ﬂunn— mﬂﬁnﬂn -

R~y ——




S e e—— e Tr—

Art '
| Education Discourses Vol 1:Root and Stem
!
Art-Dialogue-Education
Series Editors: John Swilt and Arthur Hughes Contents
Volume | LEditor: Jacquie Swifi
Preface
Published by ARTicle Press.
First published in 1998 Introduction: Root and Stem
Jacquie Swifi 1-13
All rights reserved. No part of this publication may be reproduced, stored in a Fe Fi Fo Fu
.‘ _ : ‘ - _ m... The i
retrieval system or transmitted, in any form or by any means, electronie, Robert Clark Cultural A!‘l'lblg'ultles of the Incomer
Llarke -
15-43

mechanical, photocopying, recording or otherwise without the prior writien
agreement ol the publishers, except in accordance with the provisions ol the
Clopyright, Designs and Patents Act 1988 or a licence permitting restricted copying

issues by the Copyright Licensing Agency Lud.

Picturing Me
Colleen Barrert 15 - 68
) =)

Th s
The right of Colleen Barreu, Robert Clarke, Zahid Dar, Norman Freeman & Neil 7 ]e {S;))und o Danculg Image
LaNic ar

Brown, Mervyn Romans, Jacquie Swilt, John Swilt and Erica Woolley 0 be 69 - 93
dentified as anthors of the publication has been asserted by them in accordance
with the Copyright, Designs and Patents Act 1988, Politics, Economics and Art Education:
Problematising a Nineteenth Century Panacea
Mervyn Romans 95 -116
b 00 TR )
Cover photograph by Roger Westwood
Typeset by Alastair Seruton The IﬂdiVidua], Art Education and IdeOIOgy
Printed by Wolverley Press & Studio Limited Lirica Woolley 117 -139
’ /7 =139
i
Puttin i
ISBN: 1.873352.67.0 | ga Theory of Pictures to Work
Norman Freeman & Neil Brown 141 -156

© ARTicle Press
A Reappraisal of Rationales for Art in Education
John Swift 157 -173




d Stem Art Education Discourses \ol l:Root and Stem

The Sound of a Dancing Image

then,

Zahid Dar

eory et

Abstract

The conference presentation included a dance performance with a
projection, Dancin® Image (D) and a short reading from a radio play,
Duty IFree (DI).  The paper reveals how and why I use

autobiographical details of my own creative work to deal with issues

-~ ——— -

of ethnicity, sexuality and gender.  In the three pieces I use very

v ! dil'l.i-t'rnl strategies.  The flm, [?{',\/I‘If]‘ Desire ])r'.z*nf."nn ifl)l?])'}
deliberately uses a narrative structure in order to make it as accessible
as possible to the widest audience. In DI a performance-live art,

Ht i open-ended, non-narrative structure is used. This was originally part

PR ol one of my plays, Paki Boy, but since performing it out of its

[, dramatic context, it has taken on different feelings and meanings for
|, me and the audiences. | began learning Kathak dance at thirty, film-
| making at thirty five, and at forty, story-telling as an art form. Other
( strategies are not ruled out for the future.
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This article is about a journey in two senses of the word. In the first
sense it is about a tour I made of India in 1985 and in another sense
it is about embarking on a creative journey that the trip enabled. The
Journey was a going back to my roots, a concept often used to imply
a cultural, physical, linguistic or spatial empathy back through time.
Simone Weil has written that ‘to be rooted is perhaps the most
important and least recognised need of the human soul’. [1] I can
remember, even as a child, that I felt that I belonged to more than one
world. The effect of the trip to India on my identification as a second
generation Indian migrant, was like that of a surrealist collage, where
what you see is ‘an illusion of true recognition where former lives.
actual lives, future lives melt together in one life’, [2] It was the
working through the experience of migration as the visual
recognition of images of my family name juxtaposed in different
scenes, or, the realisation that I had a connection to different space-
times. It was this link with history and geography that was so strong
and that was so far from the history I had been taught at school, both
in Kenya and in Britain.

In the second sense, the trip had also set me on another journey, one
which I am still venturing on, that is one of becoming a performer
(Kathak dancer), writer and director of film and theatre. This
creative journey has resulted in as many challenges as it has served to
quench.  The primary concern it raised for me was: what is the
postcolonial writer or artist representing in the West if not the social
context of the Other? Is the writer artist an ethnographer rather
than a producer? 3] If anthropology is the writing of the Other. i.e..
it precludes the voice and the pen of the Other, it maintains the
Other in silence, then what is the writing or imagery of the Other
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FIGURE | |
| went to India in the mid Eighties. | hadn' gone to do India or be a

tourist it was more of a going back to my roots journey

about, particularly in a country which is his or her ancestral land?
Or, as in my case, an artist writing about an imagined homeland.
This is whzli(links diasporic communities and allows them to imagine
communities that stretch back to ancestral lands as homelands, hence
the notion of going back to one’s roots. [4] This refers to the notion

of diasporic identity that Stuart Hall uses.

It’s connected with the Derridean notion of dissemination, so it’s connected witf:
the idea of movement...with the notion of hybridity...and I think of ethnicity in the
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same wav. =don't mean by ethnicity some kind of collectice home, whi h you then
police. 1 use ethmcity to sigmal something specific e positionality, the particulas
lustories inscribed i the position: what makes your diffevence different fiom )
difference. That ts owr ethmieity. And because it is disseminated. il i constantly
apen to repositionang. “That's the logic of différance which I am using to think the
question of - posttionality, the question of ethnicity, and the question o
diaspora...Ethnicity is the only terminology we have to deseribe cultural specificity.
so one has to oo back o . .'j' one doesn’t want lo land up with an emply
cosmopolitanism - ‘citizen of the world as the only identity. |5]

FIGURE 2

As a child, my grandmother would tell me tales of Kashmir, of our
past. | never believed them as an adult and never thought | would
find such visible signs of our history
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One specilic aspect of cultural identity is movement, as in dance, ANy
conlerence paper was also in part presented as a Kathak dance plece
with a video projection and music. Ny use ol this dance stvle was o
mvoke an articulation of ethnicity through performance, which was
the presentation of a read text, a projected image, music played and
live dancer. Their synergistic effect being the sound of a dancing
image.  Dance and music play an important part in ow daily
diversions - the quotidian (the evervday singing in the bath or shower
or the dancing in front of the mirror while getting ready in the
morning): partly because they are so swrongly inseribed in our culture
within the realms of feeling and emotion. We dance with jov when
we are happy and sing or empathise with sad mournful ballads when
a romance has soured. In this written piece the movement is
represented in the photographs ol a Kathak dance performance (see
images below) and the journey is represented by the photographs of
the wip to India interspersed through the ext, Homi Bhabha asserts
that;

Our characteristic - mode then s nol a naviative in wchich scenes take /:/m'r
seriavmn, bud rvather hroken narratives. Sragmentary compostbions. and  self
consciously staged testimonals, in which the narative voice keeps stumbling over

iself. tls obliwations and ity limitations. [6]

F'he performance was structured in this vein. At the time T had not
realised that it was meant 1o be deliberately evoking these themes, but
on rellection this sums up my approach to storyielling in writing films
and plays, and my sivle of performance or the delivery ol text and
dance. The subject ol my work is representative of the shift in much

critical theory and  practice nowadavs., from  the previously
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sociological categories of class, gender and race to the performative
dynamics of lifestyle, sexual difference and ethnicity.

My work deals with all these issues, that of being Asian, gay and
coming from a working class background. The ideas for this paper
have also been developing from another Journey, one which involves
Jacquie Swift who originally asked me to write a proposal for a
publication and caused me to think about the relationship of
autobiographical detail and creativity. The creative journey has
involved making friendships, building networks and other ways of

working which have led to encounters that have been enriching,
extending and at times exerting,

My own journey of discovering my roots was made when I went to
Kashmir as part of a three month tour of India in 1985. But there
are countless examples in literature which give testament to the
fundamental need in us to find roots in a homeland. Among the most
well known and popularly accessible must be Alex Haley’s Roots or
Salman Rushdie’s Midnight’s Children. [7]

In Kashmir the display of many shop signs with my family name, Dar
Motors, Dar Palace Hotel and so on, began to place me both
temporally and spatially, but in travelling through the country I was
made aware that I was not treated like a native, someone who
belonged, but as a visitor, a tourist. 1o the inhabitants | was someone
from another place. The yearning to belong to that place of my
origin, the origin of my family name, my ancestors vanished. With it
went the desire to hold on to notions of authenticity, which had in
turn derived from feelings of belonging t0 a homeland. Instead I
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began to warm to the idea of being a visitor; or Other, wherever |
was, either in Britain or in India, and it was hard to accept lh.il.l I
could never be an Indian in India or be treated as an equal British
citizen in Britain.

This trip not only made me acknowledge my roots but a}so m'ade me
aware of the possibility of creating my own space - of being different.
Our own notion of our identity is always an ongoing process a.nd
never static, but we are constantly producing and reproducing
ourselves anew, through transformation and difference. [8]
Positioning oneself as the Other is a difficult decision to make, as
being the Other is not something we strive ror, on the contrary, we
struggle to be the Same. Artists have used this process to be Tentzx.l\‘t‘.
in the discursive practices of writing, film-making and le!e\.mon
production and the different strategies they e'mployed may be linked
to a political spectrum with the more ‘right wing’ \.vork trying to show
how the artist or group is the same as the domlnan.t one, and tl.]e
progressive and ‘left wing’ work depicting how the minority or artist
is positioned as Other in the host culture.

Michel Foucault argues that scientific discourses are [icti?ils tl'ml
function as facts. [9] 1 would see my own work as part of a (ll_scursn'o
practice where facts function as fictions. '.I"his (‘)[ course is not -a
unique process as | indicated earlier.  Artists oll-en. use their ()\\I?
autobiographical narrative to make their work' .dlslm(‘EI\'(‘. \\'hc{'cas
the discursive practices of writing, film and television (]E:lll](.‘ \\'m"k into
genres that are factual or fictional. I use autobiographical detail _zlnd
:vork it into a fictional drama as in the case of my first T‘.I?nrt film,
Destiny Desire Devotion and the stage play, Paki Boy. [10] "There are
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categories within film and television production where fiction and

non-fiction are clearly defined; there are however other categories, for

example, docu-drama, or films based on autobiographical and
biographical details where they appear to merge. Where one finishes
and the other starts is not hard and fast which creates an overlapping
area where a large section of work may be placed. The point I am
making is that the use of autobiographical material is not in any way

new, radical or transgressive, but is one of many sources of

inspiration for artists. Moreover, in television drama authorship is
usually credited to the writer rather than the director, even though
their collaboration may have been close and creative, but it is a
general reflection of how the English literary tradition is linked with
serious theatre where the writer is seen as the sole creator:

[t is common practice in television and radio drama to commission
writers who are from the communities they are writing about. David
Rose, the head of Channel Four drama department in the Eighties
(previously commissioning drama editor at the BBC), argued that
authenticity was only guaranteed by writers who had roots or an
extensive portfolio of research in the area they were working. [11]
Alternatively, the writers are sent to research those communities for
months before writing about them. This is perhaps justified if one
assumes that these writers will present authentic stories - 165
authenticity guaranteed by their background or their research. and
while I have no problem with this commissioning process, it is
irritating when criticism of the work focuses solely on the writer’s
background, rather than the content or quality of writing. This is
particularly true for Black or Asian artists and it is very rare for an
Asian or Black writer or artist to be offered work that deals with a
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non-black story line or topic. [12] There is still a lot of pressure [lm].n-
funding and commissioning bodies to !)mmnu- w.u.rk {u.)m (.1 i
minority artists that deals with their social and _pnlm('nl situation in
Britain rather than issues of form or aesthetics. (i‘onsequmnly. ‘Bl itish
Asian art has not yet been received as an art f()t'!l"l to be smmu:d
within critical theory, but is still interpreted as migrant art or ll-l
relation to the social experience of the artist as defined by the art

establishment. [13]

FIGURE 3 "
| hadn' gone to India to locate my ancestors, yet | was always

looking for someone, something, not knowing what sign_ wou@
appear. Dar Palace houseboat, the first sign of a connection with my
heritage - the long long journey now all seemed worthwhile

77
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With hindsight, I reahse that I had been searching for something and
somewhere 1o which | belonged. a site of oriein. a homeland. o
home space for many years without knowing it. I had no idea why
this was so important to me, and until that journey 1o India all I knew
was a story. a story about my grandfather’s family coming [rom
Srinigar, related to me by my grandmother in a rare moment ol
mtimacy. | had never dreamed of finding such visible siegns of oun
history. The first glimpse of *Dar Palace™ houseboat made for *a
ghostly intimation of simultaneity across homogenous empty time -
an mtmation” of ancestral Indianness. [14] The importance ol my
erandmother’s storv is no longer that 1 is a fiction. but that it is a
memory [rom our history. It is that atonal voice of exile, migration.
diaspora disrupting the powerful oratory of the harmonious and
concordant which brings me once more o the carlier questions that

| raised about the representations of the Other.

How do we read thhe reprresentalion of a people u ho. i thewr response to domination
and dissenunation. must mvent a sense of themselves, must create the shadoic of

the past to throw upon a_future that is fragile and unfulfillable? 15|

[t 15 this condition of bemng disseminated that attuned my experiences

ol India - my journey had allowed me o see that I was someone who

1ad a history and a link with a past that was more than the cconomic
relationship to Britain which T believed o he the case. My
erandlather had migrated as indentured labour from India in the
hirties and my parents had migrated 1o Britain for economic and

bl )lil ical reasons.

I'he journey awakened a need in me 1o express my experiences first

~J
e o
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FIGURE 4

When | returned back home to England it made me question my
motives for doing everything | did. The trip had totally stunned me, it

had me doubting my lifestyle, my politics and my work

through dance, and then later through film. theatre and writing, all in
terms ol specifically validating my ethnicity and sexuality. In manmy
instances the wrend in contemporary art has been to tun to the
abject, the surface, the mult-disciplinary and multi-media or mixed
media, the performatve (live art, performance art and visual theatre
and the Other (feminist art, Black art, diasporic art and queer art),

All these types ol art form deal with the issues that are, 1o the arusts
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at ome and the same tme. alien and personal. In abject art the issies
and form are both repulsive and atractve and/Zor dangerous and
pleasurable. These are expressions ol the division hetween the
subject and its hody and a unification of the sell” and Other. the
condition ol beme social. The processes ol abjection are crucial o
the construction ol subjectivite: even though it may be racist,
homaophobic or otherwise inclined.,

I using the term subjectivine T orefer o individualiy: and sell
awarcness. Le. the condition ol being a subject. but also as the
subject being dynamic and multiple. always positioned in relation 1o
particular discourses and practices and hemg itsell” also produced Iy
these. Tind the term preferable wo the psyehological terms ol identin
and self as they hever indicare a dualite a representation of the social
and psvehological spheres as being separate territories. one internal
and one external o the person. Teis my opinion that by referring 1o
subjectivity rather than sell” or identiny it is possible o envisage the
mdividual as being continuously constituted and reconstituted in a

recursive relatonship of mutually advancing production and change.

This production and change s a constant within the process ol
5 |

discourse. a process which takes place cach time we think or speak.

These again are the performative themes e, ol cthmein, sexual
difference and of lifestylet that 1referved o carlier and are the focus
ol discussion and consideration by evitical artists and theorists, This
shilt in-academia and in the art market may have heen happening
since the mid-Filties, but the problems that Gice artists who want to
speak from these positions are the same. They argue that ‘they

struggle o ind and maintain a genuine voice ina cdominant) culiure
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which can olten seem sullocatng™. [ 16]

The journey isalearning experience initsell, In iy own case it made
me realise that Twas struggling o find niv own voice - a strugole was
eventally able o express i terms ol being strangled by the
dominant culture. Though 1t has taken tme o find this voice in
writing and performing i has begun o happen with the help ol a
supportive group ol critical thinkers and viends which T have
aradually bhuilt around me. One such rendship has heen with the
sociologist Chetan Bhatt, who has not only given support during the
making ol certain picces ol work. but helped me o understane their
relation o social and personal problems.

\I\ I-II'\l \Iltl!l |-lllll. 1) \/Hfl Deswe Devotion. deals with the \lll)il't'li\il_\ ol
an Asian wonrn who has a gav son and Chetan Bhat has written
that this film represents:

The troubled meeting place beticeen race. religion and  homosesuality has
prevccupied many political and caltural debates i vecent years.  This bold and
mnvcatice filme procides a different gaze upon these difficull issues tiough
exploring the meditations of a Xuston mother commng to tevins with her gay son.
D lages the drama and rihual of acceplance, ruf‘.'fmu,'."{] and lransgiession
withm a Bratish Asean howsehold. The family i one site of tension within which
th Im\fm/'.r.'/ Jresenice of ffwmrw\.'rr.r/.f{)' recoiery teleay of honour and shame.
Howeeer the Jamily. i the shape of the mother. iy also the site of dreams. other
wlofian places, where a different icar of hemg. a different lovig can exist. Using
bothe narvative, dicam sequences and  memory. Dar skilfully addresses the
complicated tervitories o desire that disenpt ideas of corlainty. conformly and

communily. ' The result ©s a moving. himanistic l sty to the existence and joy
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of gay Asian lives. [17]

The film ends with an image of young people dancing around a male
couple to the sound of Bhangra fusion with pop - a filmic
representation of the sound of a dancing image. The music is
represented diegetically, i.e., as if heard by the mother in shot, from
another room in the house, the visual representation of the young
people is of them dancing in the other room, the image of the male
couple is the mother’s fantasy of her son and his lover. The combined
synergistic effect is a representation that is a sound of a dancing image,
which produces a meaning that suggests much more than the sum of
the different parts. It was my intention to have such an open ending
which would be a link to another film; a hook that leaves the audience
expectantly waiting for the next part of the story.

The young people dancing to an Eurasian dance melody, is a
metaphor for the different world views that the mother and son
possess, as it is superimposed with the image of mother praying, It is
also a foreboding - that of the dangers which might erupt from a
cathartic confrontation between mother and son in the future.

Frantz Fanon describes how dissemination, dislocation and disruption
are all experiences that allow us to experience a need to be looking for
a past and ancestors, but he also suggests that this may be troubling
as well as enabling:

1t is not enough to try to get back to the people in that past out of which they have

already emerged, rather we must join them in fluctuating movement which they are
Just giwing shape lo, and which, as soon as it has started will be the signal_for
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FIGURE 5 . | | -
Photomontage of press stills from Destiny Desire Devotion. Origina

photography by Gordon Rainsford, 1994

cverything (o be called into question. Let there be no mistake about 1t; it ts.to this
zone of instabulity that we must come. [18]

The rhythm and flow of my final dance movements were signifying
this disturbance, and my performance in the short dap;c film

1 investigates sibility of celebrating difference
Gunghroo (Figure 7) investigates the posmb}llt.y o{_ C(‘ltbldtl‘ gdi e
through recognising it rather than excluding it or making it Other.
»s that are taking place within dance, as rent cultures
The changes that are taking pl thin dance, as different ¢ ultm‘cs

-gin to recognise the richness each has to offer the other, can pou

begin to recognise the ric
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FIGURE 6

In India | had not been treated as an Indian and here in the UK | was a
Paki - an outsider in both countries that | thought of as home. | leamnt

that I had to accept being different, that was the key, it really didnt
matter where | was

a way to future possibilities, however fragile and tentative,
The music was a haunting melody composed specifically for the film
by David Muddyman, of the group Loop Guru and was released as

a track on one their albums in 1997,

The following images are taken from performances and preparations
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for performances and conclude the paper.
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FIGURE 7
Gunghroo Jameela
Opening dance
sequence includes
that, amad and
salami (technical
Kathak dance terms
for standing posture.
INntroduction and
salutation
respectively)

FIGURE 8 |
| was a disco diva on the London club scene before | went to Kashmir.

On my return, | realised that | needed to dance a dance that Spoke of
my cultural heritage, the journey, my history - a tangible source of

movement
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FIGURE 9
On mv return ta | e~ ; )
Ind Y Tetun to London, | learn Kathak dance, at the Academy of
Ndian Dance a< thic ic He ~laee 1 o cat i ACademy o
© | dnee, as this is the classical dance style of Northern India and
? ' Uit call 1O

one that the Mus| noghul rule
it the Muslim mognul rulers of India ddopted into thei COuUrts
AL SR LT COUITS

FIGURE 10
Tha thei thei tat / aa thei thei tat /
lat tat ta / dig tha dig dig thei / tat tat ta / dig tha dig dig thei / tat

I wanted to fill the room with 1
EA O Tk the room with the Janak janak of a Kathak dancer
C ClL! I LAct 1L ¢

tat dig tha that
dig tha dig dig thei / dig tha dig dig thei / dig tha dig dig thei

dig tha dig dig thei / dig tha dig dig thei / dig tha dig dig the
dig tha dig dig thei / dig tha dig dig thei / dig tha dig dig thei
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1URE 11
There is always the |

wm that in the future differences wil be
sed to instigate str truggdles of power. Like
uture Is constructed and m ST invol
different bac kgrounds and loc

accepted and not
subjectivity the ft

VE LIS fi” JJ”)”] FIGI ii’_lr i[:_f
AONS
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