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sheeshe ‘ch tharer | a crack in the mirror

Guest Curator Sajdeep Soomal

Have you ever heard the late Surinder Kaur sing? Known as the Nightingale of
Punjab, she is credited with popularing Punjabi folk music and singing Sikh Shabad
by lending her voice to old verses. Her celebrated career began just four years before
the partition of India and Pakistan and continued until her death in 2006. The title of
this exhibition, sheesh ‘ch tharer, is taken from a popular song by Surinder Kaur; her
folk rendition of a short work by mid-century poet Shiv Kumar Bhatalvi. The song ik
meri aakh kashni recounts the inner turmoil brewing in the mind of a newly married
woman. One sleepless night while fixing her hair, the young woman is stricken with
the provocations of married life: dealing with her gossiping mother-in-law, serving
her younger brother-in-law and gazing upon her beautiful husband. Intrusive
thoughts about the circumstances of her life start to fracture her worldview and a
crack appears in her mirror. The crack in the mirror marks the apocalyptic-yet-
ordinary moment when your way of thinking—your particular mindset—starts to
fracture and is broken open by the force of experience.

| think that everyone experiences these stopping moments. They are the result of a
gulf that exists between the ideating mind and the material world, a gulf that pulses
and breathes to the tempo of these overwhelming moments. | imagine that Surinder
Kaur would have a few of these stopping moments as she went from growing up in a
conversative Sikh Punjabi family in 1930s Lahore to trotting around the globe and
performing Punjabi folk songs and religious Sikh Shabad for audiences in Canada,
Australia, the UK, France, Russia, and East Africa. In this exhibition, Simranpreet
Anand and her collaborator Conner Singh VanderBeek invite us to contemplate a few
moments of fracture that have shaped their journeys through the density of Punjabi
and Sikh diasporic life.

“Do we need to reform the gurdwara?” Simranpreet asked as we travelled to her
family home in Surrey, BC. “There is a world of Sikhi that exists beyond these
gurdwaras.” Waves of centralization and corporatization have swept up gurdwaras
across Punjab and its diasporas throughout the 20th century. Led by the Shiromani
Gurdwara Parbandhak Committee (SPGC) in India and affiliate organizations in
Canada, these moves have sought to streamline Sikh religious practices across the
world and to introduce more efficient and cost-effective operations.

g9 9an & & e 1| bande chasm deedn fanaai 1 asks us to take another look at
the sacred materials and practices that make up contemporary Sikh institutions with
Gurbaniin mind. As you walk past the two chandoa sahibs and look at the burned
synthetic fibers that might have been stitched into rumaley sahibs, listen to the
poetic Sikh verses playing through the radio. What would Baba Farid have to say
about the sanctity of synthetic textiles? Would Kabir Das Ji or Guru Ravidass Ji think
about them differently?

854 (the blue room) takes us from the contested politics of the gurdwara to a private,
domestic sites of prayer; demonstrating how Sikhi does not require constructed
grandeur but can be spatially made with a few paintings, some religious ephemera,
and personal artifacts. This photograph is the inaugural work for a new series that
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documents how Sobha Singh’s portraits of Guru Nanak Dev Ji and Guru Gobind
Singh Ji (commissioned by the SGPC) end up forming spaces of worship within Sikh
households.

Itis this attention to the quotidian materializations of Sikhi that lays at the heart of
THIT doc Bt 98fYe (blueprints for tying a dastaar). For this work, Simranpreet
Anand worked with close friends and family to learn about the different methods
and styles that they used when tying dastaars as a part of their daily religious
practice. Her photographic methodology for this work involved soaking the turban
cloth in photosensitive chemicals before it was tied and worn, so that when the
dastaar was unravelled and displayed, it would hold a visual trace of the otherwise
invisible daily ritual of dastaar tying. mded =1 €t faaaT (at the same shore of the
ocean) places the turban within a different frame. This video and photographic work
considers the feminized labour that goes into washing and caring for the turban
cloth while attending to the pointless and exhausting task of attempting to wash the
cloth in the Vancouver Harbour, where the ocean current works against the artist and
microscopic elements (such as salt, pollutants, bacteria, and microplastics) attach
themselves to the cloth.

The final work in the show, RTY ¥aT& T STEferTd, insatiable desires of a bourgeoisie,
takes us out of the everyday context of Sikh Punjabi life and into the industrial world
behind two postcolonial North Indian commodities: the pre-packaged spice box and
the flat-woven dhurrie rug. Through dyeing and pixelation, this work compels us to
think about how corporate forces have transformed the way that we prepare our
food and furnish our domestic spaces whether in India or the diaspora. The blurred,
pixelated images evoke the obfuscated labour operating behind the scenes of
pre-package spices and tightly woven dhurries, subtly asking us to consider how we
might grow, forage, and prepare spices ourselves while inviting us to take up the
artistic crafts of dhurrie weaving and dyeing.

In this exhibition, Simranpreet and Conner depart from the representational
practices and politics that continue to contain and constrain the work of artists of
colour and particularly Punjabi artists in the Canadian art world in favor of a set of
responsive and transformative ones. The evaluative project of representation tells
artists, writers, translators, and others to hold up a mirror to the world, asking them
to create better images, reflections, and descriptions of the worlds around them.
This model is often fixated on the mimetic accuracy or indexicality of the final
representation rather than appreciating the transformative objectives and effects of
the work and process itself. Alleviating ourselves from the pressures of
representation, we can attune to how the messy, mediating force of our artistic
practices disturb, partake in, and transform the worlds around us—from families and
ethno-cultural communities to chemical ecologies and extractive supply chains. The
works presented in this exhibition do not hold a mirror to the Sikh community, but
form a set of lively and contested nodes within and beyond it.

In that way, the works presented in this exhibition are not so different from the
provocative approach of the famed singer Surinder Kaur herself, who refused
gendered restrictions around who could perform kirtan in the Sikh gurdwaras by
deciding to sing out Shabad in the recording studios of her music label again and
again. Like the artists featured in this exhibition, Surinder Kaur crafted her own path
through Sikhi, letting her mindset rupture as she tried to make sense of the
difficulties and contradictions of contemporary life with old verses.

Previous pages, Simranpreet Anand and Conner Singh VanderBeek, €< | FaHy a€< 1T I| kaunu su

sanamukh kaun vemukheeaa 1| 2021, single channel colour video, 5:06, Gurbani radio, cushions, white sheet.

Top left: Simranpreet Anand, W& & W& gu &t 79T fe3 fatft #od areen | maal kai maanai roop kee sobhaa it bidhee
Jjanam gavaiaa || (detail), 2021, cardboard tubes, various synthetic fabrics, ashes, soot, charred and melted plastic.

Top right: Simranpreet Anand, 1379 g&e &€t 98fife (blueprints for tying a dastaar) (detail), 2021, textile sculpture
installation.

Bottom: Simranpreet Anand, mieg =1 €<t faarar (at the same shore of the ocean), 2020, photographs and
single-channel colour video with sound, 2 hours 41 minutes.



Works in the Exhibition

Simranpreet Anand, in collaboration with Conner Singh VanderBeek
ge 9nn & gaMe I bande chasm deedn fanaai | 2021
sculpture and mixed media

7€ gHS Ao M3 39 uatha @n3 a9 €t 73 fE9 37 € Is STt 3 w3t mafemr mrer
J1 yge 91 9 U Afag  »3 IAH 378 e Hie Hal Ae 8ot € »iars 3¢ AT Jet
H B3at 2 S5 i a7 g9799 I A Ha| WiA-9& € IN& Ffog w3 Trdfia =@n3 fHafea
USHICT 578 HSTE e I& 3 »dls 9 I8 A3 TIRIS & YEH3 J9€ I6| Gast @ wirt
w575 ydte Aae If 3 99 fea uHt 39 Ha 3 32T 93¢ Ifl §9 I A3 JIgen™d »3 Iid
3 aet aH &t e, g9 f¥a qraems fee g® wrfaet €1 Bg 3fonT afder I 3 w3 fide
993 Arfant & dfenr & adt mten fon yeandt e gures Afag w3 Jonm o feq
Jgenmg ot fraas o1 fodd o3 I A W3 JoTafdd o et St o AaesT w3
SIS 5% Ifem J| I3 8 IeTarfad o € & fed grouet 39 3 S J f@ftmr famr I
3ifg et & HofezT a8 »irft »in-ds it arafhia @Rt 579 A Hatel

In Sikh practice, sacredness flows through objects and materials that come into
contact with its sacred scripture and eternal Guru, the Guru Granth Sahib. Once these
objects accrue the sacred, vital energy emanating from the Guru Granth Sahib, they are
seen as living entities themselves and are set to be cremated at the end of their life
cycle. Through a ritual called agan bhet seva, the objects are offered to the fire. While
natural materials such as cotton and silk were historically used in Sikh institutions,
they have been replaced by mass produced, synthetic alternatives that emanate toxic
fumes rather than sacred energy when cremated. These new cheaper, plastic-laden
textiles are often given as offerings to gurdwaras, where they accumulate in excess
until cremation day. The majority of the textiles used in this body of work were
consensually taken from the storage warehouse of a Sikh facility in Canada with the
aim of finding another pathway for these synthetic yet sacred materials that will take
centuries to perish. Listen to the Gurbani playing from the radio as you walk through
this body of work to contemplate how the ethics of Sikhi are being worked out within
the contemporary plasticized context of Sikh institutions.

Clockwise from top:
Installation view of several works from the series bande chasm deedn fanaai at SFU Galleries, Vancouver, 2021.

Simranpreet Anand, 593 #&H 3aH3 3 Ta§ »mfag Hfg ot ureh | bahut janam bharamat tai haario asathir mat nahee paiee
Il (detail), 2021, seventeen rumaley sahib, manji sahib, plastic flowers in crystal vases, white fabric.

Simranpreet Anand, H& & W& gu sft AgT feg fadt 7eH areTfent | maal kai maanai roop kee sobhaa it bidhee janam gavaiaa
Il (detail), 2021, cardboard tubes, various synthetic fabrics, ashes, soot, charred and melted plastic.

Simranpreet Anand, €% &te faarg Rfgs Heds 7 /Y 83 1| 13 73 & 98 778 HaY M AW | uooch neech bikaar sukirat sa(n)
lagan sabh sukh chhatr || mitr satr na kachhoo jaanai sarab jeea samat |l (detail), 2021, chandoa sahib, rihal, chaur sahib,
plastic marigolds, plastic rose petals, white sheet.



Simranpreet Anand

HS o He gu ot AT feg fadt 7iau arefem | maal kai maanai roop kee sobhaa it
bidhee janam gavaiaa || 2021, cardboard tubes, various synthetic fabrics, ashes, soot,
charred and melted plastic

feg gget 39 919 375d €< & gt 3 I (vfar 24)1 §9 7E FfTE TS fa 7 it HE T
gt fug 337 featar wirt »iust ardt fifedft s9g7e 9 =N fon a@merfad oH f&g 1 Juz
ferman® 3 famr I wfee gu® Arfget & fieGe met @93 Hae Ht ug feo ot uetha
It &8 &t <93 TR AE fon JuI § ABTen "ier J 3Ht @R € "eTee § 2y Aae J
ft feaat ysmiea frafea qufsmt o1 yass Aflmt f&g =afamw arer /fi?

Sikh scripture speaks at length about the spiritual emptiness and wastefulness of
ornate materials. The title of this work is a quote from Guru Nanak himself, who tells
us that we waste our lives away if we remain preoccupied with the trappings of
wealth and material beauty (Ang 24). The flashy, synthetic textiles featured in this
piece hold no spiritual significance in this form. But they are materially identical to
what has become the staple material for rumaley sahib, the sacred textiles that Sikh
communities use to clothe the Guru Granth Sahib. The parts of these plastic textiles
that touch the ground have been melted away by the artists, revealing the
artificiality of the contemporary synthetics that have replaced silk-embroidered
cotton within Sikh practice.

Simranpreet Anand and Conner Singh VanderBeek

€9 &ty faerg afgs Heds 79 7y €3 || g 7Y & 98 778 g i AH3 1| uooch neech
bikaar sukirat sa(n)lagan sabh sukh chhatr || mitr satr na kachhoo jaanai sarab jeea
samat || 2021, chandoa sahib, rihal, chaur sahib, plastic marigolds, plastic rose
petals, white sheet

Jgenfontt fET Fenr rrfag 919 3fE A #t 83 »ift fenGe If, J9 wifoe & »irt A
e 77, 99 o5 wirft us uze 77| foegs urafia AT & a9 €t 13 a8 ATt »iyt fieg
w3 fadt w7t sﬂﬁ?we‘lwanfu%a@wmzﬁ@mﬁ?

 IGEE! I WA BT oH € & f9 BT I O Hf a1g migws €2 +ft & feut feg g
(a1 1017). 87 T wag 3 fa 7g # fom uast 3 afge I Oas € g 3w = g
gfger 3. for g€ 3 d¢t ga9d &t ufaser fa @R e Iz d= 3.

In the sacred court, a jewelled canopy, or chandoa sahib, hangs above the seat of the
Guru, demarcating spiritual space. In the title of this work, Guru Arjan says the
canopy of the Guru’s grace covers all beings equally, be they high or low, friend or
foe; the sun rises and dispels darkness for all, and the fire provides warmth for
anyone who approaches (Ang 1017). If the chandoa sahib becomes a sacred object
by covering the canopy of the Guru’s grace, does the newly-sacred canopy also need
its own canopy?

This work consists of a chandoa sahib hanging above another inverted, circular
chandoa sahib, atop which sit a wooden rihal or prayer book holder, and a chaur
sahib, or fly-whisk—echoes of pre-colonial Indian court regalia. The lower chandoa
sahib is elevated just enough for its fringes to not touch the ground. Surrounding the
platform—placed just beyond reach—are rings of plastic marigolds and artificial rose
petals: a reminder of the replication of natural materials with plastic. Are plastic and
wood conductors of sanctity?




Simranpreet Anand and Conner Singh VanderBeek

HAfS HS dfed &% d9T HE Ias ot W™ | mukti maal kanik laal heera man
ranjan kee maaiaa || 2021, single channel colour video with sound, 16:33

wHt rfantt & fer 3dia a8 Sufan® &t Hows ot 3, odt @9 miud wa feg, uZ Hat €
f&9, & wiye @r3t € wat {29 972 frg JU3 993 Hed w3 IHaed I, 3H! suz <t At
I T AFE J| WiAd S gHTS AT AAS US98 &8 ¥ I€ I6 M3 YgHd 378 g g€
T3\ fon aras BTt feg ural feame afde g 3t deadt & fegst ©t Hoe feg fog umr
Fefent &y Age I U9 &8 It 5% feg U=t §ua & wier I IH aBEE s aUS &
FeTge Oy Hae 3 U3 fabfa 83 usmfea € g¢ 7€ J5, €9 g< &t Ae9 adt A<l

J1g »IAs €< i for gouTel 37 €9 afde I8 fa “Hs” fa? Ao w3 935 an fer Arrdt
Hies feg Hifenr I (wfar 700). &t it fer Guen & »usEfemtt gHTs Aifag € wivas fHy
HfgnraTg fE9 Haedlt 3 AT G Aae at?

On special occasions, Sikh families donate sets of rumala sahib to gurdwaras, or Sikh
spaces of worship. These textiles are opened and placed atop the Guru Granth Sahib,
folded, and put away for later use. The stacking of fabrics in this video work is
inspired by this process as well as the customer experience at a kapra mandi, or
fabric store, where shopkeepers layer open fabrics atop one another for customers to
view. The artists’ performance evokes the embodied and cultural ways that fabrics
are handled across South Asian contexts.

In the title for this piece, Guru Arjun explains that gold and precious gems please the
mind but are little more than material trappings (Ang 700). This video displays the
rich and enticing range of patterns and textures present in rumaley sahib, while
revealing the pervasive cheapness of the materials from which they are constructed.
The artists take care to smooth the fabrics as they are unfolded, yet the creases in
these plastic textiles never go away. The artists also pull out loose threads to make
the textiles appear perfect to the eye, but this process only accelerates the
unraveling of these low-cost objects.

Simranpreet Anand and Conner Singh VanderBeek

H A&HY a8 9 | gunu su sanamukh kaun vemukheeaa [L
2021, single channel colour video 5:06, Gurbani radio, cushions, white sheet

31g I8 "rfoe w3 urdtha =aznt €t fiedht fafimit 'S 7 fer g@marfaa o feg saa
et 1 397 fegst fafiput feg ot w3 Je ferer 372 3073 fearg e, faadvr it Adt
T 5% At 7T I s, faadt st sttt 7 It 95 ?

This video juxtaposes the artists’ footage of Sikh prakash seva, the morning ritual of
opening the Guru, with found footage of life-cycle rituals involving rumaley sahib.
The resulting collage is a near stream-of-consciousness take on the uses and misuses
of this textile as it suspends between sanctity and disposability. In the title for this
video work, Guru Arjun asks who faces the Guru and who looks away (Ang 131).
Viewers are invited to sit on cushions, to watch the video, to face the material world
and listen to and choose recitations and performances of scripture played on a 24/7
Gurbani kirtan radio.

Simranpreet Anand

U3 A&H FIH3 3 IaG »mfag Hf3 st uret | bahut janam bharamat tai haario
asathir mat nahee paiee || 2021, seventeen rumaley sahib, manji sahib, plastic
flowers in crystal vases, white fabrlc

wH 39 3 UfE393" Bt uraHd @r3, i fa fagqurst, Udhf, w3 gred, gHd wrfas g
BUS A I3, ot gH8 Arfggt & & i wifow fE9 Bues grdter 97 # feg e feaded
ft fog yfafant gmfz Jaft?

19 391 997 A fem 3 (viar 631) fET fade I fa fAos Sa €s3 &t g feg en e
T5 €7 g2 <t 7aH € I3 999 3 dt 599l

In daily practice, Sikhs wrap the Guru Granth Sahib in rumaley sahib that clothe the
Guru. These textiles become sacred when they are given as an offering in the Guru’s
court. Rumaley sahib are also used to clothe spiritual materials such as kirpans,
pothis, gutkas when they are not in use. The continuous wrapping of the rumala
sahib is an echo and extension of this gesture.

In this passage from Gurbani, Guru Tegh Bahadur tells that those who become
entrapped in the pursuit of wealth never escape the endless cycle of birth and
rebirth (Ang 631). This piece extends that notion to the wrapping of sacred objects in
rumaley sahib, which themselves have become entrapped in a cycle of reproduction
and waste.

Plastic flowers and crystal vases are placed in front of the Guru Granth Sahib and
around the darbar (court). Historically, these would have been fresh flowers offered
and replaced daily by the congregation to the Guru but have been replaced with
artificial flowers due to the affordability and durability of plastics.
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Simranpreet Anand
85 |l (the blue room), 2021
photograph

fog 82 arag fHw © & #f w3 wrat #t T wa &9 fidt aret it w3 e =t ammarfaa =t
ot gonr3 A1 Iadtas J9 fBa Uareh-fiy ufgerg € wa fea fog qramt dhvt 3rdtat geut
Ta1 182 w3 19t meht i fagara a9 oad = #t 8 wigd 3919 & feurge ws, Qo
© HE ©3 gt @9 f3za ger H, Gaat & net famu €t erzta g6t Iet /it o ggedt &
é@l%wwaﬂeﬁ(SGPC)mﬁwﬁw@aﬁmm@e;ﬂm@aﬁ
difee i #ft it fog 3Adtat gt As1 19t Aeft € »i3 w3 20 At @ gonrs feg
ffer g It FBTaTe et fEg sesm nifen 81 ot 28 ity Ireters @ e
Igdiaht I It 1 g f8a yren nie fae garfon 712 | U © figas et
FBEIG T IHIT [Y-2Y, fi fog 3 uAmHTs, Tefha ygret 3 €9 wre v A | feat
3rtat fiR et fegre iy wat o feast &t feniua =93 w3 Aes Uer 59 s fest
Wﬁw—wwﬁwwfww&ﬁmwﬁamm%ﬂ@a&ﬁmfa
H'3 319 fa< &ar€ As | 89 A3 He &t »iy fiEe mem Hae aal

This photograph is a part of a new series documenting how Sobha Singh’s
immensely popular portraits of Guru Nanak Dev Ji and Guru Gobind Singh Ji are
displayed in Sikh households around the globe. Commissioned by the Shiromani
Gurdwara Prabandhak Committee (SGPC) in either the 1950s or the ’60s, these iconic
portraits that capture the Khalsa ideal marked a significant departure from earlier
18th and 19th century visual representations of the Gurus that sought to capture the
plurality of syncretic, spiritual practices by using elements that are contemporarily
identified as being discretely “Hindu” or “Muslim.” This photographic series from
Anand probes the overdetermined ideal of Sobha Singh’s portraits by considering
their placement within Sikh households. The works offer a glimpse into the syncretic
and diverse religious practices of contemporary Sikhs.
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Simranpreet Anand
FHTY TT8 T SATTd |l insatiable desires of a bourgeoisie, 2021
natural dyes and cotton

fegst fed g9 fea get Iet =t & 2 3 f¥q vest fuanst a7 3dt 3ATia a9 »Eet JI
= 3t for & fimirs 37 2441, 31 307g fea feurdt e gg I A< fa feg wH.stw. €
HATfent € 38 I&| fog dH A fer 879 Aee B¢t Hagd 99w J f fae gg-amedt
FIUTHS & '3 IuTeT Hies &9 fea Hdgeyas it e fefsam gefgnr 3

grdteret €9 e 9793 3 HATS m3 wdtif 1Y 3 yfHu feen Afe @& HHTs H # »igew
133 fo9 s, Bat & feghis e @ &9 fesomft § ot w3 Bast & Wiy s 58S
wa 99 fe3 3 gradnii & feg “curry powder” @R 29 B &9 fegn . = 99, B
frmrede feg HAS 578 B A1 wHt feast HATent © St & ugTe e Jf fagfa
feg A3 wat 29 593 »H T&|

TSPt HTet w3 HTHMvT it it I 1 §aat 3 gt Fa Af §JaT & en3T & 9793 fog
gfafentt gt va| faBfa edhit s & fog was qu fegeT adt Ht, edhif geGe &
gg37 fams A3 Ieflarg feg odf faan fom ot game, fog f¥a 9o I 7 Hiadt @vtdT gt
art I | IKEA w3 Anthropologie Sgafmt St Fuatt emrar It Fieht Ta

Three hand-woven dhurries hang from the wall. Can you make out the images?
Playing with the politics of perception, the block patterning appears referential to
some and abstract to others. Anand uses pixelation as a technique of opacity to
encourage the viewer to mark out the contours of their own commaodity fetishism.
Those versed in Indian home cooking might recognize the pixelated images of
pre-packaged spice boxes produced by Indian spice company MDH (Mahashian Di
Hatti) - particularly MDH Curry Powder, MDH Chaat Masala, and MDH Butter Chicken
Masala. Initially geared to the modern Indian housewife, MDH spice blends are now
available in grocery shops around the world, adjusted to the tastes and demands of a
postcolonial, global consumership. Similarly, you can now find machine-made and
even hand-made, flat-woven dhurrie rugs stacked on the shelves of multinational
furniture retailers such as IKEA, WestElm and Crate and Barrel with new, abstract
designs that are without place or history. This work brings together these
postcolonial Indian commodities - the flat-woven dhurrie rug and pre-packaged
spice mix - to consider how multinational corporations have reoriented the craft of
these two principal, pre-industrial domestic goods for a global, bourgeoise
consumership, while reclaiming the hand-woven dhurrie rug as art object itself.

Special thanks to Kamlesh Mali (head weaver), Aarif Rangrez (dye specialist), Rekha
Devi and Kavita Sharma (rug checking and finishing).
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Simranpreet Anand
e = Ot fastar || (at the same shore of the ocean), 2020
photographs and single-channel colour video with sound, 2 hours 41 minutes

for dAG w3 fegar St fieg 3t fiea s 3 376 =<t f¥q ers9 & mieg feg dfent
2y Hae J| fer yeawa! aHareT Hig € 2a9<d udete € 29 die 3 o3 famur v fen
JeIad IH = & Ay fafedr t ffa afest € O399 o 3t 31 Ay fafea fox
HfIZaTg m3 &t g fifar 3 feq afesr “mifeg © 6t fasa” 7 Gaer € 1994 € fass
‘=38 ©d ad1” feg afhs 3, for JfesT feg 69 foue g fa Ao Bu Ssgeg e mHeg ©
fasra 72 T, m@aeﬂmmf@ﬁ@@smmeﬁmmm@eﬁmn&ﬂmaﬂ
feat EH3T9T & AHEd € faad ﬂ?MHe&d'EﬁqedHélﬁ 7 I Urrg € st faard
WWWFﬂé@E‘d ‘T SHHfTE I Tfemt dnit Bfgat I3 38 Swehut Is M3
FHed €t 28T A3 &1% ddT ATett I& 1 STHTST Hid © HATed Fa, §9 376 & a<t
asa@nmé?m@mzﬁmm@wsw@émaammmﬁ@
MW@SH@WWW@H?EBT@W@M?@UWH%W@%M@
fgfen 9793t €0 & Guar 3 udefent ATg dEit &1 e i3l

On the anniversary of the Komagata Maru’s docking a few miles from the shorelines
of Vancouver in 1914, Anand treks down to the Vancouver Harbour to repeatedly
wash a white turban. After spending two months confined to the ship, the 376
passengers aboard the ship were denied entry in Canada and sent back to the
subcontinent. Her performance of feminized labour brings into question the work of
the two women aboard the ship. How were the hundreds of turbans worn on the ship
washed throughout the journey and during the docking of the ship? The turban cloth
accrues meaning and matter through the repetitive act of washing in the Vancouver
Harbour. The ocean currents work against her unlike the river currents in Punjab that
flow more cooperatively. As the cotton turban cloth is repeatedly washed it accrues
microscopic elements nearly invisible to the naked eye, including salt, pollutants,
bacteria, and microplastics (including those derived from synthetic textiles). The
cleansing ritual ends in failure and becomes a pointless yet exhausting endeavour.
Video documentation by Lief Hall, assistance by Conner Singh VanderBeek.
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Simranpreet Anand
THIT doe Bt 98e || (blueprints for tying a dastaar), 2021
textile sculpture

fen gwrarfaq o e feg feurfonr At J fa, TH39 o afent @it fdaht mgar-
W& UETS I5| I9 fq en3d g @8 &t it Gaa &t engrg e fifer g€t 91 feg
feuge et ot fea &2 figer ardet Hh fatfa me 3t foa &2 fige J 3t fiee
1 &2 J1 wiargHt f&g &, “taking,” “shooting,” “capturing” afde I&| 7 sAdteret w3
farat € wae J& 67 S2adTet 5% 43 IT Ia| eddard! v fef3am <t 393 feg w3 vy
<t andleet s afsu et Mt w3 g S 3

forn qeafaa aH ot a9 ffa edaardt @ fefsafha 3dta, rscfoy, os sfor I 7
e o1& da1 &t 3Adla Jeft J1 Ae Amderfey € gaTfee (chemicals) & 3wt Baret J feg
€3 31% ge #1e Js| feg grfee en39t & B, »Ud fE9 g5 F Inat feg ue Hal I
IHT Bt EH3aT & €Y d feg ugTe Hae J 9 fao3-faas fafimr & dnat 4ft Ht grags
famr ater g famm w3 wfege forr fag= 3, 9 fder afg 7 I

fen aH feg Wik 99 feg en39 doe v 3dta Haais & Bust € ufgeg o enst fed
fom 3 fimfen 3

Playing with material memory and embodied knowledge, €739 Soc B¢t g8fe
(blueprints for tying a dastaar), marks traces of the everyday ritual of dastaar
(turban) tying through a cyanotype process. Soaked in photosensitive chemicals,
tied and then worn, the dark blue hue demarcates areas of the textile touched by the
sun, while the lighter areas are those that remained hidden in the folds. Unravelled
and displayed as a blueprint of the process of tying, the dastaar fabric retains an
imprint of how it was worn. As an index of a daily ritual and embodied act is usually
held in the memory of the tying hands, this work plays with the legibility of cultural
practices.

There are a variety of dastaar styles within the Sikh faith. The varying colours, folding
and pleating styles, and ways of accessorizing dastaars speak to the spiritual and
cultural diversity within the Sikh panth, or global community. Moreover, there are
particular practices for washing, cutting, drying, and folding dastaars depending on
its style. Each individual dastaar retains the effects of these processes, as well as the
associations of faith and style that have been imprinted into the fabric, documenting
a personal relationship to the Sikhi of the wearer. Departing from the representative
aims of traditional camera-based photographic practices, these textile work are the
result of Anand’s work with close friends and families to learn and photographically
transit a multiplicity of styles and practices related to dastaars onto the textiles
themselves.
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Top left: Simranpreet Anand, g9T¥ ¥aT= T sT|{erd, insatiable desires of a bourgeoisie (detail), 2021, natural dyes and cotton.

Bottom left: Simranpreet Anand and Conner Singh VanderBeek, Haf3 s dfsar &5 dfar ve das ot Wifemm 1| mukti maal
kanik laal heera man ranjan kee maaiaa | 2021, single channel colour video with sound, 16:33.

Right: Installation view of several works from the series bande chasm deedn fanaii, at The Reach Gallery Museum, January
28 - May 7, 2022.

Following pages: Installation view of Hl¥ ‘g 333 | sheeshe ‘ch tharer | a crack in the mirror, at The Reach Gallery Museum,
January 28 to May 7, 2022.
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On Translation

The Punjabi texts included in the exhibition and publication were written by the
artist herself. The English and Punjabi texts are not direct translations of one
another; rather, they are both original texts that are the result of conversations
between the artist Simranpreet Anand, her collaborator Conner Singh
VanderBeek, and the guest curator Sajdeep Soomal. Each text is context specific
and includes unique concepts, ideas, and language.





