




Elements of Deception

The most basic elements of any visual composition are the dot and the line. A 
dot is where it all begins; the central focus which acquires some kind of meaning 
through its relationship to the space around it and to other dots in its vicinity. 
It is the starting point, the origin, multiplying, interacting and overlapping to 
create depth, shapes, forms and entire images. No composition can exist without 
the deliberate or involuntary use of the dot. Even a line, which is considered the 
most basic element by some, is essentially a collection of dots placed next to each 
other in a specific direction.

Thus, while the dot creates focus the line signifies movement and is a device of 
demarcation and separation as well. Intersections with other lines give birth to 
shapes and textures and complex patterns are laid out through congregations 
and repetitions. Through its weight and bearing the line becomes an important 
tool in creating a psychological reaction. It is how any image is formed even 
if the founding stroke is rendered invisible by subsequent introductions of 
additional marks and colors. Subjected to disproportionate widening, a line 
will take the form of a plain or a color field, losing its integrity as a line in the 
process.

Developed by German psychologists in the 1920s, Gestalt’s theory of visual 
perception becomes crucial in bringing these elements together to aid in the 
perception of a coherent image. The eye organizes these elements into groups or 
‘unified wholes’ through a number of principles which define the relationship 
of one element to another. In Safeer Sandeelo’s works these principles become 
instrumental in creating visual meaning out of the collection of dots that 
comprise them. Much as is the nature of the dot, these images are focused; 
the dots are clustered in variations of tones, and weight, to provide visual 
information, yet exist in quiet symbiosis to complete the larger picture.

Sandeelo has always been interested in the dot. Watching the noise on his 
childhood television with awe, the moving dots of varying intensity carried 
for him a strange attraction. He marvels at the details one can capture through 
the repetition of a single dot, using it to create portraits and landscapes and 
pixelated collages. However, his interest lies in the dot itself and its expressive 
power, finding the image itself a distraction from the tonal range of the basal 
element. His work, thus, slowly moved towards abstraction, turning into an 
investigation of hues, tones and shades, exploring the medium rather than using 
it to build an image.

These bursts of color, when placed next to his representational pieces, seem 
to have sprung from within them; a random distribution of hues provoked by 
digital failures creating something incoherently sublime. These works read as 
microscopic studies of landscapes, zooming in within a pixel to burst it wide-
open on an elemental level, reminiscent of what one might find on magnifying 
a digital image a thousand times: the basic constituents of complex hues, built 
through the placement of pixels side-by-side that the eye fails to register as 
separate entities when viewed as a coherent whole.

In Noshad Ali’s work, the dot progresses to a line, and akin to the function of the 
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line itself, Ali depicts the idea of movement through his repetitions of it. Ali hails 
from Gilgit and moved to Rawalpindi in later years. A childhood spent listening 
to stories of the road from his father, a professional driver in the transportation 
industry, predisposed the artist to an affinity with the line in all its forms and its 
ability to depict distance, journey and direction compelling him to translate his 
own sense of change and displacement through it. A line is after all, a means to 
connect one point to another and to mark their distance. As such, one wonders 
if these overlapping lines represent a map of the mind, marking distances and 
trajectories, giving birth to confusion and claustrophobia in the absence of a 
clear destination.

However, with this sense of confusion the winding strokes emanate an illusion 
of the mind, as the artist attests to the simplicity of his process. He follows the 
trajectory of a single line, winding, crossing and overlapping upon itself, the 
resulting jumble is a picture of complexity. In other instances, the repetition of 
the line forms patterns that seem to follow intricate systems and orders, and 
create optical illusions and double vision; yet they are simple in their design and 
makeup.

The repetition in the visual and in the process is almost meditative, a mimesis 
of the monotony of everyday routine. Yet there is no strictness here, but an 
imperfection that provides a human touch as a result of the freehand execution. 
At other times the repetition is disorderly and entirely random, encouraging the 
idea of free living; of change and rebellion for a more fulfilled life. The varying 
opacity of his mark-making and the colors used provide these works an almost 
biological quality, adding an organic, human element to the abstraction.

As we move to Ahmer Farooq’s work, these lines and squiggles begin to 
take a more meaningful shape, creating forms at the cusp of recognition. 
Peripheral figures begin to emerge with the abstract shapes and lines inspired 
from the Urdu script, bringing into the discourse marginalized narratives of 
taboo relationships and demonized sexualities. Through a covert vernacular 
the artist exposes stories that remain suppressed beneath the ignorance and 
parochialism of society, pushed into dark corners and swept under the rug. Here 
the letters make no coherent sentences, and the vague forms create no cohesive 
image, but for those who might choose to delve deeper the bright hues betray 
nuances, reflecting both our inability to see, and unwillingness to accept what 
is inherently normative and prevalent in society. Through the Urdu script the 
artist roots the issue within local culture, while referencing its pervasiveness 
throughout every social stratum through the cultural motifs of truck art.

This narrative of forbidden love of the extramarital, premarital, and homosexual 
kind is portrayed through bright and colorful filters that negate its gloomy 
realities, and tame the implicit sexuality in the imagery. The choice is left to 
the audience to either see flowery fields, or recognize the hidden truth within. 
The work holds the appearance of a frosted glass painting that one is peeking 
through to the pixelated and obscured visuals beyond, analogous to the 
discrepancies between the exterior that we portray to the world, and the inner 
lives that take place behind closed doors. Especially for those involved in these 
relationships, the experience is one of turmoil, forever condemned to live lives of 
lies and waste away in wait, grappling with feelings of rejection, abandonment, 



insecurity and uncertainty. While the brighter series reflects the oblivious gaze of 
society, this darker facet of the inner experiences is captured in a more morbid 
series in dull monotones, the mental helplessness and unbreakable cycle of 
torment visualized through the orb-like form.

The artist doesn’t just acknowledge the existence of these relationships, but 
also attempts to garner sympathy for them, which may become problematic 
and controversial, even for the open-minded, when it comes to extramarital 
relationships, due to their unethical (not just ‘immoral’ or ‘indecent’) nature. 
With an element of betrayal inherently present in these relationships, the third 
party is deemed a ‘home wrecker’ or a selfish individual who is difficult to 
sympathize or empathize with. Any pain felt as a result of the relationship seems 
self-inflicted, even deserved, yet they are not even the ones under oaths, vows, 
or legally binding contracts. In the end they become as much a victim of the 
relationship, their heartbreak a collateral damage, their emotions invalidated and 
disregarded.

Salman Khan’s work takes us in another direction instead, the lines widening to 
become broad strokes, almost turbulent plains. These works are more visceral, 
with violent strokes exhibiting a certain urgency and aggression. The artist 
began his practice with violent themes, with a narrative originating in the Tribal 
areas articulated through overt imagery of drone wars. This imagery slowly 
distilled itself, detaching from its roots while extracting its essence of violence 
and aggression, and translating it into a more pure and emotive depiction of the 
concept. It becomes less about reporting events as a journalist would, and more a 
depiction of sentiments and experiences, creating an entire identity through it.

Yet, it is not just raw, unbridled emotion that we get, but instances of deep 
contemplation as well. Within the larger picture of chaotic hostility there 
are bouts of clarity, of detailed exploration, of dialogue. Rendered in the 
miniature technique, these are almost like meditative states that allow the 
artist to make sense of the violence, and to perhaps attempt to cope with it. It 
provides a counter to the aggression, both on paper and within the mind, and 
for the audience and the artist himself. Through the process of art-making the 
aggression within and without is resolved.

What emerges from this collective analysis of each individual exploration of dots 
and lines is a pattern of disparities and dichotomies held within the structures 
of these works. There are truths layered just beneath the surface that require 
excavation through closer inspection. The broader picture hides as much as it 
reveals, leaving much more to be gleaned through proximal investigation as 
seen in the works of Farooq and Khan; the former through his vague cheerful 
imagery hiding dark realities, the latter with broad violent strokes hiding 
moments of intricacies and clarity within. While Ali employs a deceptive 
language to hide simplicity within complex form, Sandeelo seems to zoom into 
the basic building blocks, exploring dots and pixels that comprise an image. In 
this case then, the dots and lines are not just simple tools for the construction 
of a pleasing image, used to create and reveal, but as instruments of deception 
and concealment as well which ironically force us to unearth important truths 
through these very mechanisms. They imitate life not in an obvious visual sense 
but in the most real and pertinent of ways.



In my current body of work, titled “Forbidden Love”, I turn my gaze away 
from the oppression of the woman to that of the lover(s). I wish to highlight 
the existence of courtship, homosexual relationships and extra-marital ‘affairs’ 
in an overtly conservative Islamic country where heterosexual marriage is the 
only accepted form of intimacy. This collection of paintings underscores a web 
of emotions, bonds and tensions experienced by marginalized lovers who feel 
crippled in a society where such associations are deemed ‘taboo’. Bound to 
secrecy, a lover is often seen as a shadow; one who always occupies second place 
and is often reduced to sexual objectification. I position figures on the canvas 
to trigger a gamut of emotions - from shame, fear, insecurity, self-loathing and 
loneliness to longing, passion, love and desire.

By means of the Urdu language, its script and form to frame the figures, I 
contextualize my work within the local landscape. Akin to the language, 
these relationships are rich in essence, complex in form and ever-changing. I 
employ highly stylized calligraphy to add an aesthetic appeal to the narrative. 
Incorporating shapes, letters, and words as unfinished sentences I aim to project 
the incomprehensibility of these relationships. A bond celebrated by the lover 
and the beloved, one which they treasure, but approval of which is denied by ‘the 
outside world’.

Colors, accessories, and motifs act like mirrors reflecting emotions and contexts: 
vibrancy depicting beauty or chaos, the intangible silver and gold reflecting light 
which shines through their souls, white evoking void, red rousing passion, and 
dark tones reflecting hopelessness. Glitter sparks excitement, consequently the 
employment of truck art motifs highlight the element of exhilaration which, the 
otherwise disparaged, lovers experience within their cloistered liaison extant 
across all classes of society.
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Behind bars, Ahmer Farooq, 2018
Mixed media on canvas, 152 x 122 cm



Missing lover, Ahmer Farooq, 2018
Mixed media on canvas, 152 x 122 cm



Silent emotions, Ahmer Farooq, 2018
Mixed media on canvas, 152 x 122 cm



Noshad Ali

The road is significant and old as man himself. It shortens time and connects 
us with diverse cultures and philosophical landscapes. I have used line as a 
metaphor for road, redolent of all the road trips I have taken in life thus far. 
The idea of ‘line’ also resonates with our life as a journey. A journey we have 
embarked upon tiered with conscious and subconscious stratums of existence.

My work is a confirmation of intentional and unintentional attempts of 
constructing a response arising from my state of mind and the emotions I 
experience.   



Untitled, Noshad Ali, 2018
Ink on paper, 152 x 152 cm



Blood and Blues, Noshad Ali, 2018
Ink on paper, 125 x 122 cm



Untitled, Noshad Ali, 2018
Ink on paper, 125 x 94 cm



Safeer Sandeelo

My entire practice is based on a play of dots. Whenever I come across an object 
or a subject matter, be it something as simple as a tree, its leaves or branches, 
what strikes me the most is not the form but the details comprising the 
arrangement. As a result, I work with dots to attribute the details.

I am enticed by the tones, the colors and the minute details embedded in the 
structure. Soon enough I realized that I am not attracted to the portraits and 
landscapes I painstakingly captured on paper. To me the entire process seems 
insincere and trite and the exercise futile.

I am forced to question myself ‘Need every detail be perfected, need every object 
in the painting be complete?’

I want nothing to do with the subject matter but to specifically apply paint to 
paper in order to capture the assortment of tones and the playful and expressive 
character of colors through an arrangement of dots. These images might appear 
to the viewer as fragmented but to me they represent a successful body of work 
capturing the true essence and spirit of the subject.



Untitled, Safeer Sandeelo, 2018
Poster color on paper, 38 x 38 cm



Landscape, Safeer Sandeelo, 2018
Collage on paper, 30 x 30 cm



Untitled, Safeer Sandeelo, 2018
Felt tip pen on paper, 29 x 29 cm



Salman Khan

On observing closely and after much contemplation I have come to the realiza-
tion that all forms of insanity have a strangely unique relationship with reason. 
Trained as a miniature artist, I find the technique and method of miniature art 
to be highly introspective; one which gives rise to unprecedented emotional 
strength. My paintings become a commentary on the enigmatic unleashing of ag-
gression and calm on the mind. At the same time, my practice engages a narrative 
on socio-political scenarios prevalent today. The practice then becomes an inor-
dinate catharsis for releasing one from the chaos, pain and burden of everyday 
life in order to experience tranquility and peace from within.



Untitled, Salman Khan, 2018
Gouache on wasli, 55 x 71 cm



Untitled, Salman Khan, 2018
Gouache on wasli, 43 x 32 cm



Untitled, Salman Khan, 2018
Gouache on wasli, 70 x 48 cm
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