that we are trying to grapple with curatorially. I don’t think it’s 
necessarily that artists are having problems with this.

Lahore, 2009. Courtesy of Sharmini Pereira

The slide I just put up here, is something that … top right side is where I was wandering around in Lahore, and this was when I was 
working with Imran Qureshi. It was on a book project. We were just rooting around in an area where you get all of these boxes, and 
the detail slide is the one that I really just picked up on, which is a box for Nestlé and you can see it says, ‘Swiss quality. Proudly 
Pakistani made’. I came across it and thought well, what does that say exactly? I wish Hans-Ulrich was here because if he ever does 
a Pakistani show, I think his box is already made for him.  But it’s really putting into play the way in which we talk about regionality or 
whether we are talking about the trans-cultural, there will be some exterior qualitative judgment being used as literally a branding 
exercise to make something else presentable. 



Whether it is the endorsement from Tate or the MoMA or the Fukuoka, I feel a tension there. It is a similar thing when we talk about 
artists. Just for example, Nasreen Mohammedi being talked about as the Indian Agnes Martin, that she is endorsed by an artist 
from outside. Is Agnes Martin talked about as the American version of Nasreen Mohammedi? It’s a one-way dialogue. I’d turn it the 
other way too, to say that in South Asia, I can’t speak for, who am I to speak for South Asia, but at least to put forward, do we in 
South Asia, also ourselves look for ratification from outside? Do we ourselves seek the endorsement of things, people, ideas from 
outside? Are we also responsible for that?

SC: Let me just quickly respond to Geeta. I mean first of all, I thought Sharmini’s points were very well taken. I do think I have a big 
problem with the notion of paralysis. I don’t feel paralysed. I think we are in a situation where the tectonic plates are in movement. 
They are not paralysed. And we need to think about how we reshuffle the deck. I am also dubious and sceptical about the term 
hysterical, which was used by Freud to submit women to an inferior position for a long time. So there are problematics with your 
position too, although I admire very much what you said. I don’t want to suggest that MoMA feels that it can hold the knowledge 
for an entire region Geeta. That’s a misunderstanding. And for instance with Nalini, because we already had a major work in the 
collection, by building up more work around her, giving the audience, the public the tools to build their own knowledge around her 
work, maybe that would present points of access to begin to create an engagement with this part of the world via Nalini’s work. I 
think we have to be way more thoughtful about the balance between geography, identity, the work itself. How that work connects 
through various networks. I mean, I would really want to resist any suggestion of paralysis. We are all here to try to connect new 
dots and make sure the map is constantly shifting and that it doesn’t ossify.

JZ: OK. I see one more question. I think this is going to have to be our last.

Audience (Sonal Khullar): I have a question that returns to the problem of the historical, or the understanding that history seemed 
to underwrite this session even though it was ostensibly a session on regionalism, and to speak very specifically about what your 
response to Geeta’s question was, I want to know why there is this perception, mostly for good it seems as it is turning out, that 
tectonic plates are shifting now? What is different about them now and how is it that people have come to understand the term 
‘global’ as applied only to the present, when it was very much part of the discourse of the 60s or the 30s, and that is only to speak 
of the 20th century? As Jane DeBevoise and I were talking about yesterday, British imperialism was a global system. So, I want us 
to think a little bit more actively and critically about why it is that we are seeing institutional and individual change at this moment, 
on these terms?

JZ: Thank you.

KF: I think one thing that is interesting now, I mean globalisation these terms as I started the whole conference by saying that the 
term ‘regional’ no longer functioned in the art world, the world had got too big. 

SK: Which world? Whose world?

KF: What does the word ‘international’ mean? What does word ‘regional’ mean? What does the word ‘global’ mean? These are all 
words that are loosely used.

SK: I just feel like we need to question the idea of dialogue. Some of us are just reiterating past exhibition positions but I think 
we need to think about our own position in relation to ‘which’ art world, ‘whose’ art world? In the art world that is the subject of 
my research which is India in the 20th century, from the 30s to the 60s let’s say, the terms global, international, cosmopolitan and 
post-colonial were very much in play, so it’s an utter repetition of historical illusions, occlusions, what Kapur has called absence and 
trauma, to keep repeating that globalisation somehow begins in 1989. Again, for whom? For particular institutions? For particular in-
dividuals? Or are we ignoring the longue durée to use it not in the terms that was discussed here, but in the way (Fernand) Braudel 
imagined it as the shifting of tectonic plates under globalising processes like capitalism and colonialism which date back centuries.

JZ: You are absolutely right on that. I have to go and explain to my class next week the different meanings of globalisation for ex-
ample in the 19th century and colonialism and imperialism in the previous century; these are words I think that have been recycled 
and continue to be rediscovered in a way, with all the negative implications discovery implies these days. But I do think that we also 
have to look, and I believe this panel has been looking at art historical position now in relationship to the question of regionalism. 
While we wanted to situate this historically and look at when did people start talking, or at least presenting regional group shows 
as a kind of ‘thing’?  Then we also have to look at where we are now and why we don’t like regional group shows, why we are not 
interested any longer in regional group shows and what kind of space has opened up that we now are trying to seize?



SK: Sorry. Can I just say one thing which is about ‘the now’. I’m not going to try to rationalise everything but one thing we didn’t say 
was that 1989 was also the year that the World Wide Web emerged and when we are talking about now, we are also talking about 
a mass communication and connectivity, a networked society, which yes, I completely agree that all of these fissures and things 
continue to repeat themselves. Our amnesia around these terms is completely true, but there is something about being able to 
connect with, and have a dialogue in a different way enabled by technology, which hasn’t been mentioned or discussed. 1989 was 
the year that thing was invented and I think that is also something worth note. And having forums and spaces where these things 
can be published, I mean especially in my research, if this work was published on-line, I would have way more tools of access be-
cause there are no libraries, there are no points of access for me in terms of my research in terms of the Arab world, specifically 
North Africa. So I think that’s a relevant point in relation to the now. Just to add.

KF: I wanted to say that I also think part of the question was, why is it different now? And totally understanding what you are say-
ing but the important thing is that there are a new generation of people. And since 1989, there is a certain time when it’s actually 
become possible to have dialogues that are completely different. I’m of the generation, I came of age in that period and my abil-
ity to be able to travel and meet people in their environment and learn firsthand from people, not being an academic, not being 
somebody with financial means, is completely different to the generations beforehand. And I think that that is making a difference 
in terms of conversations. Where it’s going, what it’s doing is another thing. But when you specifically said what’s different to now, 
to the past, that is a difference.

SC: I just want to let Geeta have the last word. There is a publication at the AAA stand outside, and this is something I really want 
to address and I think that it may answer some of these questions. She wrote in 1972, 

‘Internationalism, it is reasonably argued, must follow when disparate cultures are familiarised by the communication media of ad-
vanced technology (McLuhan) and at the same time unified by the common culture of advanced industrialism. Internationalism is 
then an imperative of the modern world; it also becomes in effect, the measure of modernity or of the progress toward modernity. 
Thus modernity, progress and internationalism are treated as interdependent concepts. All three are controversial, but particularly 
when transferred to the realm of art which seems to me to belie their assumptions, or at least to resist their deterministic effect.’

I expect us to resist. The way I work, the way institutions work, and we need to respond in turn. And back to the way I understand 
Dayanita’s project as a system of Chinese whispers, the dialogue is never concluded. It never ends. It’s a building process that does 
not finish and I think somehow we do have to think about information technologies, and I think Geeta’s point is well taken going 
back to the 1970s. 

JZ: Great. Well thank you all. Thanks to the panellists and thank you to the audience as well.
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