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“There was complete silence among
the villagers, broken only by the tinkling
of a bullock's neck-bell as it shook its
head to drive off the flies. ‘We can only
protect ourselves if we win the war.
We have lakhs of men in our country,'
the sergeant swept his arm across
the breadth of the crowd. ‘We can win
with the help of fighting men. Now,
everyone who joins up will be given
Royal silver coins in wages and free
food and clothing on top. When the war
ends, men will come home and get
a pension for life.'
‘Have they stopped killing them in the
wars now?' old Rehmat said with a little
sarcastic laugh.

Bani Abidi, Ayisha Abraham, Gilles Aubry, Jamil
Baloch, Sarnath Banerjee, Nathalie Anguezomo Mba
Bikoro & Anaïs Héraud-Louisadat, Nick Crowe & Ian
Rawlinson, Ayaz Jokhio, Amina Menia, Judith Raum,
Muzzumil Ruheel, Sonya Schönberger, Surekha,
Risham Syed, The Tentative Collective

The sergeant's lips twitched. ‘We don't
want old men,' he said. ‘Only young
men may give their names.'
A buzz rose from the crowd. Two young
boys started talking.
‘Where is the war going on?'
February 24 – March 3, 2017
Alhamra Arts Center, Mall Road

‘Don't know.'"

Curated by
Elke Falat and Julia Tieke

Abdullah Hussein, The Weary Generations, first published
in Urdu in 1963, in English in 1999

Alhamra Arts Center
Mall Road

 میں ایک بڑی جہاد کی1914 اور پھر برلن کی طرف لے جایا گیا جہاں
حکمت عملی کے تحت ہاف مون کیمپ کے بارے میں سوچا گیا
 کی فن کارانہ کاوشیں ویسٹرن فرنٹdigging deep, crossing far
 مذہبــی اور قومیت کا،کــے دوســری طــرف ہونے والے واقعات
 ســائینس کی تاریخ اور جرمنی کے اســام کے ساتھ تعلقات، پروپگنڈا
کے بارے میں سواالت اٹھاتے ہیں کے ساتھ یہ نمائیش جنوبی ایشیا
کی طرف خاص طور
 پر پنجابDigging Deep, Crossing Far_4th Encounter: Lahore
کی طرف واپس آ رہی ہے جہاں پہلی جنگ عظیم میں بھی فوج کی
.بھرتی کا عالقہ ہوا کرتا تھا

digging deep, crossing far presents contemporary artistic
positions on lesser known narratives from the First World
War. These positions add global perspectives to the
dominant narrative of WWI in Western history, and begin
in a camp in Zossen-Wünsdorf (Germany) where nonEuropean prisoners of war were held, the Halfmoon Camp.
This camp is the exhibition’s sounding board for further
discourse and artistic engagement.The search for answers
to the complex history of the Halfmoon Camp first led the
project to Bangalore, Kochi (India) and Karachi (Pakistan).
digging deep, crossing far then continued in Berlin (Germany),
where the Halfmoon Camp was conceived in 1914 as
a part of a broader jihad strategy. The artistic contributions
to digging deep, crossing far raise questions about scenes
of war beyond the Western Front, about religious and
nationalist propaganda, about the History of Science, and
about Germany’s relationship with Islam.

 پیش کررہے ہیں اپنی ہم عصر فنdigging deep, crossing far
کارانہ کاو شوں کے ذریعے پہلی جنگ عظیم کے ان واقعات کو جو
کم بیان کئے گیے ہیں
یہ صورت حال مغربی تاریخ پر حاوی پہلی جنگ عظیم کے دنیاوی
تناظر میں ایک اضافہ ہے اور جس کا آغاز سوسن ویونس ڈورف
جرمنی میں واقع ایک بڑے جنگی کیمپ سے ہوتا ہے جہاں ہاف مون
 یہ کیمپ نمائش کی-کیمپ میں غیر یورپی قیدی رکھے جاتے تھے
-تشہیر کا ذریعہ ہے مزید فن کارانہ کاوشوں اور گفتگو کا
ہاف مون کیمپ کی پیچیدہ تاریخ کے جوابات کو تالش کرنے کے لئیے
) کوچی(انڈیا) اور کراچی (پاکستان،یہ پروجیکٹ سب سے پہلے بنگلور
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With Digging Deep, Crossing Far_4th Encounter: Lahore, the
exhibition returns to South Asia, more precisely to the Punjab,
the province which was a preferred recruitment area – not
only in World War I.

The only “Moscheestraße” (mosque street) in Germany can be found in Wünsdorf.
It is the only lasting visible memory there of the first mosque built in Germany,
in the Halfmoon Camp 1915.
Photo: Khaled Al-Boushi, 2014

Artists

Bani Abidi

Memorial to Lost Words, 2016
Sound installation
Bani Abidi’s newest work proposes an alternative, decidedly
anti-monumental, form of memorial. Drawing on the archive
of London-based poet Amarjit Chandan, Bani Abidi’s sound
installation brings into dialogue two sets of voices, both largely
overlooked in official accounts of the First World War:
The first are folk songs sung by the mothers, wives and sisters
of Indian soldiers living in the Punjab, pleading with their
menfolk not to go to war. The antithesis of war songs, these
ballads – recorded by the artist with folk singers in Pakistan
– tell stories of longing, loss and the absurdity of war.
The second are the unheard voices drawn from letters written
by Indian soldiers to their families from the front. Censored
because of their frank accounts of the horrors of the war,
these letters never reached their addressees. Memorial to Lost
Words gives voice to these lost letters through a freshly com
posed song by poet Amarjit Chandan, commemorating the lives
of these forgotten soldiers through a profoundly oral tradition.
Text: Sorcha Carey – Director, Edinburgh Art Festival

www.baniabidi.com
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Bani Abidi, Memorial to Lost Words, 2016
Photo: Christoph Assmann

Bani Abidi (*1971, lives and works in Berlin,
Germany and Karachi, Pakistan) works with video
and photography, often using humorous and absurd
approaches to take a stand on political and cultural topics. Her work has been shown internationally
at a variety of locations in solo and group exhibitions: n.b.k., Berlin (2017); Experimenter, Calcutta
(2016); Dallas Contemporary, Dallas (2015); the
Berlin Biennale (2014); the Guggenheim Museum,
New York (2013); and the dOCUMENTA 13, Kassel
(2012). In 2011/2012 Bani Abidi was an artist
in residence at the DAAD in Berlin.

Gilles Aubry

From A to OM, 2015/2017
Installation

9

Ayisha Abraham

“…the telegraph now rings full speed”, 1991 – 2016
Mixed Media Installation
In Boots / Pyramid (1991), Ayisha Abraham explored her grand
father Iswariah Andrews’ role in the British Army during the
First World War in Mesopotamia by deconstructing a found
picture of him and presenting it in fragments.
For digging deep, crossing far, Ayisha Abraham extends her
research into the archive of Iswariah Andrews (1888 – 1965)
where memorandums, exit and entry passes, resignation
letters, certificates of shorthand typing, recommendation letters,
and envelopes posted from Berlin with the stamps torn off
were all found in a family trunk, serving to reconstruct and
ground her grandfather’s story with facts.
Iswariah Andrews had reversed his first and last name
in order to give himself a Christian surname. It was through
this simple act that he accessed better treatment in the form
of food rations, and a generally higher social status within
the British Army. He was also given a privileged position in the
hierarchy of the group photograph that was the object
of inquiry in Ayisha Abraham’s first work.
The documents from this private archive become textures
in a series of images that might now seem alien. They become
abstract marks, traces of events that unfolded at another
point in the strange constellation of history and the distant past.
The written words and lines float to the surface to compose
a playful image, “almost like that of a ghost that returns to haunt.”
(Ayisha Abraham)

Ayisha Abraham (*1963, lives and works in Bangalore,
India) is a short filmmaker and installation artist.
She has studied painting in India and the United
States. Her work has been shown at numerous
international exhibitions and festivals including
The Directors’ Fortnight, Cannes (2007) and
Ars Electronica, Linz (2005). Abraham is a member
of the artist collective BAR1 (Bengaluru Artists
Residency One) and works at the Srishti Institute
of Art, Design and Technology in Bangalore.

www.earpolitics.net

Ayisha Abraham, “...the telegraph now
rings full speed” (detail), 1991 – 2016
Photo: Christoph Assmann

Gilles Aubry opposes on two tuning forks the Berlin Lautarchiv’s
‘reference tone’ to the OM frequency which is used in both the
Hindu philosophical tradition and Western esotericism, and
is derived from the rotation speed of the Earth around the sun.
The record on the turntable starts with the reference tone,
an A piano note, followed by a music recording in Hindi from
the Lautarchiv First World War collection. The original recording
slows down gradually until it reaches a playback speed cor
responding to the OM frequency. Through this operation, the
recorded voice shifts from an object of scientific study to a subject of contemplation and meditation.
In addition, a synthetic English voice can be heard reciting
a list of words that have been translated from evaluating the
prisoners’ voices as recorded by German scientists. As the
technology of speech synthesis is a product of linguistic sciences
and, indirectly, of research such as that carried out in the WWI
camps with recordings, the synthetic voice appears as a technological organ commenting on its very own inception.
Shellac samples of various colors and qualities are also presented in the installation as they can be found in the
industry today. Harvested from insects native to India and
Thailand, shellac was imported to Europe, where it was
refined and used for the production of records such as those
in the Lautarchiv collection. As a raw material, shellac
was part of a colonial trade system, for the defense of which
the colonial soldiers recorded in the Lautarchiv were
forced to fight during WWI.

The recording used
is Gesang Hindi (Thakur);
the singer’s name is
Chote Singh (rec. PK 643).

Gilles Aubry, From A to OM
(detail), 2015 / 17
Photo: Gilles Aubry

Gilles Aubry (*1973, lives and works in Berlin,
Germany) is a sound artist and researcher.
His practice is based on an auditory approach
to the real, informed by research on cultural,
material and historical aspects of sound production. Gilles Aubry frequently combines audio
sources such as location recordings, interviews,
music recordings and archived material, in his
installations and performances. His works typically
explore the relational and reflexive qualities of
sound and listening, while questioning problematic
aspects of cultural representations. He has toured
and exhibited internationally, and is a member of
the project space Errant Bodies in Berlin.

The Indian
for granted

Jamil Baloch

Sarnath Banerjee

Video (50 seconds )

Drawings and text, printed on cloth

Hope, 2015

Jamil Baloch’s short video Hope shows a man dressed in tradi
tional garb taking colorful flowers out of his mouth and placing
them on a world map in front of him.
Flowers have long had symbolic meaning throughout art history,
particularly so in Balochistan, Pakistan, where the arid land
scape is so inhospitable that, especially in summer, hardly any
green can be found. Here, the flower is a symbol not only of
hope, as the title of the work indicates, but also of something
very precious. The man’s traditional clothing in combination
with the world map suggests a link between Balochistan and
the rest of the world; between extreme violence and people’s
struggles; and between the current social and political affairs
worldwide. In the artist’s home region and neighbouring countries, “the ruling system and forces have created complications
and problems,” says Jamil Baloch, but “media and other
so-called ‘informative sources’ have made exaggerative propaganda and one-sided approaches.”
Jamil Baloch – who is also the man in the video looking directly
at the spectator – emphasizes that one can observe a com
pletely different reality: Contrary to their image in the media,
people in the region of Balochistan contribute greatly to turning
the world into a peaceful place. Or, as the poetic gesture
of the video states: One flower at a time.

the reduced history of the first world war, 2015

Sarnath Banerjee’s the reduced history of the first world war
outlines the history of Indian soldiers’ involvement in the First
World War. His fine black-and-white drawings show Indian
sepoys completed by short descriptions. The plates range from
explanatory to emblematic, for example, the German emperor
Wilhelm II himself standing at the bed of a wounded Indian
prisoner of war trying, as it says in the description, to turn the
soldier against his British master.
The installation raises questions about untold stories; it is, says
Sarnath Banerjee, “about the hundreds of thousands of books
that have not been written about the Indian soldiers’ experience
in the war.” Because “silence,” says another plate, “is the
sepoy’s most enduring trait.”

Jamil Baloch (*1972, lives and works in Lahore,
Pakistan) graduated from the National College of
Arts, Lahore, where he is currently a member of the
teaching faculty. His artistic practice is mostly
focused on issues of humankind, nature or visual
aesthetic, using diverse materials and inspirational
sources. In recent years, most of Jamil Baloch’s
work has taken the form of sculptures, drawings,
paintings, videos and mixed media installations.
His works have been shown in national and
international exhibitions. His most recent artist’s
residency was in 2015 at the OMI International
Arts Center, Hudson, USA.

Sarnath Banerjee (*1972, lives and works in Delhi,
India, and Berlin, Germany) is a comic author,
illustrator and publisher. After studying visual commu
nications at Goldsmiths College, University of
London, he published the graphic novels Corridor,
Barn Owl’s Wondrous Capers, and Harappa Files.
His current book, All quiet in Vikaspuri, about
the water wars of Delhi, was published by HarperCollins in 2016. Sarnath Banerjee’s work has been
exhibited internationally.

Sarnath Banerjee, the reduced history
of the first world war (detail), 2015
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Nathalie Anguezomo
Mba Bikoro &
Anaïs Héraud-Louisadat
In Arcadia: How Soldiers Become Mermaids, 2016
Underwater archeology & water museum
(Video, 28 minutes)

Jamil Baloch, Hope (still), 2015

The film is a poetical gesture that rethinks the premises of memory and colonial
debris, taking the Halfmoon Camp in Wünsdorf – a significant part of German colonial
history – as a starting point.
What kind of traces did the recorded voices of prisoners of war leave behind, and
where do memories grow? Wünsdorf Lake and other places close to the former
camp become the grounding for an ‘archaeology’ of colonial memory. The testimonies
and bodies of soldiers become buried underground, and in the waters they evolve
into new forms of water ecosystems. They are the metaphors of Mami Watas (water
mermaids), debris of the flesh turned into mythical creatures both human and fish,
changing their form in order to move across waters and continents.

By including themselves in this complex landscape, the artists
also ask about the position of women in the colonial project
of “fixing languages and culture.” Women are mentioned as wives,
daughters, lovers, and sometimes as motherland, but they
are never a voice. The film wishes to acknowledge the life, voice
and role of the women in anti-colonial and resistance movements prominent in Berlin, Cameroon and Namibia.
They are wives, daughters, sisters, mothers, lovers, mermaids.
They are made visible through soldiers’ memories, testimonies and songs. Ultimately, the artists bring forward a legacy
towards a postcolonial dream, and spotlight this debris’
significance to our contemporary experience.

The artistic practices of Nathalie Anguezomo Mba
Bikoro (*1985, lives and works in Berlin, Germany,
Gabon and France) and Anaïs Héraud-Louisadat
(*1988, lives and works in Berlin, Germany and
France) move between performance and politically
and socially engaged collaboration, aiming to
facilitate long-term dialogue through artistic research
and education.
Nathalie Anguezomo Mba Bikoro also works as university lecturer, independent curator and writer, and
addresses collective narratives around themes such
as identity, memory, dialogue, history, and polylingua
lism in her artistic practice. Anaïs Héraud-Louisadat,
who studied painting and performance in Nancy,
France and Brussels, Belgium aims for knowledge
production and exchange in her work.
So far, their shared practice has manifested in a
collaboration with the artist collective Dealing with
the Normative Gaze in Performance Art (NGinPA)
among others, as well as in curating projects
for the Month of Performance Art-Berlin (MPA-B).
The work of both artists has been shown nationally
and internationally.

Nick Crowe & Ian Rawlinson,
Dschihad for Germany (still), 2016

www.croweandrawlinson.net
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www.nbikoro.com
www.anaisheraud.com

Nick Crowe
& Ian Rawlinson
Dschihad for Germany, 2016
Video (7 minutes )
Nick Crowe and Ian Rawlinson’s new work, Dschihad for Germany,
takes the central impulse of the Halfmoon Camp and updates it.
Shot on location in Niederer Fläming, this work features actress
Marie-Thérèse Fontheim spelling out the word DSCHIHAD
using Rudolf Steiner’s Eurythmy alphabet. Surrounded by swaying wheat fields and windmills, Fontheim’s performance is
accompanied by a newly composed folk song where the lyric
“Dora-Siegfried-Cäser-Heinrich-Ida-Heinrich-Anton-Dora” conforms
to the DIN 5009 (1996) Buchstabiertafel (spelling alphabet)
which is currently used by the German emergency services.

Nathalie Anguezomo Mba Bikoro
& Anaïs Héraud-Louisadat,
In Arcadia: How Soldiers Become
Mermaids (still), 2016

Nick Crowe and Ian Rawlinson (*1968 and *1965
respectively, live and work in Manchester, UK and
Berlin, Germany) started working together in 1994.
Since then, they have been drawn to the ways
in which power and authority articulate themselves
through the grammar and rhetoric that surrounds
them. Their works often combine densely layered
visual and acoustic allusions to faith, politics,
national identity and the environment. Recent solo
exhibitions include MeWo Kunsthalle Memmingen
(2016); Yorkshire Sculpture Park, Wakefield
(2015); Whitworth Art Gallery, Manchester (2013);
Plataforma Revólver, Lisbon (2012); and SALT
Beyoğlu, Istanbul (2012).

Highly intrigued by the story, Amina Menia, part of the third
generation of artists engaging in a dialogue with this public monu
ment, created Enclosed in 2013, a work that explores a silent
dialogue between these two artists who have both left a strong
imprint in Algiers. By revisiting their unique gesture, she draws
attention to these interlocked memories, underlining their
discreet realities and unseen details, and creating links where
dots were left.

Ayaz Jokhio

The Moral Equivalent of War, 2016
Printed laser cut-out
“History is not ‘was’. It is.”
William Faulkner

Ayaz Jokhio’s work is titled after an essay written in 1910 by
William James, an influential American psychologist and
educationist. In his essay, The Moral Equivalent of War, James
discusses the positive effects of war on human psychology.
Warfare, he argues, gives you a sense of belonging, identity,
unity, loyalty, commitment, support, activeness, alertness,
expression of higher quality, and a chance to display courage,
daring and skills.
Without pointing to a solution, James suggests that the human
race immediately needs a substitute for warfare – one that
provides us with the same positive psychological and social
effect, but without the devastation. Ayaz Jokhio’s combination
of war and sports imagery offers a possible answer to James’
postulation. Sport is the only obvious moral equivalent
of warfare that can provide the same psychological effect.

Ayaz Jokhio, The Moral Equivalent of War
(detail), 2016

www.aminamenia.com
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Ayaz Jokhio (*1978, lives and works in Lahore,
Pakistan) uses for his artistic works an amalgama
tion of imagery from print media, the Internet,
and popular culture along with his own observations
of contemporary Pakistan. His work has been
shown in numerous group and solo exhibitions in
Pakistan and abroad, and he has been a resident
artist in Switzerland, Germany and Japan.
Ayaz Jokhio teaches at the School of Visual Arts
and Design, Beaconhouse National University
in Lahore.

Amina Menia’s (*1976, lives and works in Algiers,
Algeria) work questions the relation between
architectural and historical spaces, and challenges
conventional notions around exhibition spaces.
Her artworks are crossovers between sculptures
and installations that trigger interactions with
viewers and passers-by through their socio-spatial
configurations. Her work has been shown in
numerous national and international solo and
group exhibitions, and she has taken part in
numerous biennials, including the Triennale Brugge
2015. In 2012, she undertook a residency in
Marseilles, working on the common architectural
heritage of Algiers and Marseilles.

Amina Menia, The Martyrs are returning
this week, 2013

Amina Menia

Judith Raum

Publication

Installation

On November 11, 1928, French sculptor Paul Landowski
unveiled his Monument to the Dead, an imposing sculpture
proudly stationed in central Algiers, commissioned by the
French authorities for commemorating the deaths of both
French and Arab soldiers in the First World War.
Fifty years later, on the occasion of the All-Africa Games
in 1978, the authorities of Algeria appointed the Algerian artist
M’hamed Issiakhem to “hide this offending sculpture.”
He thus constructed a “sarcophagus” for this monument, this
colonial debris.

During the First World War, the so-called Intelligence Bureau for
the East (Nachrichtenstelle für den Orient) in Berlin (a facility
for the German general staff and the Foreign Office) was not only
responsible for influencing Muslim prisoners of war in German
camps via its media. Its officials also developed propaganda for
the entire Muslim population in the Middle East, North Africa,
and the Black Sea regions that were controlled by England,
France, and Russia, in order to turn power relations in Germany’s
favor. Brochures, flyers, and pamphlets, all written on the
finest India paper, called Muslims to jihad, and swore the solidarity of the German and Ottoman Empires.

Landowski, Issiakhem and I, 2013 – ongoing

Geeignete Lektüre, 2016

Judith Raum has traced the activity of the Intelligence Bureau
for the East across several German archives. In her installation, creations made from imprinted steel and paper, together
with sound carriers, weave the fragility of reality with the
delusion formed by the propaganda spawned by German
politics in the Middle East prior to 1918.

Muzzumil Ruheel

Judith Raum (*1977, lives and works in Berlin,
Germany) studied art in Frankfurt am Main,Germany
and New York City, as well as philosophy, art
history, and psychoanalysis in Frankfurt am Main.
Her work seeks the symbiosis of artistic and
scientific formats of knowledge, and includes performance lectures, artistic works based on detailed
research, and aesthetic engagements with
philosophical issues. Recent solo shows include
SALT Beyoğlu, Istanbul (2015) and Heidelberger
Kunstverein (2014). Her recent book, eser, was
published by Archive Books in 2015.

Love Letters, 2016

Acrylics and ink on canvas

www.muzzumilruheel.com
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www.judithraum.net

When the First World War broke out, there were major campaigns
on the Indian Subcontinent for men to fight under the Union
Jack, and some now famous inspirational songs to accompany
the recruitment drive, with such lyrics as: “The recruits are
at your doorstep, here you eat dried roti (bread), there you will
eat fruit, here you are in rags, there you’ll wear a suit.”
Many thousands of young men fell for these promises, only
to find nothing but death and loss in Europe. When they wrote
to their loved ones back home, their letters would be censored to a degree that no one could ever find out what was
really happening.
Love Letters is about a young girl living in a small rural village
of the Punjab. Her lover was out fighting in the war when
one day she received a letter from him. She was both ecstatic
to receive the letter – for it meant that he was still alive – and
terrified, since half of it was censored and the other half
seemed only to be broken words. She answered with the help
of a letter writer in the village; these writers were common
at the time as many villagers were illiterate. When the girl
was almost finished, she realized that she didn’t even
know where to send her letter, for she had no address.
So she took the letter with her, and simply kept it safe near
her heart.
Like millions of mothers, daughters and wives during that
time, this young girl was helpless. In Muzzumil Ruheel’s
work, this girl comes alive through a retelling of Jugni,
a popular myth in the Punjab. Jugni is a woman who likes
to talk and tell true stories that no one normally dares
tell. Her character has evolved over the years through folk
songs from the region.
In Muzzumil Ruheel’s work, Jugni is the young girl fearful for
her lover. She wants to say so much, to hear so much, but
there is nothing in the letter to satisfy her desires, and there
is no one to hear her heartbreaking sorrow.

Muzzumil Ruheel, Love Letters (detail), 2016
Photo: Christoph Assmann

Muzzumil Ruheel (*1985, lives and works in Karachi,
Pakistan) graduated in 2009 as a visual artist
from the Beaconhouse National University, Lahore.
His work is about metaphorical interpretations;
investigating perceptions about social and mundane
events, usually based on their documented
narratives. Muzzumil Ruheel examines ambiguous
accounts and questionable truths that have
gene ra ted history and cultural stories. He has
shown his work in solo and group shows nationally
and internationally. His most recent solo shows
have included exhibitions at Canvas Gallery,
Karachi (2016); Rohtas Gallery, Lahore (2015);
and Kaladham Museum, Vijyanagar (2014).

Judith Raum, Geeignete Lektüre, 2016
Photo: Christoph Assmann

Sonya Schönberger
Gangaram Gurung, 2016

3-channel video installation
Sonya Schönberger (*1975, lives and works
in Berlin, Germany) studied social anthropology
at the Free University of Berlin and the University
of Zurich, as well as experimental media design
at the University of the Arts in Berlin. Her work,
which is at the intersection between visual arts and
performance arts, deals with the fissures created
for the individual when one political system
switches over to another. One of her main focuses
is in tracking down the traces the Second World
War has left within German history. Her works are
based on the biographical experiences of eye
witn esses and rediscovered fragments and are
created from various media. Her work has been
shown in numerous national and international solo
and group exhibitions as well as theaters.

www.surekha.info
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www.sonyaschoenberger.de

The video installation Gangaram Gurung is the result of a joint
search undertaken by scientist of South Asia Heike Liebau
and artist Sonya Schönberger for traces of a prisoner of war.
People, their paths through life, and the narratives that
build up around them, foreground Heike Liebau’s and Sonya
Schönberger’s respective scientific and artistic works.
Gangaram Gurung was one of many colonial soldiers captured
as a German prison er of war, and whose voice German
scientists recorded at the Halfmoon Camp in Wünsdorf during
the First World War. Generally speaking, very few accounts
are available about the persons whose voices were recorded.
However, over several years, and often by coincidence,
Heike Liebau was able to gather pieces of information about
Gangaram Gurung. Alongside the audio recording, you also
can follow traces of the soldier through his own drawings,
as well as a photographic portrait of him.
Both artist and scientist investigate the available materials
through their own distinct methods and try to put the various
pieces of the puzzle into a single picture. One hundred
years after the First World War, Gangaram Gurung portrays
the life of a colonial soldier taken captive. His history
is indicative of many other colonial prisoners of war
in Germany.

Surekha, A Tale of Black Pepper
and Red Pepper (detail), 2015/16
Photo: Christoph Assmann

Surekha

A Tale of Black Pepper and Red Pepper, 2015 / 2016
Installation with found images and text, video (8 minutes)

Sonya Schönberger, Gangaram Gurung
(still), 2016

The stories of the many Indian soldiers who fought in the First
World War with the British Empire have been almost entirely
forgotten. Roped in by the British to help halt the German juggernaut, these men had only been trained and equipped
to fight in the wars of the 19th century. Thus, the Indian troops
suffered heavy casualties as they fought in the frozen trenches
of Europe, and in the bloody campaigns of the Middle East,
the Dardanelles, the Mediterranean, and East Africa. The Indian
Expeditionary Forces would lose more than 70,000 in the
First World War, and many more would return home wounded.
The varying and often contradictory notes (both official and
anecdotal) describing the bravery of Indian soldiers as well
as their revolt make one reflect upon the legitimacy of their
accounts and the representational modes of war through narratives found in individually written letters, newspaper reports,
photographs and other documentation.
A Tale of Black Pepper and Red Pepper intervenes in the
representation of the role of Indian soldiers, extracting texts
from the official military archive in Bangalore and the Internet.
It especially explores the relationship between the “black
and red pepper”, a code word used for Indian and British
soldiers respectively.

Surekha (*1965, lives and works in Bangalore, India)
works with video, installation and performances,
and deals with diverse topics including Indian identity, gender, ecological issues and military history.
She has been exploring how artistic practice
can engage with public and private spaces. Surekha
often uses photography and video to interrelate
the domains of archiving, documenting and perfor
ming by reflecting on how visuality can engage
with society. Her works are on public display both
in India and internationally.

Risham Syed

The Tentative Collective’s (Karachi, Pakistan)
projects are lived engagements with the sensory
and social architectures of cities. Navigating
through precarious urban geographies they create
poetic and ephemeral moments in conversation
with the city’s infrastructures, and comment on the
conditions of modernity they struggle with in
daily life. They strive to be collaborative, site sensitive, and open to a diverse range of participants.
The collective’s work has, among others, been
presented at the Akademie der Künste, Berlin; the
Munich Kammerspiele; the Centre for the Study
of Developing Societies, Delhi; the National
University of Singapore; the International Institute
for Asian Studies, Leiden; the Hong Kong
Baptist University; and as part of the Ancestors:
Architecture of Memory program hosted by the
Lahore Biennale Foundation (2015).

Over to Jallianwala, 2016
Mixed media installation

Risham Syed (*1969, lives and works in Lahore,
Pakistan) studied painting and traditional miniature
painting at the Royal College of Art, London,
and the National College of Arts, Lahore. She works
in mediums as diverse as drawing, embroidery,
painting, weaving and quilting, and critically focuses
on the remains of cultural/historical inheritance
and its perceived authenticity in present-day
Pakistan. Syed’s work has been shown nationally
and internationally, including recent solo shows
at Gandhara Art Space, Karachi (2016); Canvas
Gallery, Karachi (2014); Project 88, Mumbai (2013);
and Talwar Gallery, New York (2010). She is the
head of Visual Arts at the School of Visual Arts and
Design, Beaconhouse National University Lahore.

The Tentative Collective, Transcribed text for a lost moment, 2016
Photo: Christoph Assmann
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www.tentativecollective.com

The quilt that Risham Syed created for this exhibition comprises memories of the First World War. Printed on cloth, it depicts
the Cellular Jail, a colonial prison in the Andaman Islands
where the British sent their political prisoners. Below the image
of the prison is an old army blanket with leaves from the
peepal tree (Ficus religiosa) native to the islands scattered on
it, as well as a framed painting depicting a promotional poster
from WWI.The desire for power and expansion uses people
to help carry out its intentions.
Those who are used know that they are being abused for these
aims. The users themselves are aware of the threat that this
knowledge presents, and become keen to turn it into a weapon.
Thus a call to join the British Indian Army can be read also
as a recall of the people’s uprising and their suppression.
Risham Syed brings contextual memories of colonial soldiers
into her work in order to un-frame the actions and narratives
of power: The blankets of the sepoys are steeped in images
of a prison where soldiers’ own relatives and neighbors would
be sent if they ever reacted against the system. The voices
of colonial soldiers are from those taken prisoner in Europe –
what they reveal is the unsaid; what the blankets reveal is what
the British regime deliberately kept hidden.

The Tentative Collective
Transcribed text for a lost moment, 2016
Installation, publication

Risham Syed, Over to Jallianwala, 2016
Photo: Christoph Assmann

The installation of The Tentative Collective is based on WWI recordings of Indian
soldiers from the Humboldt University of Berlin Lautarchiv. The Royal Prussian Phono
graphic Commission attempted to measure the ethnography of Indian soldiers at the
Halfmoon Camp in an absurdly meticulous exercise of ordered categorization. Each
soldier was asked to recite an agreed-upon excerpt – the alphabet, a song, a biography
or a story – in order to construct this sound archive; a museum of voices.
The Tentative Collective is interested in the resistance to this recorded archive
in the subversion of ordered rhythm and by the moments that preceded and followed
the performance of ethnography, as well as in the possible intimacies, conversations,
observations, and feelings that were not recorded and could not be captured on
shellac. Transcribed text for a lost moment takes the form of a screenplay under construction by a fictitious scenarist who is struck by the traces left behind by an Indian
soldier at the Halfmoon Camp. The scenarist responds with wonder to linguist Wilhelm
Doegen’s recording of Chote Singh’s voice. He attempts to reconstruct his world
with the possible motivations and sentiments of a soldier who has traveled all the way
to Germany from a small town in Uttar Pradesh, India, and now packed into a prison
camp along with other Indians from the vast subcontinent.
Chote Singh’s stories ramble across multiple recording sessions and end with
a peculiar laughter that seems to resist the order and expectations of the ethnographic
archive. He goes off-script. He communicates with us through metaphors. The scenarist tries to connect the mystery of Chote Singh’s words with other fragile pieces
of information and history into a filmic narrative that reinterprets the past.

The Halfmoon Camp

Lautarchiv: Voices of Prisoners
of War
The spoken word and music recordings from both
camps are still preserved today in the Lautarchiv
at the Humboldt University of Berlin and the
Phonogrammarchiv at the Ethnological Museum
in Berlin-Dahlem. The Berlin Lautarchiv holds
around 1,650 records from WWI camps, among
them 193 records with 282 titles of South Asian
colonial soldiers in the Halfmoon Camp.
The linguist Wilhelm Doegen founded the Phonographic Commission in 1915 with the aim to record
as many languages as possible. Members of
the commission traveled to many POW camps in
Germany, including the camps in Zossen-Wünsdorf
that housed some of the ‘most exotic’ prisoners
of war.

The Mosque
The first mosque in Germany was built by the Foreign
Office as part of its jihad program for Muslim
prisoners of war in the Halfmoon Camp. The mosque
was used for religious services, but it was too
small (2583 sq ft) to house even close to all of the
Muslim prisoners at the camp. Therefore, on pictures taken of religious feasts held at the Halfmoon
Camp, most prisoners are seen praying outside
the mosque – with the mosque itself simply providing
a backdrop; a beautiful motif to the scene.
These images underscore the mosque’s setup in
German war propaganda: The mosque was a popular
motif on postcards, for it communicated the idea
of German-Muslim friendship, and was printed and
circulated widely.
The mosque was made from wood and opened
in July 1915, at the beginning of Ramadan. It was
torn down in 1930.

The Prisoner of War Cemetery
The ‘Indian cemetery’ in the forest near Wünsdorf
(Ehrenfriedhof Zehrensdorf) is a multi-confessional
cemetery; the gravestones of 206 Indian soldiers
and sailors who died as prisoners of war in German
camps can be found here. According to official
reports, 412 Russian soldiers (mostly Muslim Tartars),
262 North and West African soldiers, 86 French
soldiers, two Belgian soldiers, one English soldier
and one Turkish soldier had also been buried in the
cemetery during the war. Their remains were transferred after the war; only two memorial stones now
remain for these fallen soldiers.
The cemetery had been inaccessible for a consider
able period of time, situated as it was within
an area belonging to the Soviet Army in the GDR /
East Germany.
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Since the so-called Halbmondlager (Halfmoon Camp)
prisoner of war camp represents the interweaving
of politics, colonialism, science and media, as well
as blank spaces and the construction of history,
digging deep, crossing far takes the camp as a star
ting point for contemporary readings of WWI in
Germany, India, Pakistan and beyond. More than
16,000 colonial soldiers of the French and British
armies, as well as Muslim POWs from the Russian
army (they were the majority) were interned
in two camps at Zossen-Wünsdorf, south of Berlin,
between 1914 and 1918, the better-known being
the Halfmoon Camp.
The Germans and their Ottoman allies aimed
at persuading the POWs imprisoned there to defect
in concordance with a jihad program that had
been developed by the German Intelligence Bureau
for the East. The German state presented itself to
the prisoners, as well as to the populace, as a friend
of Islam. Religion could be practiced in the camp,
and various camp newspapers were published, for
example the El-Dschihad, which appeared in three
languages. Germans
were invited to view
the prisoners –
similar to contemporary ‘ethnographical
expositions’ – and
postcards depicting
the mosque and
prisoner motifs were
printed. As for
the Hindu and Sikh
prisoners of war,
the propaganda took
a more nationalistic
turn with the
publication of the
Hindostan newspaper and collaboration with the Indian
Otto Stiehl, El Dschihad, Turkic Tartar edition Independence
No. 2, Museum Europäischer Kulturen der
Committee in Berlin.
Staatlichen Museen zu Berlin
Once it became
evident that the effort required to convert POWs
exceeded their usefulness, i.e., the propaganda’s
direct effectiveness did not meet expectations for
the number of defectors, the camps were increasingly opened up for ‘research purposes.’ Anthro
pological and racially oriented ethnological as well
as linguistic studies were carried out on these
prisoners from ‘around the world,’ and artists and
filmmakers also exploited them for oriental portraits
and as film extras.

After three years of intensive restoration work, the
cemetery was re-opened to the public in 2005.
The Commonwealth War Grave Commission con
tinues to maintain the Indian graves at the site.

Otto Stiehl, Mosque
Political Archive of the
Foreign Office, Berlin.

Wilhelm Puder, Berlin / Wikimedia Commons

Excavation of the 1915 Mosque
and Prisoner of War Camp
Text: R. Bernbeck / T. Dressler / M. Gussone /
Th. Kersting / S. Pollock / U. Wiegmann
The Brandenburg State Office for the Preservation
of Historical Monuments and the Archaeological
State Museum, together with the Free University
Berlin, planned to excavate the area of the mosque
in the Halfmoon Camp in the military location of
Zossen. This didactic and research-driven excavation was scheduled for the 100th anniversary of the
commencement of the mosque’s construction.
The State of Brandenburg, however, had also independently planned the establishment of a reception centre for asylum seekers on that same plot of
land, which has been in public hands for 100 years.
There was great surprise when, during preparations

for the excavation, it came to light that all parties
were dealing with the same plot. Documentation
from a specialist firm to accompany the building
work was now additionally required, due to the
comprehensive construction plans for work over
the ground memorial of the prisoner of war camp
and mosque of the modern age.
Through intensive cooperation between the uni
versity, firm and the specialist state office for historical
preservation, the sparse remains of the lightweight

Otto Stiehl, Cemetery of the camp in Zehrensdorf
Museum Europäischer Kulturen der Staatlichen Museen zu Berlin,
Photo: Ute Franz-Scarciglia

timber construction of the mosque – whose site had
also suffered as a result of two phases of suspended
plans and renovations during the Nazi and Soviet
regimes – could be identified and localized. This was
no easy task, for the mosque itself had been demo
lished according to plan, and thoroughly, in 1930
in order for the parts (above all the timbers, and the
foundations and floor coverings made of brick)
to be recycled for other purposes.The iron bolts and
bracing wire of the dome, colorful glass window
fragments, glass and iron remains from the
chandeliers, tiles from the ritual washrooms and,
above all, foundations cleanly dug and then filled
with screed, could clearly be identified as belonging
to the mosque.
Other finds, such as the remains of a cast-iron oven,
slag pits, lead trays, datable industry products like
drain pipes, and electronic fixtures stemmed from
the time of the camp’s operation (1915 – 18).
Relatively few items, by contrast, could be found
from the Nazi period, with significantly more identified as from the Soviet period.
They are proof of the three-fold history of this military site from where the ‘Holy War,’ or jihad, should
have started in the name of the German Empire.
The fact that now, in the fourth phase of its history,
the site will temporarily house those seeking asylum
from (among other things) the manifestation of
jihad closes a vicious circle in world history, whose
significance remains to be fully understood.
See also: R. Bernbeck / T. Dressler / M. Gussone / Th. Kersting / S. Pollock /
U. Wiegmann, Wünsdorf – Archäologie der Moderne. Ausgrabungen im
Gelände der Moschee und des „Halbmondlagers“ von 1915. Brandenburgische
Denkmalpflege, Neue Folge, 2. Jg., 2016, Heft 1.

digging deep, crossing
far began in South Asia.

Questionnare from the
Halfmoon Camp for a voice
recording, Lautarchiv,
Humboldt-Universität
zu Berlin

The project made its first stop in Bangalore in
December 2015 and in Kochi, India, in January 2016.
Its 2nd Encounter, with an extended exhibition
and accompanying program, was shown in Karachi,
akistan in May 2016.

Memorial to the fallen tartars on the Ehrenfriedhof Zehrensdorf.
Photo: Khaled Al-Boushi, 2014

History regards the First World War with its 17 million
casualties as the seminal catastrophe of the 20th
century that destroyed Europe’s ‘old order’ and
whose repercussions would come to shape political
and ideological conflicts until the end of the
Cold War. But the First World War also shows how
globalized the world and its international system
of powers already were in 1914. It was not only the
first war in which social forces and economic
resources were mobilized but also the first truly global
war in the history of the world.
The entry of Great Britain into WWI meant that the
entire British Empire would be involved in the
European theater of operations, working alongside
French colonial troops, Australians and New
Zealanders, Canadians and South Africans. This global
dimension to the First World War and its effects
are often lost in the overall picture, reducing the war
to the events that took place on the Western Front.

In 2014, the Support Association Garnisonsmuseum Wünsdorf e.V. placed
a memorial metal plate at the site where the mosque was built in 1915.
In the course of the excavation work and preparation for the construction
of the reception camp, the plate was removed. Since then, it has been
taken to be missing.
Photo: Julia Tieke, 2015
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First World War 1914 – 1918

its consequences are
present other than within
a wider historical narrative. This might be due to the fact that the dramatic
events of the First World War were to be quickly
superseded by the Second World War, the Indepen
dence Movement, and the Partition of India. In
addition, the ‘sepoy’ (an Indian soldier serving under
British orders) held an ambivalent and sometimes
contradictory position within society.
The examination of the role that was played
by South Asia in the First World War in publications
dating from 2014 and 2015 marks a turning point
in this narrative. Even before then, armed with
a chronological collection of over 6,000 letters from
the front, David Omissi (Senior Lecturer in Imperial
History, University of Hull) was able to shed new
light on the psyche and mental state of the sepoys,
which also very precisely reflect the political dimension of colonial dependency (Omissi, David (ed.),
Indian Voices of the Great War. Soldiers’ Letters
1914 – 18, 1999). It appears from these letters that
South Asia’s significant commitment to the First
World War was owed not least to hopes for future
autonomy and self-government. Nevertheless, that
was no longer a consideration after the end of
the war. There would need to be another world war
before, in 1947, British India was finally divided into
two independent nation states: India and Pakistan.

South Asia in WWI
Even in South Asia – where around 1.3 million
combatants and non-combatants were recruited by
the British for the First World War and more than
70,000 of whom were killed – little of the war and

The former site of the Halfmoon Camp, before the excavation
and construction work.
Photo: Julia Tieke, 2015

Excavations on the former site of the Halfmoon Camp and three
of the finds.
Photos: Brandenburgisches Landesamt für Denkmalpflege
und Archäologisches Landesmuseum

“For God’s sake
don’t come, don’t
come, don’t
come to this war
in Europe.”

image left:
Promotional poster for war loans
Design: J L Herbert Dobson
Imperial War Museum PST 12522
image right:
Promotional poster for war loans, in Gujarati
„Have you bought war bonds or not?“
Design: B J Evans
Imperial War Museum PST 12562

Letter from Havildar Abdul Rahman, 9th Rifles,
France, to Naik Rajwali Khan, May 20, 1915
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From the Sindh Archive,
Karachi, Pakistan
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Digging Deep, Crossing Far_3rd Encounter: Berlin
– pictures from the exhibition at Kunstraum
Kreuzberg/Bethanien in Berlin.
Photos: Christoph Assmann, Frederic Marschall
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Imprint

Elke Falat is an independent curator and lives
in Berlin.
She studied cultural studies and aesthetic commu
nication at Hildesheim University, where she taught
visual arts / curatorial practices from 2006 to 2009.
From 2007 to 2009 she was the director of the art
institute Kunstverein Hildesheim. Since 2010,
she has undertaken numerous independent projects.

Responsible for all content:
Elke Falat and Julia Tieke

Julia Tieke works with “text, sound & around,” and
lives in Berlin. Since 2007, she has been the
project-director of the Wurfsendung, the ultra-short
radio-art-program from Deutschlandradio Kultur.
Among her publications are a conversation between
her and Faiz, a Syrian activist fleeing to Germany
(mikrotext, 2015/16), as well as audio-projects
in cooperation with Berit Schuck in Alexandria (2012),
Beirut (2013), and Marrakech (2014).

Special thanks to

“‘MARSELS!’
‘We have reached Marsels!’
‘Hip Hip Hurrah!’
The sepoys were shouting excitedly on deck. Lalu
got up from where he sat watching a game of cards
and went to see Marseilles. (…) An irrational
impulse was persuading him to believe that the
dirty, squalid outskirts of this town were a replica
of the outer fringes of Karachi Harbour. The
presence of trams, motors, ships, moorings and
masts encouraged the illusion. And, as he peered
into the narrow, filthy lanes where women and
children stood crowded in the windows and on the
doorsteps, under lines of dirty washing, as he
saw the small, languid unkempt Frenchmen in straw
hats and with flourishing moustachios, it all seemed
so like the indolent, slow-moving world of an
Indian city that he felt an immediate affinity with
this country.”
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