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SARAH HOPKINS
BIOGRAPHY

Sarah Hopkins graduated with MA Fine Art Distinction in 2003. Throughout
her 35 year career she has exhibited her work widely as a solo artist. She
works full-time as an artist and printmaker from her studio in Swansea, South
Wales.

Her work is held in national collections, including the Contemporary Art
Society of Wales, the National Library of Wales and the UK Parliamentary Art
Collection. Her most notable commissions have been for the UK Government
Cabinet Office and for the retailer, John Lewis & Partners.

Her ability to effectively collaborate has enriched her personal experience and
output. She has worked with notable performing and visual artists, including
Martyn Ware and Tracey Moberly in 2018 when they collectively created
'POWER', a multi-disciplinary installation and exhibition; a response to the
history of manufacturing and the decline of the UK steel industry.

In 2006 Sarah Hopkins project managed the Festival of Muslim Cultures
Print Project at Swansea Print Workshop; a year-long programme of events
and residencies. She curated Contemporary Welsh Printmakers, which
toured Pakistan in 2007, and organised a reciprocal programme of events
in Pakistan.

Alongside her creative practice, she has worked extensively across the
education sector. As a lecturer of Fine Art and Printmaking she has worked
with learners at all levels to develop their skills and studio practice. She has
long-standing connections with a number of international schools, where she
shares her expertise and promotes the practice of Printmaking.

Sarah Hopkins held the position of Campus Director at Carmarthenshire
College for 3 years and was responsible for partnership working. For 7 years
prior to this senior position, she managed the Faculty of Creative Industries.
She is currently a Director at Swansea Print Workshop.
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SARAH HOPKINS
BYWGRAFFIAD

Graddiodd Sarah Hopkins gyda MA Celfyddyd Gain & Rhagoriaeth yn 2003.
Trwy gydol ei gyrfa 35 mlynedd, mae wedi arddangos ei gwaith yn eang fel
artist unigol. Mae’n artist a gwneuthurwr printiau amser llawn, yn gweithio o’
stiwdio yn Abertawe, de Cymru.

Mae ei gwaith mewn casgliadau cenedlaethol, gan gynnwys Cymdeithas Celf
Gyfoes Cymru, Llyfrgell Genedlaethol Cymru a Chasgliad Celf Seneddol y
DU. Mae ei chomisiynau mwyaf nodedig wedi bod ar gyfer Swyddfa Cabinet
Llywodraeth y DU ac i'r manwerthwr, John Lewis & Partners.

Mae ei gallu i gydweithio’'n effeithiol wedi cyfoethogi ei hallown a phrofiad
personol. Mae hi wedi gweithio gydag artistiaid perfformio a gweledol
nodedig, gan gynnwys Martyn Ware a Tracey Moberly yn 2018 pan gréwyd
‘POWER’ ar y cyd, gosodiad ac arddangosfa amlddisgyblaethol, yn ymateb i
hanes gweithgynhyrchu a dirywiad diwydiant dur y DU.

Yn 2006, Sarah oedd Reolwr Prosiect Print GRyl Diwylliannau Moslemaidd
Gweithdy Argraffu Abertawe: rhaglen blwyddyn o ddigwyddiadau a
phreswylfeydd. Bu'n curadu Gwneuthurwyr Print Cyfoes Cymru, a deithiodd
Pacistan yn 2007, a threfnu rhaglen gyfatebol o ddigwyddiadau ym Mhacistan.

Ochr yn ochr &’i hymarfer creadigol, mae wedi gweithio’n helaeth ar draws
y sector addysg. Fel darlithydd Celf Gain a Gwneud Printiau, mae wedi
gweithio gyda dysgwyr ar bob lefel i ddatblygu eu sgiliau ac ymarfer stiwdio.
Mae ganddi gysylltiadau hirsefydlog gyda nifer o ysgolion rhyngwladol, lle
mae’n rhannu ei harbenigedd ac yn hyrwyddo ymarfer gwneud printiau.

Bu Sarah Hopkins yn Gyfarwyddwr Campws yng Ngholeg Sir Gar am dair
blynedd, ac roedd yn gyfrifol am weithio mewn partneriaeth. Am saith mlynedd
cyn yr uwch swydd hon, bu’'n rheoli Cyfadran y Diwydiannau Creadigol. Ar
hyn o bryd, mae’n Gyfarwyddwr yng Ngweithdy Argraffu Abertawe.
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MUHAMMAD ATIF KHAN
BIOGRAPHY

Muhammad Atif Khan graduated with Distinction in 1997 in Fine Art from the
National College of Arts, Lahore, Pakistan. An illustrious career spanning 25
years has seen a plethora of international awards, residencies and workshops.
In 1998, he was awarded the UNESCO-ASHBURG Bursary for Artists, and
was appointed Artist in Residence at the Darat-Al-Funun in Amman, Jordan.
He received the Commonwealth Arts & Crafts Award in 2007.

Atif Khan was Artist in Residence at the Swansea Print Workshop in Wales
(2005-06), London Print Studio in England (2008) and Glasgow Print Studio
in Scotland (2008). He has shown his work in several prestigious museums;
Bradford Museum in UK, Aga Khan Museum in Toronto, Canada, Sharjah Art
Museum in UAE and Islamic Museum of Australia in Melbourne, Australia.
He has also participated in art workshops in Bangladesh, India, Jordan and
the UK. He has had 23 Solo shows in Pakistan, UK, Jordan, Switzerland and
India.

In 2022, he was appointed co-curator of the Asian Art Biennale, Bangladesh
which is the oldest and largest art biennale in Asia. In 2015, he won the
Lahore Biennale Foundation’s Open Call competition; Intersections, and
developed a large-scale site-specific installation, City within a City at the
Chowk Istanbul of Mall Road in Lahore, Pakistan. Also, Atif Khan won the
ADA Award; 2020-21 in the category of Digital Arts and Nigaah Art Award;
2023 for Printmaking.

Alongside his independent art practice, Muhammad Atif Khan serves as
Assistant Professor in the Department of Fine Art at his alma mater, National
College of Arts in Lahore.

2023 "& P oy u’)jﬂ &f"ﬁ’ i et sl chj e VKT sl 5 F e el “é i v
LSl e 2022 5 ksl LK K L e T g &
/f}{,&ﬂul}_ﬂk{cjtxil/%' w3 G _LLJU:.&/N/.Lwg%’/”w{'équgg
ST 2 ST ST ST L # £ 0157 A Biennale 46 ¢ o ¥ s
e e felels x S L Lo i ey L) sl eUniig e
U 202021 c oIy amtl - ot £ 2 U g Ui d



MUHAMMAD ATIF KHAN
BYWGRAFFIAD

Graddiodd Muhammad Atif Khan mewn Celfyddyd Gain gyda Rhagoriaeth
ym 1997 o Goleg Cenedlaethol y Celfyddydau, Lahore, Pacistan. Mae gyrfa
ddisglair dros chwarter canrif wedi gweld llu o wobrau, cyfnodau preswyl
a gweithdai rhyngwladol. Ym 1998 dyfarnwyd Bwrsariaeth UNESCO-
ASHBURG i Artistiaid iddo, ac fe’i penodwyd yn Artist Preswyl yn y Darat-
Al-Funun yn Amman, Gwlad yr lorddonen. Enillodd Wobr Celf a Chrefft y
Gymanwlad yn 2007 .

Roedd Atif Khan yn Artist Preswyl yng Ngweithdy Argraffu Abertawe yng
Nghymru (2005-06), London Print Studio yn Lloegr (2008) a Glasgow
Print Studio yn yr Alban (2008). Mae wedi arddangos ei waith mewn sawl
amgueddfa fawreddog; Amgueddfa Bradford yn y DU; Amgueddfa Aga Khan
yn Nhoronto, Canada; Amgueddfa Gelf Sharjah yn yr Emiraethau Arabaidd
Unedig; ac Amgueddfa Islamaidd Awstralia ym Melbourne, Awstralia. Mae
hefyd wedi cymryd rhan mewn gweithdai celf ym Mangladesh, India, Gwlad
yr lorddonen a’r Deyrnas Unedig. Mae wedi cyflwyno 23 o sioeau unigol ym
Mhacistan, y DU, Gwlad yr lorddonen, y Swistir ac India.

Yn 2022, fe’'i penodwyd yn gyd-guradur yr Arddangosfa Eilflwydd Celf
Asiaidd, Bangladesh, sef yr arddangosfa eilflwydd celf hynaf a mwyaf yn
Asia. Yn 2015, enillodd gystadleuaeth Galwad Agored Sefydliad Arddangosfa
Eilflwydd Lahore, Intersections; a datblygodd osodiad safle-benodol ar raddfa
fawr, City within a City, yn Chowk Istanbul ar Heol Mall yn Lahore, Pacistan.
Hefyd, enillodd Atif Khan Wobr ADA 2020-21 yng nghategori’r Celfyddydau
Digidol, a Gwobr Gelf Nigaah 2023 ar gyfer Gwneud Printiau.

Ochr yn ochr &’i bractis celf annibynnol, mae Muhammad Atif Khan yn Athro
Cynorthwyol yn yr Adran Celfyddyd Gain yn ei hen goleg, Coleg Cenedlaethol
y Celfyddydau yn Lahore.
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ROBERT MACDONALD
BIOGRAPHY

Robert Macdonald trained as a journalist in New Zealand but studied painting
and printmaking when he returned to Britain in 1958. He had early success in
1960 when one of his first etchings was selected for a prestigious exhibition
of 25 British Printmakers shown in the USA. Since then his prints have been
exhibited widely in the UK and internationally in Brussels, Holland, USA,
Germany, Pakistan and New Zealand. His prints are held in a number of
public collections including the Victoria & Albert Museum.

Robert Macdonald is also the author of the much-praised book on New
Zealand and the Maori, ‘The Fifth Wind’ published by Bloomsbury in 1989
and illustrated with his own linocuts. His Welsh watercolours have won many
awards.

In 2014 he became the first elected president of the Royal Watercolour
Society of Wales and he is a past chair of the Welsh Group.
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ROBERT MACDONALD
BYWGRAFFIAD

Hyfforddodd Robert Macdonald fel newyddiadurwr yn Seland Newydd, ond
astudiodd beintio a gwneud printiau pan ddychwelodd i Brydain ym 1958.
Cafodd Iwyddiant cynnar ym 1960 pan ddewiswyd un 0’i ysgythriadau cyntaf
ar gyfer arddangosfa fawreddog o 25 o wneuthurwyr printiau o Brydain a
ddangoswyd yn UDA. Ers hynny mae ei brintiau wedi cael eu harddangos
yn eang yn y DU; ac yn rhyngwladol ym Mrwsel, yr Iseldiroedd, UDA, yr
Almaen, Pacistan a Seland Newydd. Delir ei brintiau mewn nifer o gasgliadau
cyhoeddus, gan gynnwys Amgueddfa Fictoria ac Albert.

Robert Macdonald hefyd yw awdur y llyfr mawr ei fri ar Seland Newydd
a’r Maori, The Fifth Wind, a gyhoeddwyd gan Bloomsbury ym 1989 ac a
ddarluniwyd gyda’i brintiau leino ei hun. Mae ei lluniau dyfrlliw o Gymru wedi
ennill gwobrau lu.

Yn 2014, ef oedd llywydd etholedig cyntaf Cymdeithas Frenhinol Dyfrlliw
Cymru, ac mae’n gyn-gadeirydd Gri¥p Cymru.
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ROBERT
MACDONALD

Hanging in a place of honour on
the sitting room walls of my Welsh
farmhouse is a large photo-etching
print which is a distinct contrast to
the other works of art, mostly Welsh,
which surround it. Just to its left is
a small woodcut by Kyffin Williams -
a self-portrait. Nearby is an etching
by the remarkable Swansea painter
Glenys Cour, who still works regularly
at her art in her Mumbles studio as
she nears the age of 100. Her etching
is an almost abstract rendering of the
flower maiden Blodeuwedd from the
Welsh legends of the Mabinogion.
Next to Blodeuwedd is a dry-point
of a North Wales valley by Peter
Prendergast.

The photo-etchingis muchlarger than
these works which are full of Celtic
poetry and very different in tone. It
shows in profile an Eastern beauty
— a Mughal princess or possibly a
royal courtesan with dark sloe eyes
delicately holding with her shapely
fingers a tiny cup. The beautiful
lady is a direct borrowing from the
miniature paintings produced in the
16th and 17th centuries in what is
now Pakistan at the Mughal courts of
Emperor Akbar and his son Jahangir.
But the portrait has been enlarged
and the decorations surrounding the
profile are startlingly at odds with
Mughal decoration. Look closely and
what at first seems mere graceful
patterning is revealed as images of
modern violence - repeated rows
of snub-nosed bullets and beyond
the bullets patterns of guns. To my
uneducated eye | take them to be
colt revolvers of the sort encountered
in the Wild West.

So here we have in this work two
cultures in collision and reflections
on three continents — India, Europe
and America. The photo-etching was
produced while the artist, Muhammad
Atif Khan, was working in Wales in
the Swansea Print Workshop. He
came from Lahore in Pakistan in

ESSAY

2006 to be artist in residence for 12
weeks at the workshop along with
another Pakistani artist Aleem Dad
Khan. The organiser responsible
for bringing them to Wales was
Swansea artist/printmaker Sarah
Hopkins, who had been appointed
local project manager of the Festival
of Muslim Cultures print project. The
festival was a nationwide celebration
of Muslim cultures and Swansea with
its large immigrant community was
an ideal organisational hub.

By good fortune the manager of the
Swansea print workshop at the time
was another artist from Pakistan,
Sameera Khan, and Sarah and

So here we have in this
work two cultures in
collision and reflections on
three continents — India,
Europe and America

Sameera worked collaboratively
organising local events connected
to the festival including the art
residencies. During this year-long
collaboration Sarah curated an
exhibition of Contemporary Welsh
Printmakers which toured Pakistan
in 2007 along with other events
including visits by Welsh printmakers
to Pakistan. | was one of the lucky
printmakers from Wales who flew to
Pakistan as part of this programme,
and | spent a memorable fortnight
as a visiting artist in the National
College of Arts, Lahore, where Atif
and Aleem had studied. | adopted
the local Shalwar Kameez as my
dress — much more sensible in the
heat than European clothing — and
spent fascinating hours wandering
by myself through the backstreets of



the walled city. As well as talking to
college students and discussing their
work one of my tasks in Lahore was to
help open the visiting Welsh exhibition
in a local gallery. | found the National
College to be the centre of vibrant
artistic life in the city. It stands next
door to Lahore’s Central Museum
and both institutions look back to the
founding work of an Englishman still
held in high regard in both Pakistan
and India — Rudyard Kipling’s father
Lockwood Kipling who devoted
much of his energy during his years
in Lahore to promoting Punjabi art
and culture. Still standing across the
road from the museum is the famous
large war cannon Zamzama, also
known as Kim’s Gun, which features
in the opening pages of Rudyard
Kipling’s book of adventures, Kim.

Hunza Valley, a mountainous region
bordering on China (Sameera’s family
are part of the traditional ruling family
in the valley headed by the Mir).
Sarah had an adventurous journey
back to catch her flight home to
Britain after bad weather cancelled
local flights and she travelled along
the Karakoram Highway which in
parts was blocked by landslides.
She was in a convoy behind army
units who worked to open the road.
The two returned to Pakistan in
2007 for the programme of events
they had organised and in which |
played a part. In Islamabad Sameera
was able to take part in a traditional
wedding ceremony. She married a
Danish physicist, Niels Emil Jannik
Bjerrum-Bohr, known as Emil, whom
she had met in Britain. After falling

| found the National College to be the centre of vibrant artistic life in the city. It stands

next door to Lahore’s Central Museum and both institutions look back to the founding

work of an Englishman still held in high regard in both Pakistan and India - Rudyard Kipling’s father
Lockwood Kipling who devoted much of his energy during his years in Lahore to promoting Punjabi
art and culture

(In Lahore | gained some unearned
local prestige from my name, for
Lockwood Kipling’s wife - Rudyard’s
mother - was a Macdonald; one of
the four famous Macdonald sisters
who either gave birth to or married
illustrious men. | could claim some
distant family connection.

My journey to Pakistan was made
possible by Sarah Hopkins and
Sameera Khan who travelled there
in the year before me to organise
venues for the Welsh printmakers
touring  exhibition  which  after
opening in Lahore was also travelling
to Islamabad and Karachi. Sameera
took Sarah north to carry out a
feasibility study for their project —
north to her ancestral home in the

into conversation in an airport queue
the two got to know each other in
Swansea where Emil was teaching
at the University (his grandfather was
the Nobel prizewinner Niels Bohr who
made groundbreaking contributions
to the understanding of atomic
structure and quantum theory).

Since then Sameera and Emil have
moved to Copenhagen to live but
in the years since Sameera, Atif
and Sarah met each other in the
Swansea Print Workshop they have
kept in close touch, with printmaking
their common connection. At the
end of his printmaking residency
in Swansea Atif Khan went on to
undertake further residencies in the
London Print Studio and Glasgow



ROBERT
MACDONALD

Print Workshop. In London he started
to make digital prints.

The technical expertise which Atif
has acquired from residencies in both
Pakistan and Britain has enabled
him over the past 15 years or so
to develop a remarkably individual
printmaking style in which he draws
not only on the artistic treasures of
his country’s cultural past but on
contemporary visual elements too
to create intriguing prints which
use technological wizardry to mix
past and present. The result is
dreamlike imagery - what one
writer, Nan Mulder, has described
as Dreamscapes of the Heart. In a
2017 article in the British magazine
Printmaking Today Mulder recounts
how Atif first encountered Mughal
miniatures while doing a year-long
diploma course at Karachi School
of arts. Two miniature painters from
Persia were brought to India in the
16th century and the Emperor Akbar
set up royal ateliers where Muslim
and Hindi painters were trained and
worked together. “It was a popular
art, which transformed a long-
standing oral tradition into visual
storytelling” Mulder points out. In
his digital prints Atif manages to
take this storytelling tradition a stage
further. As with my Atif picture of the
beautiful Mughal princess (or perhaps
royal courtesan) he introduces into
many of his prints a sense not only
of dream but of nightmare too. As
Mulder writes, “While Khan’s prints
look beautiful and seem to offer an
escape into an enchanting world, on
closer inspection they can hide quite
disturbing and violent elements. The
prints present a palimpsest of stories,
which require the viewer to decipher
the underlying meaning”.

It was as a student at the National
College of Arts in Lahore that Atif
discovered printmaking. He had
gone there because it was the only
place in Pakistan where traditional

ESSAY

miniature painting is still taught, says
Mulder. But modern printmaking
techniques allowed him to borrow
16th and 17th century images
and conflate them with a variety of
contemporary imagery which the
artist enjoys collecting; for instance
the colourful Pakistani truck art which
to the overseas visitor is a source of
continual wonder, as well as “postage
stamps, posters, currency notes and
anything else that could be useful”.

While Atif was discovering how to
conjure up dreamscapes merging
past and present Sarah Hopkins
was also engaged in printmaking
explorations. Nowadays she works
full-time as an artist and printmaker
from her Swansea studio but for
many years she was employed

There is an interesting
synchronicity between the
work of the two artists,
both combining past and
present in their picture-
making

extensively across the education
sector. As a lecturer of fine art
and printmaking she worked with
learners at all levels, and developed
over a long period connections
with  international ~ schools in
Copenhagen and Switzerland. For
three years she held the position of
campus director at Carmarthenshire
College, responsible for recruitment,
progression and partnership
working, and for seven years prior
to this she managed the College
faculty of creative industries. While
teaching she carried on with her
own printmaking activities reflecting
in a distinct way the world of South



Wales where she lives, creating
silkscreen prints of brightly painted
coastal terraces with behind them
a background of industrial activity
and also dereliction — crumbling
steelworks, heavy cranes and
jungles of immense piping.

There is an interesting synchronicity
between the work of the two artists,
both combining past and present
in their picture-making. In one of
Sarah’s urban landscapes we have
in the foreground a long wall covered
in brightly painted graffiti bringing to
mind the wilder shores of modern
youth culture, while beyond the wall
lie rows of houses stamped with
Victorian respectability. They are
the sort of houses where between
the wars housewives would be
out on their knees scrubbing the
doorsteps each morning. Signs of
industrial decay lie heavily all along
the Welsh coastline to the east of
Swansea and Sarah encapsulates in
her work this sense of modern lives
lived in the shadow of the past. The
great industrial structures towering
over domestic architecture echo the
sense of menace which also appears
in Atif’s imagery.

In an artist statement Sarah has
written about her reaction to this
environment. “Through printmaking
techniques, | challenge myself to
explore new ways to represent my
observations. My aim is to elevate
negatively perceived environments;
the places we pass through every
day and fail to notice or choose
to ignore, and give them a voice.
Through printmaking techniques,
| like to push the boundaries of
process, and play with colour. | often
create intricate, hand-cut paper
stencils, and screenprint layers of
vibrant colour to build my images.”

Bearing in mind this synchronicity
in their working methods and their
approach to past and present it is

perhaps not surprising that these
two artists have now embarked on
a fascinating joint project. Sarah
tells me she has been lucky to
have secured funding from Wales
Arts International to work with Atif
Khan on a new endeavour called
DIPTYCH. The two are creating
a collection of 16 limited edition
prints, working independently on
small editions, and exchanging
part-completed work for each
other to finish. “It's an experimental
collaboration”, she says. “The plan is
to use DIPTYCH as a starting point
for a wider programme of activities,
where we’ll share our collaborative
experience through lectures,
workshops and exhibitions in both
Pakistan and Wales.” DIPTYCH will
be exhibited at the O Art Space
Gallery, Lahore, in January 2023 and
at UWTSD Swansea College of Art
in February 2023. Should further
funding efforts be successful, Found
Gallery in the town of Brecon 40
miles from Swansea have agreed to
showcase the work of the extended
programme in 2024.

two digital prints sent to her from
Pakistan by Atif. The first contained
the shimmering upside down image
of a rose coloured Mughal Palace
apparently reflected in the waters of
a lake. Sarah’s contribution to this
print was to fill the sky above the
palace with raucous seabirds from
the Swansea seafront. The second
contribution from Atif Khan presents
the viewer with a Mughal king
mounted on a piebald horse and to
this image Sarah added a scattering
of oak leaves from the Sessile oak,
symbolising strength, power and
generosity.

For me visiting Lahore in 2007
was a wonderful experience and |
am delighted that this relationship
between Welsh and Pakistani artists
and between the cities of Swansea
and Lahore is being taken forward to
a new level. We need these contacts
more than ever.

For me visiting Lahore in 2007 was a wonderful experience and |

am delighted that this relationship between Welsh and Pakistani

artists and between the cities of Swansea and Lahore is being

taken forward to a new level. We need these

contacts more than ever

Sarah tells me that DIPTYCH has
provided a wonderful opportunity to
reconnect creatively with Atif Khan.
“l am hoping as the project gains
momentum, we will once again
develop connections with a wider
community of learners, artists and
galleries.”

When Sarah invited me to write
this catalogue essay her artistic
collaboration was already well
underway and she showed me
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Yn hongian mewn lle blaenaf ar wal
ystafell eistedd fy ffermdy Cymreig
mae print ffoto-ysgythru mawr, mewn
cyferbyniad amlwg i'r gweithiau celf
eraill, Cymreig yn bennaf, sydd o’i
chwmpas. I'r chwith ohono, mae
torlun pren bach gan Kyffin Williams
— hunanbortread. Gerllaw mae
ysgythriad gan yr arlunydd hynod
o Abertawe, Glenys Cour, sy’n dal
i weithio’n rheolaidd ar ei chelf yn
ei stiwdio yn y Mwmbwls, wrth iddi
nesau at 100 oed. Mae ei hysgythriad
yn rendrad bron yn haniaethol
o’r forwyn flodau Blodeuwedd o
chwedlau Cymreig y Mabinogi. Wrth
ymyl Blodeuwedd mae print sych o
gwm yng ngogledd Cymru gan Peter
Prendergast.

Mae’r ffoto-ysgythriad yn llawer
mwy na’r gweithiau hyn sy’n llawn o
farddoniaeth Geltaidd ac yn wahanol
iawn eu naws. Mae'n dangos
harddwch Dwyreiniol mewn proffil
- tywysoges Mughal, neu butain
llys frenhinol o bosib, gyda llygaid
llygatgam tywyll, yn dal cwpan fechan
yn sensitif gyda’i bysedd siapus.
Mae’r fenyw hardd yn fenthyciad
uniongyrchol o’r paentiadau miniatur
a gynhyrchwyd yn yr unfed ganrif ar
bymtheg a'r ail ganrif ar bymtheg
yn yr hyn sydd bellach yn Bacistan,
yn llysoedd Mughal yr Ymerawdwr
Akbar a’i fab Jahangir. Ond mae’r
portread wedi’i fwyhau, ac mae'r
addurniadau sy’n amgylchynu’r proffil
yn drawiadol groes i addurniadau
Mughal. Edrychwch yn fanwl, a chaiff
yr hyn sy’n ymddangos i ddechrau yn
addurno mwy gosgeiddig ei ddatgelu
fel delweddau o drais modern — rhesi
mynych o fwledi trwyn smwt, a thu
hwnt i'r bwledi, patrymau gynnau.
I'm llygad annysgedig i, rwy’'n eu
cymryd fel rifolferau Colt o’r math a
geir yn y Gorllewin Gwyllt.

Felly, yn y gwaith hwn gwelwn
ddau ddiwylliant yn gwrthdaro a
myfyrdodau ar dri chyfandir — India,
Ewrop ac America. Cynhyrchwyd
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y ffoto-ysgythriad tra bod yr artist,
Muhammad Atif Khan, yn gweithio
yng Nghymru yng Ngweithdy
Argraffu Abertawe. Daeth o Lahore
ym Mhacistan yn 2006 i fod yn
artist preswyl am 12 wythnos yn
y Gweithdy, ynghyd ag artist arall
o Bacistan, Aleem Dad Khan. Y
trefnydd a fu’n gyfrifol am ddod & nhw
i Gymru oedd yr artist a gwneuthurwr
printiau o Abertawe, Sarah Hopkins,
a oedd wedi'i phenodi’'n rheolwr
prosiect lleol y prosiect argraffu Gwyl
Diwylliannau Moslemaidd. Roedd
yr Wyl yn ddathliad cenedlaethol
o ddiwylliannau Moslemaidd, ac
roedd Abertawe gyda’i chymuned
fawr o fewnfudwyr yn ganolbwynt
sefydliadol delfrydol.

Felly, yn y gwaith
hwn gwelwn ddau
ddiwylliant yn gwrthdaro
a myfyrdodau ar dri
chyfandir — India, Ewrop

ac America ,,

Trwy Iwc roedd rheolwr Gweithdy
Argraffu Abertawe ar y pryd yn artist
arall o Bacistan, Sameera Khan, a bu
Sarah a Sameera yn gweithio ar y cyd
yn trefnu digwyddiadau lleol a oedd
wedi’u cysylltu a’r Wyl, gan gynnwys
y preswylfeydd celf. Yn ystod vy
cydweithrediad eleni, bu Sarah yn
curadu arddangosfa o wneuthurwyr
printiau cyfoes o Gymru, a deithiodd
Pacistan yn 2007 ynghyd a
digwyddiadau eraill, gan gynnwys
ymweliadau gan wneuthurwyr printiau
o Gymru a Phacistan. Fi oedd un o’r
gwneuthurwyr printiau lwcus o Gymru
wnaeth hedfan i Bacistan fel rhan o’r
rhaglen hon, a threuliais bythefnos
gofiadwy fel artist ymweliadol yng
Ngholeg Cenedlaethol y Celfyddydau



yn Lahore, lle’'r oedd Atif ac Aleem
wedi astudio. Mabwysiadais vy
Shalwar Kameez lleol fel fy ngwisg —
llawer mwy synhwyrol yn y gwres na
dillad Ewropeaidd — a threuliais oriau
hynod ddiddorol yn crwydro ar fy
mhen fy hun drwy strydoedd cefn y
ddinas gaerog. Yn ogystal & siarad &
myfyrwyr coleg a thrafod eu gwaith,
un o fy nhasgau yn Lahore oedd
helpu i agor yr arddangosfa ymweld
o Gymru mewn oriel leol. Cefais fod
y Coleg Cenedlaethol yn ganolbwynt
i fywyd artistig bywiog yn y ddinas.
Saif drws nesafi Amgueddfa Ganolog
Lahore, ac mae’r ddau sefydliad yn
edrych yn 6l ar waith sefydlu gan
Sais sy’n uchel ei barch o hyd ym
Mhacistan ac India — tad Rudyard
Kipling, Lockwood Kipling, a roddodd
lawer o’i egni yn ystod ei flynyddoedd

ar gyfer arddangosfa deithiol vy
gwneuthurwyr print o Gymru, a
deithiodd i Islamabad a Karachi ar
Ol agor yn Lahore. Aeth Sameera &
Sarah i'r gogledd i gynnal astudiaeth
dichonoldeb ar gyfer eu prosiect —
i'r gogledd i hen gartref ei theulu yn
Nyffryn Hunza, rhanbarth mynyddig
sy’n ffinio Tsieina (mae teulu Sameera
yn rhan o’r teulu rheoli traddodiadol
yn y dyffryn dan arweiniad y Pentref,
neu’r Mir). Cafodd Sarah daith
anturus yn 6l i ddal ei hediad adref i
Brydain wedi i dywydd garw ganslo
hediadau lleol, a theithiodd ar hyd
Priffordd Karakoram a gafodd ei
rhwystro gan dirlithriadau  mewn
rhannau. Roedd hi mewn confoi
y tu &l i unedau’r fyddin a oedd yn
gweithio i agor y ffordd. Dychwelodd
y ddau i Bacistan yn 2007 ar gyfer y

Cefais fod y Coleg Cenedlaethol yn ganolbwynt i fywyd artistig bywiog yn y ddinas.
Saif drws nesaf i Amgueddfa Ganolog Lahore, ac mae’r ddau sefydliad yn edrych yn

6l ar waith sefydlu gan Sais sy’n uchel ei barch o hyd ym Mhacistan ac India - tad Rudyard Kipling,

Lockwood Kipling, a roddodd lawer o’i egni yn ystod ei flynyddoedd yn Lahore i hyrwyddo celf a
diwylliant Pwnjabaidd

yn Lahore i hyrwyddo celf a diwylliant
Pwnjabaidd. Ar draws y ffordd o'r
amgueddfa o hyd mae’r canon rhyfel
mawr enwog Zamzama, a elwir hefyd
yn ‘Kim’s Gun’, sy’n ymddangos
yn nhudalennau agoriadol Illyfr
anturiaethau Rudyard Kipling, Kim.
(Yn Lahore enillais rywfaint o fri lleol
anhaeddiannol oherwydd fy enw, am
mai cyfenw gwraig Lockwood Kipling
— mam Rudyard — oedd Macdonald;
un o’r pedair chwaer Macdonald
enwog a roddodd enedigaeth i neu a
briododd ddyn disglair. Gallwn hawlio
rhyw gysylltiad teuluol pell.)

Gwnaethpwyd fy nhaith i Bacistan
yn bosib gan Sarah Hopkins a
Sameera Khan, a deithiodd yno yn
y flwyddyn cyn fi i drefnu lleoliadau

rhaglen o ddigwyddiadau yr oeddent
wedi’i threfnu, y chwaraeais i ran
ynddynt. Yn Islamabad, cymerodd
Sameera ran mewn  seremoni
briodas draddodiadol.  Priododd
fisegydd o Ddenmarc, Niels Emil
Jannik Bjerrum-Bohr, a adwaenid fel
Emil, yr oedd wedi cyfarfod ag ef ym
Mhrydain. Ar 6l dechrau sgwrs mewn
ciw mewn maes awyr, daeth y ddau
i adnabod ei gilydd yn Abertawe lle’r
oedd Emil yn addysgu yn vy Brifysgol
(ei dad-cu oedd Niels Bohr, enillydd
gwobr Nobel, a wnaeth gyfraniadau
arloesol at ddeall strwythur atomig a
theori cwantwm).

Ers hynny, mae Sameera ac Emil
wedi symud i fyw yn Copenhagen,
ond yny blynyddoedd ers i Sameera,



ROBERT
MACDONALD

Atif a Sarah gyfarfod yng Ngweithdy
Argraffu Abertawe, maent wedi cadw
mewn cysylltiad agos, gyda gwneud
printiau eu cysylltiad cyffredin. Ar
ddiwedd ei gyfnod preswyl gwneud
printiau yn Abertawe, aeth Atif Khan
ymlaen i gyfnodau preswyl pellach yn
y London Print Studio a Glasgow Print
Workshop. Yn Llundain, dechreuodd
wneud printiau digidol.

Mae’r arbenigedd technegol vy
mae Atif wedi’i gaffael o gyfnodau
preswyl ym Mhacistan a Phrydain
wedi’i alluogi i ddatblygu arddull
gwneud printiau hynod unigol dros
y 15 mlynedd diwethaf, lle mae’n
tynnu nid yn unig ar drysorau artistig
gorffennol diwylliannol ei wlad, ond
hefyd elfennau gweledol cyfoes, i
greu printiau diddorol sy’n defnyddio
dewiniaeth dechnolegol i gymysgu’r
gorffennol a'r presennol. Y canlyniad
yw delweddaeth freuddwydiol — yr
hyn y mae un awdur, Nan Mulder,
wedi’i disgrifio fel ‘Dreamscapes of
the Heart’. Mewn erthygl yn 2017 yn
y cylchgrawn Prydeinig Printmaking
Today, mae Mulder yn adrodd sut y
daeth Atif ar draws miniaturau Mughal
am y tro cyntaf wrth wneud cwrs
diploma blwyddyn o hyd yn Ysgol
Gelfyddydau Karachi. Daethpwyd &
dau beintiwr bach o Bersiailndiaynyr
unfed ganrif ar bymtheg, a sefydlodd
yr  Ymerawdwr Akbar  stiwdios
brenhinol lle hyfforddwyd peintwyr
Moslemaidd a Hindi gyda’i gilydd.
“Roedd yn gelfyddyd boblogaidd,
a  drawsnewidiodd  draddodiad
llafar hirsefydlog yn adrodd storiau
gweledol”, noda Mulder. Yn ei
brintiau digidol, mae Atif yn llwyddo
i fynd &’r traddodiad storiol hwn gam
ymhellach. Fel yn achos fy llun Atif
o’r dywysoges Mughal hardd (neu’r
butain llys, efallai), mae’'n cyflwyno
i lawer 0o’i brintiau ymdeimlad o
freuddwydio, ond hefyd o hunllef.
Fel yr ysgrifenna Mulder, “Er bod
printiau Khan yn edrych yn brydferth,
ac yn ymddangos eu bod yn cynnig
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dihangfa i fyd hudolus, o archwilio’n
agosach gallant guddio elfennau
eithaf annymunol a threisgar. Mae'r
printiau’n cyflwyno palimpsest
o straeon, sy’n gofyn i'r gwyliwr
ddatrys yr ystyr sylfaenol.”

Fel myfyriwr yng Ngholeg
Cenedlaethol 'y Celfyddydau yn
Lahore y darganfu Atif wneud
printiau. Aeth yno am mai dyma’r unig
le ym Mhacistan lle addysgir peintio
miniatur traddodiadol o hyd, meddai
Mulder. Ond roedd technegau
gwneud printiau modern yn caniatau
iddo fenthyg delweddau o’r unfed
ganrif ar bymtheg a’r ail ganrif ar
bymtheg a’u cyfuno ag amrywiaeth
o0 ddelweddau cyfoes y mae’r artist
yn mwynhau eu casglu; er enghraifft,
celfyddyd liwgar loris Pacistan, sy’'n
peri rhyfeddod parhaus i ymwelwyr

Ceir cydamseredd diddorol
rhwng gwaith y ddau
artist, y ddau yn cyfuno
gorffennol a phresennol
wrth wneud lluniau

A K

tramor, yn ogystal & “stampiau postio,
posteri, arian papur ac unrhyw beth
arall a allai fod yn ddefnyddiol”.

Er bod Atif yn darganfod sut i
gonsurio breuddwydion, gan uno’r
gorffennol a’r presennol, roedd
Sarah Hopkins hefyd yn cymryd rhan
mewn archwiliadau gwneud printiau.
Erbyn heddiw mae’'n gweithio fel
artist a gwneuthurwr printiau amser
llawn o’i stiwdio yn Abertawe, ond
am sawl blwyddyn fe’i cyflogwyd yn
helaeth ar draws y sector addysg.
Fel darlithydd y celfyddydau cain a
gwneud printiau, bu’n gweithio gyda



dysgwyr ar bob lefel, a thros gyfnod
hir datblygodd gysylltiadau gydag
ysgolionrhyngwladolyn Copenhagen
a’r Swisti. Am dair blynedd bu’'n
gyfarwyddwr campws Coleg Sir Gar,
yn gyfrifol am recriwtio, dilyniant a
gweithio mewn partneriaeth, ac am
saith mlynedd cyn hyn bu’n rheoli
cyfadran diwydiannau creadigol vy
Coleg. Wrth addysgu, parhaodd &’
gweithgareddau gwneud printiau
ei hun, gan adlewyrchu byd de
Cymru lle mae’n byw mewn ffordd
wahanol, gan greu printiau sgrin
sidan o derasau arfordirol llachar, a’r
tu 6l iddynt gefndir o weithgarwch
diwydiannol, a hefyd diffeithdra —
gwaith dur yn adfeilio, craeniau trwm
a jyngls o bibelli enfawr.

Ceir cydamseredd diddorol rhwng
gwaith y ddau artist, y ddau yn
cyfuno gorffennol a phresennol wrth
wneud lluniau. Yn un o dirweddau
trefol Sarah, yn y blaendir ceir
wal hir wedi’i gorchuddio & graffiti
mewn paent llachar, gan ddwyn
i gof lannau gwylltach diwylliant
ieuenctid modern, tra y tu hwnt i’r
wal mae rhesi o dai wedi’'u stampio
a pharchusrwydd Fictoraidd. Dyma’r
math o dai lle byddai gwragedd
ty rhwng y rhyfeloedd allan ar eu
gliniau yn sgrwbio carreg eu drws
bob bore. Mae arwyddion o bydredd
diwydiannol yn drwm ar hyd arfordir
Cymru i'r dwyrain o Abertawe, ac
yn ei gwaith mae Sarah yn crynhoi’r
ymdeimlad hwn o fywydau modern
yng nghysgod y gorffennol. Mae’r
strwythurau diwydiannol mawr sy’n
sefyll dros bensaerniaeth ddomestig
yn adleisio’r ymdeimlad o fygythiad
sydd hefyd yn ymddangos yn
nelweddaeth Atif.

Mewn datganiad artist, mae Sarah
wedi ysgrifennu am ei hymateb i'r
amgylchedd hwn. “Trwy dechnegau
gwneud printiau, rwy’n herio fy hun i
archwilio ffyrdd newydd o gynrychioli
fy arsylwadau. Fy nod yw dyrchafu
amgylcheddau y'u canfyddir yn

negyddol; y lleoedd rydym yn
mynd drwyddynt bob dydd ac yn
methu & sylwi arnynt neu’'n dewis
eu hanwybyddu, a rhoi llais iddynt.
Trwy dechnegau gwneud printiau,
rwy’n hoffi gwthio ffiniau’r broses, a
chwarae gyda lliw. Rwy’n aml yn creu
stensilau papur cywrain wedi’u torri
allaw, a haenau argraffu & sgrin o liw
bywiog i adeiladu fy nelweddau.”

Gan gofio’r cydamseredd hwn yn
eu dulliau gweithio a’u hymagwedd
at y gorffennol a’r presennol, efallai
nad yw'n syndod bod y ddau
artist hyn bellach wedi dechrau ar
brosiect ar y cyd hynod ddiddorol.
Mae Sarah yn dweud wrthyf ei bod
wedi bod yn Iwcus ei bod wedi
sicrhau cyllid gan Gelfyddydau
Rhyngwladol Cymru i weithio gydag
Atif Khan ar ymdrech newydd o'r
enw DIPTYCH. Mae’r ddau yn creu
casgliad o un ar bymtheg o brintiau,
gan weithio’n annibynnol ar brintiau
bach, a chyfnewid gwaith rhannol-
orffenedig i'w gilydd eu gorffen.
“Mae’n gydweithrediad arbrofol”,
meddai. “Y bwriad yw defnyddio
DIPTYCH fel man cychwyn ar gyfer

Abertawe wedi cytuno i arddangos
gwaith y rhaglen estynedig yn 2024.

Dywed Sarah wrthyf fod DIPTYCH
wedi rhoi cyfle gwych i ailgysylltu'n
greadigol ag Atif Khan. “Rwy’n
gobeithio, wrth i’r prosiect ennill
momentwm, y byddwn unwaith eto’n
datblygu cysyllitiadau & chymuned
ehangach o ddysgwyr, artistiaid ac
orielau.”

Pan wahoddodd Sarah fi i
ysgrifennu’r traethawd catalog hwn,
roedd ei chydweithrediad artistig
eisoes ar y gweill, a dangosodd
ddau brint digidol i mi a anfonwyd ati
o Bacistan gan Atif. Roedd y cyntaf
yn cynnwys delwedd symudliw
wyneb i waered o Balas Mughal
lliw rhosyn, wedi’i hadlewyrchu ar
ddwr llyn. Cyfraniad Sarah at y print
hwn oedd llenwi’r awyr uwchben vy
palas ag adar mér coch o lan y mér
Abertawe. Mae'r ail gyfraniad gan
Atif Khan yn cyflwyno brenin Mughal
ar geffyl brith ’r gwyliwr, ac i'r
ddelwedd hon ychwanegodd Sarah
wasgariad o ddail derw o’r dderwen
ddigoes, sy’'n symbol o gryfder, pwer
a haelioni.

I mi, roedd ymweld a Lahore yn 2007 yn brofiad gwych, ac rwyf

wrth fy modd bod y berthynas hon rhwng artistiaid o Gymru a

Phacistan a rhwng dinasoedd Abertawe a Lahore yn cael ei

datblygu i lefel newydd. Mae angen y cysylltiadau

hyn arnom yn fwy nag erioed

rhaglen ehangach o weithgareddau,
lle byddwn yn rhannu ein profiad
cydweithredol drwy ddarlithoedd,
gweithdai ac arddangosfeydd ym
Mhacistan ac yng Nghymru.” Caiff
DIPTYCH ei harddangos yn O Art
Space Gallery yn Lahore ym mis
lonawr 2023, ac yng Ngholeg Celf
UWTSD Abertawe ym mis Chwefror
2023. Os bydd ceisiadau pellach am
gyllid yn llwyddiannus, mae Found
Gallery yn Aberhonddu 40 milltir o

I mi, roedd ymweld

a Lahore yn 2007 yn

brofiad gwych, ac rwyf wrth fy modd
bod y berthynas hon rhwng artistiaid
o Gymru a Phacistan a rhwng
dinasoedd Abertawe a Lahore yn
cael ei datblygu i lefel newydd. Mae
angen y cysylltiadau hyn arnom yn
fwy nag erioed.
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NAAZISH ATA-ULLAH
BIOGRAPHY

Professor Naazish Ata-Ullah is an artist, educator, writer, curator and social
and human rights activist. She retired as Principal of the National College of
Arts Lahore and Rawalpindi Campus in 2010. She is a Senior Fellow at the
School of Visual Arts, Beaconhouse National University and was elected a
Fellow of the National College of Arts. The Government of France conferred
her with a knighthood in Arts and Literature for her services to Art and Culture.

She founded the Printmaking specialisation at NCA in the mid eighties.

Professor Ata-Ullah is a printmaker and painter who has exhibited her work
in Pakistan and abroad.

She serves on the boards of several educational and cultural institutions, that
include the Punjab Higher Education Commission, the Indus Valley School of
Art and Architecture, Pakistan School of Fashion and Design, the Lahore Arts
Council and the Lahore Biennale Foundation among others.

She is a graduate of Kinnaird College for Women Lahore and did postgraduate
studies at the Slade School of Fine Art and at the Institute of Education at
London University.

Sheis also an elected member to the Council of the Human Rights Commission
of Pakistan.

She lives and works in Lahore, lectures in several institutions and mentors
students from across the country.
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NAAZISH ATA-ULLAH
BYWGRAFFIAD

Mae’r Athro Naazish Ata-Ullah yn artist, addysgwr, awdur, curadur ac
actifydd hawliau cymdeithasol a dynol. Ymddeolodd fel Pennaeth Coleg
Cenedlaethol y Celfyddydau Lahore a Champws Rawalpindi yn 2010. Mae
hi'n Uwch Gymrawd yn Ysgol y Celfyddydau Gweledol, Prifysgol Genedlaethol
Beaconhouse, ac fe'i hetholwyd yn Gymrawd Coleg Cenedlaethol vy
Celfyddydau. Urddodd Llywodraeth Ffrainc hi’'n farchog yn y Celfyddydau a
Llenyddiaeth am ei gwasanaethau i Gelf a Diwylliant.

Sefydlodd yr arbenigedd Gwneud Printiau yn NCA yng nghanol yr wythdegau.

Mae’r Athro Ata-Ullah yn wneuthurwr printiau a pheintiwr sydd wedi arddangos
ei gwaith ym Mhacistan a thramor.

Mae’'n gwasanaethu ar fyrddau sawl sefydliad addysgol a diwylliannol, sy’n
cynnwys y Comisiwn Addysg Uwch Pwnjabaidd, Ysgol Celf a Phensaerniaeth
Dyffryn Indus, Ysgol Ffasiwn a Dylunio Pacistan, Cyngor Celfyddydau Lahore,
a Sefydliad Arddangosfa Eilflwydd Lahore, ymhlith eraill.

Graddiodd o Goleg Menywod Kinnaird Lahore, a gwnaeth ei hastudiaethau
6l-raddedig yn Ysgol Celfyddyd Gain Slade ac yn y Sefydliad Addysg ym
Mhrifysgol Llundain.

Mae hefyd yn aelod etholedig o Gyngor Comisiwn Hawliau Dynol Pacistan.

Mae’'n byw ac yn gweithio yn Lahore, yn darlithio mewn sawl sefydliad ac yn
mentora myfyrwyr o bob cwr o’r wlad.
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ANEEKA CHEEMA
BIOGRAPHY

Aneeka Cheema is an Art Educator from Pakistan and urrently lives in
Boston, Massachusetts with her twin children. She is a Doctoral Candidate
at UMASS with an MA in Educational Leadership & Policy Studies, an MSAE
from MassArt, Boston, a BA from National College of Arts, and a BSc from
Kinnaird College for Women, Lahore Pakistan.

She wishes to bring change through art education and teach future educators
with a focus on social, linguistic and cultural epistemes. Her work involves
connecting the dots and peeling the layers of visual arts identity formation/
praxis markers/evolution; colonial and post colonial socio-political contexts
in Pakistan, by neoliberalism and eurocentric ideologies and gaze defining for
the “other” craft(ART) and its standing in history and present.

Working on influences of global politics and current international academic
movements on Pakistani Arts Education Curriculum. She is currently the
Director of Fine Arts (K-12) in Milton, MA USA.
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ANEEKA CHEEMA
BYWGRAFFIAD

Aneeka Cheema is an Art Educator from Pakistan and urrently lives in
Boston, Massachusetts with her twin children. She is a Doctoral Candidate
at UMASS with an MA in Educational Leadership & Policy Studies, an MSAE
from MassArt, Boston, a BA from National College of Arts, and a BSc from
Kinnaird College for Women, Lahore Pakistan.

She wishes to bring change through art education and teach future educators
with a focus on social, linguistic and cultural epistemes. Her work involves
connecting the dots and peeling the layers of visual arts identity formation/
praxis markers/evolution; colonial and post colonial socio-political contexts
in Pakistan, by neoliberalism and eurocentric ideologies and gaze defining for
the “other” craft(ART) and its standing in history and present.

Working on influences of global politics and current international academic
movements on Pakistani Arts Education Curriculum. She is currently the
Director of Fine Arts (K-12) in Milton, MA USA.
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ANEEKA CHEEMA

It felt great when my dear friend and
printmaker, Atif Khan, reached out to
me to work on text for his upcoming
exhibition. As he told me about
the exhibition, the more intrigued |
became. DIPTYCH is a collaboration
between Atif and Welsh artist, Sarah
Hopkins, and it is serendipity that |
met Sarah in 2006 when Atif’s first
residency was underway at Swansea
Print Workshop in South Wales.

In the beginning, my involvement
was to support my former classmate
with the Urdu translation for their
exhibition catalogue, but as we
talked, it turned into a broader
venture that included a conversation
with our master teacher and mentor,
Naazish Ata-Ullah (or as we call her
Nagee Apa with love).

Our conversation came easy, as all
three of us have known each other
for three decades. We have also
known Sarah Hopkins since she
came to Pakistan in 2007.

We discussed how artistic
collaborations move from country to
country and continent to continent;
changing form, evolving in meaning;
finishing as a collective aesthetic
and meaningful visual which may be
exquisitely complex as the artistic
identities themselves.

Nagee and | had a great conversation
which spanned the history of the
Cowasjee Print Studio at National

INTRODUCTION

her printmaking in the ‘80s and
the ‘Q0s that led to today, and how
printmaking practice has evolved
with her input amongst a few others.
| heard about the evolving space of
the printmaking studio as | knew it,
and talked about printmaking, the
practice of printing and the seamless
collaboration that happens in that
special place.

The main part of this conversation
was about the printmaking
collaboration between Atif Khan
and Sarah Hopkins as well as
previous notable collaborations.
The elements found in DIPTYCH
are magical and enchanting.

Nagee and | had a great
conversation which
spanned the history of the
Cowasjee Print Studio at
National College of Arts

Landscapes and ideascapes that
are endemically diverse, multicultural
and questioning. They are the best
imagination of autographic and
ethnographic visual storytelling. The
way the two personal and heritage-
based elements play with each other.
These works exceed more than one

College of Arts.
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She talked about

layer of interpretation.
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ANEEKA CHEEMA

Roedd yn teimlo’n wych pan
gysylltodd y gwneuthurwr printiau
a’'m ffrind annwyl, Atif Khan, &
mi i weithio ar destun ar gyfer ei
arddangosfa. Wrth iddo siarad &
mi am yr arddangosfa, y mwyaf
diddorol y swnia. Mae DIPTYCH
yn gydweithrediad rhwng Atif a’r
artist o Gymru, Sarah Hopkins, a
serendipedd ydyw i mi gwrdd &
Sarah yn 2006 pan oedd preswyliad
cyntaf Atif ar y gweill yng Ngweithdy
Argraffu Abertawe yn ne Cymru.

Yn y dechrau, fy nghyfraniad i oedd
cefnogi fy nghyn-gyd-ddisgybl gyda
chyfieithiad Wrdw ar gyfer catalog
ei arddangosfa, ond fel y buom yn
siarad, trodd yn fenter ehangach,
a oedd yn cynnwys sgwrs gyda’n
hathro meistr a’n mentor, Naazish
Ata-Ullah (neu fel y galwn ni hi, gyda
chariad, Nagee Apa).

Daeth ein sgwrs yn hawdd, am fod y
tri ohonom wedi adnabod ein gilydd
ers tri degawd. Rydym hefyd wedi
adnabod Sarah Hopkins ers iddi
ddod i Bacistan yn 2007.

Trafodom sut mae cydweithio artistig
yn symud o wlad i wlad ac o gyfandir
i gyfandir; gan newid ffurf, ac esblygu
mewn ystyr; a gorffen fel delwedd
esthetig ac ystyrlon ar y cyd, a
allai fod yn hynod gymbhleth fel yr
hunaniaethau artistig eu hunain.

Cafodd Nagee a minnau sgwrs wych
a oedd yn rhychwantu hanes Stiwdio

RHAGARWEINIAD

Cenedlaethol y Celfyddydau. Bu’'n
s6bn am wneud printiau yn y 1980au
a’r 1990au, a arweiniodd at heddiw,
a sut mae ymarfer gwneud printiau
wedi  esblygu gyda’i mewnbwn
hi ymhlith eraill. Clywais am ofod
esblygol y stiwdio gwneud printiau
fel yr oeddwn yn ei adnabod, a
siarad am wneud printiau, yr ymarfer
argraffu a’r cydweithio di-dor sy’n
digwydd yn vy lle arbennig hwnnw.

Prif ran y sgwrs hon oedd vy
cydweithrediad gwneud printiau
rhwng Atif Khan a Sarah Hopkins, yn
ogystal & chydweithrediadau nodedig
blaenorol. Mae’r elfennau a geir yn

Cafodd Nagee a minnau
sgwrs wych a oedd yn
rhychwantu hanes Stiwdio
Argraffu Cowasjee yng
Ngholeg Cenedlaethol y

Celfyddydau ,,

DIPTYCH yn hudolus. Tirluniau a
syniadluniau sy’n endemig amrywiol,
amlddiwylliannol ac ymholgar. Nhw
yw dychymyg gorau adrodd straeon
gweledol llofnodol ac ethnograffig.
Y ffordd mae’r ddwy elfen bersonol
a threftadaeth yn chwarae gyda’i
gilydd. Mae’r gweithiau hyn yn fwy

Argraffu
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Cowasjee yng Ngholeg

nag un haen o ddehongli.
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CONVERSATION EXTRACTS

Sarah has created a print of traditional textiles with star-like patterns. My first impression
was that this looked like a Punjabi khais .. and so | was intrigued. | discovered it was
not khais but actually a Welsh blanket, and heirlooms. It comes from a particular textile
tradition. Atif responds to the textiles print by incorporating figures. One looks like a
nobleman or a king, and behind the textile curtain is a female figure. There is this kind of
romantic connection, but there is the space between them, and a barrier of the hanging
blanket. Below that, there is a foreground in which there is a black and white printed
pattern, very much to delineate the space. The diagonal that is created between the two
figures is one way in which we enter the image. The pattern on the ground is resonating
the two dimensionality of the textile, which is hanging from the top.

Which | consider miniature-like. The perspective-setting is like traditional miniatures. It's
creating spaces, but it’s flat.

Yes, this two dimensionality is something that many artists of miniature painting have
explored. It is something that distinguishes this kind of image-making, and has been used
multiple times to move the viewer between the different spaces in the image. It is not just
the scientific perspective that actually determines the image, it’s a floating image in which
there are multiple perspectives.

The second image that we are looking at depicts a row of houses. There is a horizontal
line of terraced houses. There’s a pattern that has been created. Atif told me that much
of Swansea is like this. He has incorporated a rather playful kind of figure. He is wearing
a mughal era garment, a sword and he’s flying a kite. The kites above are really very
colourful and mainly of fish. There is one mechanical, scientific drawing of a heart.

It's amazing, because I've been to Swansea and this is exactly what the houses look like.
| feel like I’'m right there again! Then you look at these flying kites, which are stylised like
truck art. It looks bizarre to me, but | feel it defines the duality of a travelling artist, and you
know that he has lived in these spaces.

That’s right. | think that it has a lot to do with Lahore. The stylisation of these fish.. they
could be balloons! If you look at Chinese and Japanese kites, they look more like those
rather than the traditional type that we fly at Basant. The interesting thing is that the kite
flyer is actually located in Lahore.

In Lahore, and he’s very comfortable in front of this row of houses! Very nonchalant, like
he'’s at home flying all of these!

I am flying my kites.. and so there is a great sense of freedom. | think that when you're
referring to movement, you're referring to freedom. The freedom to fly these images across
seas and oceans and 1000s of miles from one city to another. You make connections
through the thread. Lovely threads that one person is holding.

Now I'm looking at this floating entrance to the Lahore fort. Sarah has added love to Atif’s
image. The way the fort is inverted and printed makes it look like it’s rocking, as if it's a
reflection in water.

Like in the monsoon, when it rains. This is how you see the reflection on the floor in front
of the gates. This is what it invokes in my memory.

Reflecting into that water... and what she’s done, she’s enhanced it even more. She’s
printed birds in flight in multiple colours. So again, we’re talking about different perspectives
which has given the image a great kind of dynamism. The only thing that’s solid are the
birds. It's a very powerful, lovely print.

And because she comes from a coastal town, it almost looks like it's a coastal scene, and
the birds are flying over the coastline.
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Then there’s this one, in which Atif has created a bird, which is again derivative of folk and
truck art. Very simply, Sarah has added the string, and a powerful pair of cutting scissors.
Are you letting the bird loose? Are you thinking it looks like a kite? Are you allowing its
freedom to float away into the sky?

I’m loving all this work, and I'm loving it more as both of us go through it, but this is by far
more personal to me as somebody who left her country 25 years ago. All these heritage
emblems live in me and I’'m tied to them somewhere. You can take that scissors at one
point in your life and say, “Alright, done!” you know? This is what it means to me.

| think there are two things... There’s a literal meaning, which is cutting the string and
allowing the kite or that person its freedom. The other idea is that the scissors is a much
more brutal object...

And that’s a powerful comment in itself.

It is. It's the cutting. Although the thread is very delicate, the action is very precise. So it’s
like a decision at the point when you understand that you have to cut the thread, like an
umbilical cord. Freedom comes because you made a decision.

And | think this is why it’s so powerful.

The next image shows two windows.

from National College of Arts

Yes from NCA, and, you have these two dogs, that could be like those Chinese Pekingese.
They’re really important dogs that guard the space. They are the guardians of the palace
of the king! The two dogs are always side by side. | think to locate those two at NCA
is also really quite interesting, because in a way, Sarah becomes part of that. The two
of them, Sarah and Atif are the two guardians of the building, who are from completely
different cultures, but they are the kind of makers and guardians of printmaking and
regard the studio as a special domain. Some very special things happen to people who
work in that space.

| agree. | also think one window could be Wales and the other window could be Lahore.
The colours are diffused in the windows, and mirror the rows of houses that Sarah printed.

There is also an infinite blue behind the two dogs. What you see is important. Repetition
is important.

And | think the beauty of her printmaking is how she has printed the faces of the dogs.
Even though they look like mirror images of each other, they’re not alike.

One of them is looking out. And the other is looking to the side.

And that just gives it so much more thoughtful visual meaning. The windows are identical
and static.The dogs give the image so much more movement.

and | think that the tone and colour of the dogs draws our attention to them. They have
alock and chain.. and a collar.

I love how they are interacting as artists. Like these dogs, we too are in the windows, but
the way Sarah and Atf are interacting, they really know each other’s work.
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Mae Sarah wedi creu print o decstilau traddodiadol gyda phatrymau serog. Fy argraff
gyntaf oedd bod hyn yn edrych fel khais Pwnjabaidd ... felly roeddwn i'n chwilfrydig.
Darganfyddais nad khais oedd e, ond blanced Gymreig mewn gwirionedd, a thrysorau
teuluol. Mae’n dod o draddodiad tecstilau penodol. Mae Atif yn ymateb i’r print tecstilau
drwy ymgorffori ffigyrau. Mae un yn edrych fel uchelwr neu frenin, a thu &l i’r llen tecstilau
mae ffigwr benywaidd. Mae math o gysylitiad rhamantus, ond mae gofod rhyngddynt, a
rhwystr y flanced yn hongian. O dan hynny, mae blaendir lle mae patrwm print du a gwyn,
yn bennaf i nodi’r gofod. Mae’r croeslin sy’n cael ei greu rhwng y ddau ffigwr yn un ffordd
rydym yn mynd i mewn i'r ddelwedd. Mae’r patrwm ar y ddaear yn nodi dau ddimensiwn
y tecstil, sy’n hongian o’r brig.

Mae hyn fel miniatur i mi. Mae’r gosod persbectif fel miniaturau traddodiadol. Mae’n creu
lle, ond mae’n fflat.

Ydyn, mae’r ddau ddimensiwn hyn yn rhywbeth y mae llawer o artistiaid peintio miniaturau
wedi’i archwilio. Mae’n rhywbeth sy’n nodedig yn y math hwn o greu delweddau, ac wed?’i
ddefnyddio sawl gwaith i symud y gwyliwr rhwng y gwahanol fannau yn y ddelwedd. Nid y
safbwynt gwyddonol yn unig sy’n pennu’r ddelwedd mewn gwirionedd, mae’n ddelwedd
arnofiol lle mae sawl safowynt.

Mae'r ail ddelwedd rydym yn edrych arni yn darlunio rhes o dai. Ceir llinell lorweddol o dai
teras. Mae patrwm wedi’i greu. Dywedodd Atif wrthyf fod llawer o Abertawe fel hyn. Mae
wedi ymgorffori math ychydig yn chwareus o ffigwr. Mae'n gwisgo dilledyn oes mughal,
cleddyf, ac mae’n hedfan barcud. Mae’r barcutiaid uchod yn lliwgar iawn ac yn bennaf o
bysgod. Mae un darlun mecanyddol, gwyddonol o galon.

Mae’n anhygoel, achos dwi wedi bod i Abertawe a dyma’n union sut mae’r tai yn edrych.
Dwi'n teimlo mod i yno eto! Yna rydych yn edrych ar y barcutiaid hyn yn hedfan, sy’n cael
eu steilio fel celf loriau. Mae’n edrych yn rhyfedd i mi, ond dwi’'n teimlo ei fod yn diffinio
deuoliaeth artist teithiol, ac rydych yn gwybod ei fod wedi byw yn y mannau hyn.

Mae hynny’n gywir. Dwi'n meddwl bod ganddo lawer i'w wneud & Lahore. Mae arddull
y pysgod yma ... gallen nhw fod yn falWwns! Os edrychwch ar farcutiaid Tsieineaidd a
Japaneaidd, maen nhw’n edrych yn debycach i’r rheiny yn hytrach na’r math traddodiadol
rydyn ni’n ei hedfan adeg Basant. Y peth diddorol yw bod hedfanwr y barcud wedi’i leoli
yn Lahore mewn gwirionedd.

Yn Lahore, ac mae e’n gyfforddus iawn o flaen y rhes yma o dail Difater iawn, fel petai’n
gartrefol yn hedfan rhain i gyd!

Dwi'n hedfan fy marcutiaid ... felly mae yna ymdeimlad mawr o ryddid. Pan fyddwch
yn cyfeirio at symud, rwy’n credu eich bod yn cyfeirio at ryddid. Y rhyddid i hedfan y
delweddau hyn ar draws moroedd a chefnforoedd a miloedd o filltiroedd o un ddinas i'r
llall. Rydych yn gwneud cysylltiadau drwy’r edau. Edeifion hyfryd y mae un person yn eu
dal.

Nawr rwy’n edrych ar y fynedfa arnofiol hon i gaer Lahore. Mae Sarah wedi ychwanegu
cariad at ddelwedd Atif. Mae’r ffordd y mae’r gaer yn wrthdro ac wedi’i hargraffu yn
gwneud iddi edrych fel ei bod yn siglo, fel pe bai’n adlewyrchiad mewn dvr.

Fel mewn monswn, pan mae’n bwrw glaw. Dyma sut rydych yn gweld yr adlewyrchiad ar
y llawr o flaen y gatiau. Dyma mae’n ei alw yn fy nghof.

Adlewyrchu i'r dwr hwnnw ... a2’r hyn y mae wedi’i wneud, mae hi wedi ei wella hyd yn oed
yn fwy. Mae hi wedi argraffu adar yn hedfan mewn sawl lliw. Felly eto, rydym yn siarad am
safbwyntiau gwahanol sydd wedi rhoi math gwych o ddeinamiaeth i’r ddelwedd. Yr unig
beth sy’n gadarn yw’r adar. Mae’n brint pwerus, hyfryd iawn.

Ac am ei bod hi'n dod o dref arfordirol, mae bron yn edrych fel ei bod yn olygfa arfordirol,
a’r adar yn hedfan dros yr arfordir.
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Yna mae’r un yma, lle mae Atif wedi creu aderyn, sydd eto’n ddeilliad o gelf gwerin a
loriau. Yn syml iawn, mae Sarah wedi ychwanegu'r llinyn, a siswrn pwerus. Ydych chi'n
gadael yr aderyn yn rhydd? Ydych chi’n meddwl ei fod yn edrych fel barcud? Ydych chi’'n
caniatau ei ryddid i arnofio i fiwrdd i’'r awyr?

Dwi'n caru’r holl waith hyn, a dwi’'n dwlu arno fwy fyth wrth i'r ddau ohonom fynd drwyddo,
ond mae hyn yn llawer mwy personol i mi fel rhywun a adawodd ei gwlad 25 mlynedd
yn 6l. Mae’r holl arwyddluniau treftadaeth hyn yn byw ynof fi, ac rydw i wedi fy nghlymu
iddynt yn rhywle. Gallwch gymryd y siswrn hwnnw ar un adeg yn eich bywyd a dweud,
“lawn, dyna nil”, chi’n gwybod? Dyma mae’n ei olygu i mi.

Rwy’'n meddwl bod dau beth ... Mae yna ystyr llythrennol, sef torri'r llinyn a chaniatau
rhyddid i’r barcud neu’r person hwnnw. Y syniad arall yw bod y siswrn yn wrthrych llawer
mwy creulon.

Ac mae hynny’n sylw pwerus ynddo’i hun.

Ydy. Y torri ydyw. Er bod yr edau yn sensitif iawn, mae’r weithred yn fanwl iawn. Felly mae
fel penderfyniad ar y pwynt pan rydych yn deall bod rhaid i chi dorri’r edau, fel llinyn bogail.
Mae rhyddid yn dod am i chi wneud penderfyniad.

A dwi’n meddwl| mai dyma pam ei fod mor bwerus.

Mae’r ddelwedd nesaf yn dangos dwy ffenestr.

0 Goleg Cenedlaethol y Celfyddydau

le o NCA, ac mae gennych ddau gi yma, a allai fod fel y Pecin Tsieineaidd. Maen nhw’n
gwn pwysig iawn sy’n gwarchod y lle. Nhw yw gwarchodwyr palas y brenin! Mae'r ddau
gi bob amser ochr yn ochr. Rwy’n credu bod lleoli’r ddau yna yn NCA hefyd yn eithaf
diddorol, oherwydd mewn ffordd, mae Sarah yn dod yn rhan o hynny. Y ddau ohonyn
nhw, Sarah ac Atif, yw dau warcheidwad yr adeilad, sydd o ddiwylliannau cwbl wahanol,
ond nhw yw’r math o wneuthurwyr a gwarcheidwaid gwneud printiau, ac yn ystyried y
stiwdio yn barth arbennig. Mae rhai pethau arbennig iawn yn digwydd i bobl sy’n gweithio
yny gofod hwnnw.

Rwy’n cytuno. Dwi hefyd yn meddw! y gallai un ffenestr fod yn Gymru a’r ffenestr arall
yn Lahore. Mae'r lliwiau wedi’u gwasgaru yn y ffenestri, ac yn adlewyrchu’r rhesi o dai a
argraffodd Sarah.

Mae yna hefyd las anfeidrol y tu &l i'r ddau gi. Mae’r hyn rydych chi’n ei weld yn bwysig.
Mae ailadrodd yn bwysig.

A dwi’n meddw!| mai harddwch ei phrint yw sut mae hi wedi argraffu wynebau’r cwn. Er eu
bod yn edrych fel delweddau drych o’i gilydd, dydyn nhw ddim fel ei gilydd.

Mae un ohonyn nhw’n edrych allan. A'r llall yn edrych i'r ochr.

Ac mae hynny yn rhoi cymaint mwy o ystyr gweledol, meddylgar iddo. Mae'r ffenestri yn
union yr un fath ac yn statig. Mae’r cwn yn rhoi cymaint mwy o symudiad i'r ddelwedd.

a dwi'n meddwl bod naws a lliw’r cwn yn tynnu’n sylw ni atyn nhw. Mae ganddyn nhw
glo a chadwyn ... a choler.

Dwi'n caru sut maen nhw’n rhyngweithio fel artistiaid. Fel y cwn hyn, rydym ninnau hefyd
yny ffenestri, ondy ffordd y mae Sarah ac Atif yn rhyngweithio, maen nhw wir yn adnabod
gwaith ei gilydd.
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