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Assalam-o-Alikum

Dear Son Abdullah,

I pray that you will be always happy, have success and prosper in good health and faith.

Abdullah, you have asked me to write something about my life and interests, and I don't know from
where to begin. There is so much to write... but I will try.

I miss home in Karachi where I spent almost all my time in my courtyard with my children who are
my precious flowers. I love plants and flowers, their colour and fragrance. Every season, I visit a
flower nursery and bring perennial flowers and plants to decorate my modest house, which is to
me no less than a castle. Roses, Jasmine, Tulsee, and Champa flowers have always been my weakness.
Once, I heard that one should never ask for a money plant for one's own garden. With Allah's will,
one of our neighbours cut and threw away branches of their money plant. I quietly brought those
home and planted them in my back gallery. To this day, my house has never remained empty of
money plants. They grew to a point where passers-by not only stopped to see but also sneakily cut
branches for themselves. After the house refurbishment, I had to transfer them to large pots where
they also flourished. They are a bit demanding and require constant care. I pluck yellow leaves, cut
dead branches and when the branches began to overflow, I tie them into a circle. In such shape,
they look beautiful.

I love feeding birds and listening to their chirping but sadly, I can't hear them anymore without
the ear-piece. Whenever I leave them (plants & birds), I say a proper goodbye. I ask them not to
wilt and wither. And when I see them after my long absence, they seem to have become greener.
When I touch them I feel they are happy to see me too. Plants know their gardener like birds
know their feeder.

When I was young, I used to do beautiful art and draw my own flowers and birds like parrots and
cranes for embroidery. I even framed some of them but I don't know where they are anymore. Fifty
years ago, we used to go to school in a bullock cart in India and I used to observe my surroundings
for inspiration. Allah has made the world so beautiful. At school, I took part in sports, languages,
poetry and debating. My art teacher, who came from abroad, inspired me. I tried to make the best
drawings in class. For me, the most important thing in drawing is the combination and application
of beautiful colours. I have learned how to make natural dyes out of flowers, vegetables and plants.
You once asked me to dye fabrics for your art project in Oklahoma and in the process you also
learned this art. Out of all my sons, Abdullah, you are the only one who took an interest in colours
and drawing. When you were in KG-2, artists from the Japanese Consulate came to conduct aptitude
tests and asked everyone to draw. Your drawing was selected and even went to Japan. You have
always been so good in your studies. Thanks to Allah, you did not give me a hard time.

I heard that in Australia you have some beautiful and unique flowers. When I was in 8th grade, my
uncle brought a dozen framed photographs of flowers from Australia for me. I decorated my room
with those and wondered about Australia. Look, today you and your sister, my flowers, are in Sydney
and I pray against every evil eye.

Abdullah, plants, flowers, birds, animals and humans, they are capable of endless love. Always
remember if you love and pray for something or someone then they will also love and pray for you.

I am not sure what else I can write. My life has been like that of a traveller, always moving and
never still, always meeting new people and learning new things. I know my life journey soon will
be over and I will leave many good and some painful memories behind. I do remember and miss
my parents especially my mother a lot. I have learned everything from her. I feel so blessed and
grateful to Allah for my life, for a good husband and children.

The wheel of the world is very beautiful but moving very fast. I don't know what the future holds
for you, just like you don't know what the past was like for me. I remind you to never hurt anyone's
heart, love everyone and keep pondering what is in front of you and what is hidden from you.

Khuda Hafiz-o-Nasir,

Take care of yourself. With lots of love,

Ammi (Azra)
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Mother & Child, 2016,
Money plant in marble pot, dimensions variable,
permanent site specific topiary sculpture, a gift from
the artist to the Fairfield City Museum & Gallery
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Substitute exhibition installation views
Fairfield City Museum &Gallery (Stein Gallery)



FOREWORD

Substitute: The Untold Narrative of a Mother
& Son is an exhibition by Fairfield City Museum
& Gallery's third artist-in-resident, Abdullah
M.I. Syed. Pakistani-born artist, Syed explores
the subject of mother and son in Substitute
and in particular the ways in which his mother
coped with the migration of her four sons.

This exhibition is Syed's first solo show in
Sydney, and marks a singular expression in his
artistic practice, not so much in the style and
medium that he uses but with the emotional
engagement and keen storytelling he evokes.
Recently graduated with a PhD from UNSW
Art & Design at the University of New South
Wales, Syed's thesis investigated the role and
representation of masculinity in Islamic art
and specifically in Pakistani art and culture.
This investigation seems to have formed the
starting point for his exploration into the role
of a mother in shaping her son's identity.

Substitute references Syed's well-known work
with currency, and in this exhibition there
is a sense of juxtaposition between the
emotional and the financial. It is also a deeply
personal and emotional journey of a migrant
and that of a son which slowly reveals itself

in the photography, personal memorabilia
and installation works hung throughout
the exhibition. There is a nostalgic sense of
absence, loss and longing in the fragments
of images of objects interconnected with
memories of his mother from his childhood
to the present day. Fragments of images
collectively form a platform for us to
understand the complex and personal
relationship to his mother and give us an
insight into Syed's past.

Fairfield City Museum & Gallery's artist-
in-resident program is an important
addition to our suite of contemporary art
exhibitions. Artists in resident are asked to
present contemporary interpretations of
Fairfield City's past, heritage or culturally
diverse communities. Syed has produced
a significant body of work which is both
personal and yet universal in its exploration
of migratory relationships.

Carmelina Aiello
Museum Coordinator and Education Officer,
Fairfield City Museum & Gallery
Fairfield City Council
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HISTORY, MEMORY AND THE ARCHIVE
OF THE PERSONAL: ON THE WORK OF
ABDULLAH M.I. SYED

by Zarmeené  Shah

At the heart of this age of rapid globalization
lie ideas of migration and movement; of
the movement of people through increased
mobility and porous borders, of rapidly shifting
understandings of ideas such as encounter
and exchange, information and knowledge,
and of (problematized) definitions of terms
such as home, identity, belonging, place,
culture, history and memory. Inextricably
tied to these are of course issues of the
local and the global, of the personal and the
political. In 2005 Nicolas Bourriaud spoke of
'altermodernity', where the movement of
people (and thereby) the displacement of
cultural material from one location or context
to another come to shape fundamental
understandings of the contemporary cultural
condition. Wrapped in layers of personal
and historical narratives, it is precisely to
this condition that Abdullah M.I. Syed's
body of work presented in Substitute: The
Untold Narrative of a Mother & Son speaks.

The subject of mother and child unfolds in
numerous manifestations and representations,
explored widely through the ages into the
present day. Historically the reference to the
child is predominantly masculine, the most
established iconography of which belongs to
the realm of Western Christian art, however
continuing to be explored through the 20th
century such as in Picasso's Mother and Child,
painted in 1921 when the artist himself
became a father for the first time, hypo-
thesized to be one of the motivations behind
this area of study; or in contemporary works
such as Damien Hirst's work Mother and Child
Divided (1993), a large-scale, floor-standing
sculpture comprised of four vitrines filled with
formaldehyde and containing the two bisected
halves of a cow and a calf. While Hirst's work
subverts the historical reference to Mary and
Jesus, simultaneously addressing a rampant
contemporary consumer culture, it also alludes

to memory, his own, and of associations
of when he attended a Catholic school as a
child. Syed's work enacts a similar subversion,
however this time a cultural one, that while
keeping associations of (both Islamic/eastern
as well as western) religion and beliefs,
sacrifice, love and loss in place, simultaneously
weaves in a secondary, deeply personal
and yet equally universal narrative of familial
bonds and personal relationships, of gender
and cultural capital, and of migration,
movement and memory.

The Portrait of Azra (2016), the large 'tapestry'
work, as Syed refers to it, simultaneously
evokes a number of the above concerns.
The represented image is derived from
photographs of the artist's mother holding
him and his siblings as a young child, speaking
directly to the narrative of art history. In
place of the young boy however, an object,
the common household money plant
(epipremnum aureum) sits on his mother's
lap, as a kind of replacement or 'substitute'
object of affection and care. Syed hypothesizes
that his mother planted and nurtured four of
these, in the place of her sons who had left
the country in pursuit of higher education and
professional prospects, which also becomes
the basis for the four gilded 'portraits', titled
Mother & Son, which in their painstaking hand-
gilding with 24kt gold outside of the oval
frames that contain the portrait of each
brother (represented by a potted money
plant), make references to religious and 'high
art' representations from classical periods in
art history, to altar pieces of early Christian
era and even to the ornamental borders of
the miniature paintings of the Persians and
Mughals. This traditional and detailed gilding
however, in the case of Syed's Mother & Son,
finds as its base a digital print onto which the
gold leaf has been applied, whereas the
filigreed oval frame around the 'portraits' is
derived from the crest appearing on the US
one-dollar bill. The first subversion employed
then by these works, as well as The Portrait
of Azra, is that of technique, tradition and
presentation, where (in the case of the latter),
the simplified imagery created by stitching
together old clothes belonging to the artist's



mother and other family members not only
addresses issues of historically privileged
forms of art, of the 'high' and 'low', also
speaks of cultural migration through its use
of chatta-patti, a traditional south Asian
form of appliqueing.

Detail: The Portrait of Azra (Artist in collaboration with
Umme Fakeha), 2016, Appliqué style tapestry, 2016

At the same time gender is invoked, not
only in the use of a craft mostly practiced by
and taught to women (in this case made in
collaboration with the artist's sister, Umme
Fakeha, but also even inherently in the inves-
tigation of the relationship with mother
and son, which when removed from its
historical narrative, and that of the largely
now-discounted Freudian theory around it,
has also been viewed in derogatory terms
in modern times ("mama's boy" etc., where
men, after a certain age, are expected to
model themselves in the image of the male -
the father - as a sign of independence and
masculinity). While such ideas may filter to
some extent in Syed's cultural context, it
is exactly this translation, exchange and
understanding, in a context other than one's
own (Syed is Pakistani-born), that is at the
crux of contemporary culture and society.
And it is to this that Syed's community-based
project speaks. Engaging with the residents
of Western Sydney suburbs such as the City
of Fairfield where a high concentration of
migrants reside and beyond, the artist asks
immigrant men to recall their relationships
with their mothers, of their childhoods,
and of their related visions of home. Coming
from a culture where it is not uncommon,
if not expected, for men (after a certain age)
to leave the home and the country in search

of education and opportunities, it is in this
that Syed's subversion of the understanding
of gender roles and assigned expectations
takes place. It is perhaps in this work also that
issues of memory and migration most strongly
come into play.

While ideas of movement, migration and
memory (and therefore of home and identity)
may be rooted deeply in the context of Syed's
homeland and the partition of India and
Pakistan, it is this, the dislocation and exchange
of peoples and cultures, that is perhaps the
defining global dialogue of our contemporary
times. However, while the historical narrative
of the Indian subcontinent may be entrenched
in the interwoven idea of trauma, and while
it touches upon much larger and pressing
issues in the world today, Syed's investigation
perhaps centers on the idea of memory in the
context of a different kind of movement, one
that is voluntary, personal. Of memory in the
context of association, whether with persons
or ideas of home - it is the reach of the past
into the present that defines us.

Her multi-purpose weighing scale on which she hand-
marked 21kg and 30kg to identify weight restrictions
for international travel (Contents of Her Wardrobe series),
2016, Pure pigment print on Platine rag paper,
35.5 x 45.75 cm
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In this, his project comes to reflect and engage
with ideas disseminated within the writings
of critical thinkers such as Bergson, Proust and
Deleuze, where the idea of 'object-relations'
to memory and the difference between
voluntary and involuntary memories (memoire
volontaire/involontaire) can be found mirrored
in Syed's framework of the money plant as
object of symbolic substitution; a signifier to
that which is absent, becoming in its place
simultaneously the trigger for its recollection.
It is also through the community project that
Syed invites us to view the idea of the collective
memory from another perspective - one that
is based on the experiential recall of the
personal. Much as in Proust's story of the
madeleine1 where, with a bite of the delicate
pastry he is transported through his senses,
as if physically, to another time and place in
the past, one of the responses to the artist's
call which speaks of one individual's recoll-
ection of his mother being associated with
the smell of Nivea cream suddenly reminds
Syed of the same, initiating a shared sensory
memory - a memory that is mutual…collective,
yet highly personal, felt and remembered
within the experiential memory banks of each.

Latch hook (kundi) from the door of her house that she
owned in the 1970s and remodelled in the late 1980s
(Contents of Her Bedside Drawer series). 2016

Se souvenir de: to remember. Objects are
also the focus of the poignantly minimal digital
prints that present everyday articles of use,
whose importance lies in direct proportion
to their function, and through which the
artist creates a type of archive that comes
to document personal significance through
the mundane. The two sets of digital prints
tha tmake up the series Contents of Her

Bedside Drawer and Contents of Her Wardrobe
are the outcome of a detailed documentation
(for which Syed traveled back to his parents'
home in Karachi) of memory objects that, in
the same way as the money plant becomes
the 'substitute' object, assign meaning through
memory to objects associated with Syed's
mother, objects of everyday use, mundane
and yet ripe with meaning through the
symbolizing of personal significance and
therefore of the person. In doing so, the artist
creates a kind of portrait, assembled through
the fragments of the archive, each piece of
which becomes one part of the whole.

In Memory, History, Forgetting, in the
investigation of object-relation to memory,
Paul Ricouer asks: "[W]hat is there to say of
the enigma of an image, of an eikõn – to speak
Greek with Plato and Aristotle – that offers
itself as the presence of an absent thing
stamped with the seal of the anterior?"2

A pair of small, yellow and orange prescription
pill bottles belonging to the artists' parents
are used for the storage of cotton ear buds, a
pair of wire-framed eyeglasses with one arm
missing, a child's well-loved harmonica (the
artist's), two boys' coats, the pockets of which
house keys, letters, utility bills and documents.
Objects laid against flat white backgrounds,
documented as an objective record, the (long)
titles of which are descriptive, informative,
straightforward observations.

She keeps my (artist) childhood vintage 'Blessing'
Harmonica Mouth Organ that is a gift from my father
(Contents of Her Bedside Drawer series), 2016

While the letter from the artist's mother
introduces to us the voice of the subject of
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Her youngest son's school jacket that she has been using
as a storage unit for everyday utility bills, servants salary
envelopes, everyday house budget envelopes, and small
tools such as a stack of safety pins and paper pins
(Contents of Her Wardrobe series), 2016, Pure pigment
print on cotton rag paper, 76.25 x 53.25 cm

the archive (albeit translated from Urdu to
English by Syed), bringing a new dimension
to the formation of this portrait, it is these
photographs of the old and the repurposed,
the everyday and the mundane, made signi-
ficant solely by virtue of their memory value,
through which an archive of individuality -
the image of the unique whole - is created.
In this way, in the creation of this record, it is
in fact the act of investigation itself, the docu-
mentation and personal testimony of the

Her hand-stitched satchel made from leftover fabric,
where she stores her old passports and is marked with a
handwritten Urdu word for 'passport' (Contents of Her
Wardrobe series), 2016

artist that ultimately legitimizes the archive
of the personal.

Included in the Contents of Her Bedside Drawer
series is the photograph of a travel bag for
toiletries made of clear plastic, used to keep
personal mementos, including old currency
notes from different countries, retained as
markers of travels over a lifetime. Viewed from

Her husband's travel toiletry satchel where she now
keeps old mementoes including unused old banknotes
(Contents of Her Wardrobe series), 2016

this perspective, as well as through the lens
of the ledgers and diaries that diligently
record the receipt and exchange of all moneys
sent to the artist's mother by her husband
from Saudi Arabia where he was posted for
work (and then later from her sons from
various parts of the world), Syed's own work
with currency notes seems to take on another
layer of meaning, one that is intertwined within
but apart from issues of market forces and
economies of scale, of power and control,
and of war and politics.

Her ledgers and diaries since 1970 in which she has kept
records of every dime, cent, riyal, dollar and rupee she has
received, spent and saved, when, where, how and on whom
(Contents of Her Wardrobe series), 2016
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Though the use of the banknotes continues
in Substitute, it seems to speak a different
language, carefully used in the delicate, loving
and ultimately futile repair of a fallen and
partially crushed leaf (Currency of Love, 2016),
recalling the centuries old Japanese art of
Kintsugi used in the repair of broken pottery
and ceramics with a special gold lacquer,
that comes to fill, and define the beauty of
the imperfection caused by the breakage, or
in the construction of a delicate vine of the
money plant, preciously encased in a glass
vitrine with a gold leaf covered base [Money
plant (Epipremnum aureum), 2016]. This is
perhaps a quieter layer, arising from deep
within the personal – almost as an extension
of a conversation started long ago, activated
years later in the absence of the one with
whom it was begun.

Her broken antique ornate silver frame where she once
displayed her own or husband's old black and white
photograph (Contents of Her Bedside Drawer series), 2016,
Pure pigment print on Platine rag paper, 35.5 x 45.75 cm

Referring to Ricoeur's work on memory,
(personal) testimony and the archive, Julia
Creet speaks of the link between memory and
movement. "Within an archive documents
may well serve to keep memories in motion;
at the same time the archive can also be the

place where memories become frozen
and inert. Yet, without archived testimony,
memory will sooner or later expire. Both states
are states of stasis; in other words, within
or without the archive, stasis is the end of
memory and movement its condition. Archives
require the motion of bodies sifting through
their contents and moving them about, literally
unsettling the dust that tends to collect.
Assumed to be the most stable of locations,
archives are, in the end, surprisingly mobile."3

Seen therefore from either side, whether that
of the movement of people in an increasingly
globalized world, or the movement of cultural
material in Bourriaud's altermodernity, it
is also inextricably the linked movement of
the memory archive to both these that lies
at the heart of contemporary cultural under-
standings, societies and spaces. Substitute
then comes to occupy a space that is both
intensely personal and yet unquestionably
universal in its ability to reach out and engage
with a larger global community through
 shared contemporary concerns. Of belonging
without place in a world of porous, sometimes
shifting borders; of migration, immigration
and contemporary global citizens; and of the
places and spaces that they come to inhabit,
each bringing with him, his own personal
archives of significance.

------------------------------------------------

Zarmeené Shah is a Karachi-based independent curator,
writer, who is currently also Assistant Professor in the
Department of Liberal Arts, Indus Valley of School of Art
and Architecture, Karachi. Focusing on contemporary
art and continental and semiotic theory, she is particularly
interested in new media, the body, and the political in
art. Having curated several notable and often large-scale
exhibitions, both institutionally and independently, she is
also an active contributor to academic journals, catalogues
and several print and online publications, including The
Herald Pakistan, ArtAsiaPacific, ArtReview Asia and
ArtReview magazines.

------------------------------------------------
1. Proust, Marcel, and John Sturrock. In Search of Lost Time.
London: Penguin, 2003
2. Ricouer, Paul, Memory, History, Forgetting. University of
Chicago Press, 2009
3. Creet, Julia and Andreas Kitzman, Memory and Migration:
Multidisciplinary Approaches to Memory Studies. University
of Toronto Press: Canada, 2011
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Top: Substitute I to IV, 2016,
Hand gilt 24kt, ink on Vasli (handmade paper) on board,

15.25 x 15.25 cm each
Below: Substitute I
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Mother & Son I to IV
Installation view, Fairfield City Museum & Gallery



Todd Turner's poem 'The Stick' is a response to the poet's
memory of his late Mother. The poem transpired from
several conversations between Todd Turner and Abdullah
M.I. Syed where they both shared stories of their Mother's
love and remembered times when their Mothers used a
stick or a chimta to discipline them.

THE STICK
by Todd Turner

I

It was a length of garden cane intended for growth,
a strip of bamboo that was staked with ties

to the soil. Spring loaded with fixed intent,
it could hoist a flowering vine out of the tangles

of knotted briar and tame the midsummer creepers
with its hard unwavering line. Lithe and inflexible,

unbending as it had to be, it was an instrument
of my mother's affection, a measure of untold burden,

of tautened coil and twine, rooted in living memory
and dished out through the acts of labour and devotion.

It worked like a charm and I stared with frozen
watchfulness whenever she took it into her hand.

II

Then up and away we ran,
scattering in all directions,
bolting hell-for-leather
and running the gauntlet

through the halls of the house,
occasionally copping
razory slashes at the back
of the heels and knees,

before kicking back
and sticking our hands out,
while freeing the stiffened key
lock at the back of the door.

III

Once, when my mother was sleeping,
I took the stick into my own hands, playing
with its tension to see how far it would bend.

I held it flat in my hands like a spirit level
and with all my infant strength, brought its top
and tail ends down, hoping that every last

shard of its tensile magic would shatter
from its glacial core. I wanted to hear
its threshold break, to see each splintered half

lying broken, useless as a foregone relic.
I wanted to turn it from a mother-child wand
into the image of an earthborn gift.

13
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Mother & Son III, 2016,
Hand gilt 24kt pure pigment print on cotton rag paper,
91.5 x 76.25 cm (paper)
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Mother & Son IV, 2016,
Hand gilt 24kt pure pigment print on cotton rag paper,

91.5 x 76.25 cm (paper)
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From Left to Right & Top to Bottom

Her ledgers and diaries since 1970 in which she has kept
records of every dime, cent, riyal, dollar and rupee she
has received, spent and saved, when, where, how and on
whom (Contents of Her Wardrobe series)

Her bedside alarm clock that she uses to wake up for the
Fajr prayers (Contents of Her Bedside Drawer series)

She still uses her vintage butterfly sewing machine
accessories box (Contents of Her Bedside Drawer series)

Latch hook (kundi) from the door of her house that she
owned in the 1970s and remodelled in the late 1980s
(Contents of Her Bedside Drawer series)

Her vintage Dalima Toffees and Sweets (girl with a fruit
basket and Parrot Print Litho) tin box, where she keeps
Her precious photo negatives and photographs
(Contents of Her Bedside Drawer series)

Her hand-stitched satchel made from leftover fabric,
where she stores her old passports and is marked with a
handwritten Urdu word for 'passport' (Contents of Her
Wardrobe series)

Her old handkerchief that is used to wrap unknown
paper contents (Contents of Her Bedside Drawer series)

From Right to Left & Top to Bottom

Her broken eye glasses that are missing their right arm
perhaps reminds her of her own right arm, which she
broke twice in 2012 (Contents of Her Bedside Drawer series)

Her old plastic sewing tape measure (Contents of Her Bedside
Drawer series)

She keeps my (artist) childhood vintage 'Blessing'
Harmonica Mouth Organ that is a gift from my father
(Contents of Her Bedside Drawer series)

Her mother's round clay tablet for Tayammum (dry
ablution for prayers) that she is now using in her memory
(Contents of Her Bedside Drawer series)

She keeps my (artist) secondary school Jinnah cap
(Contents of Her Bedside Drawer series)

Her husband’s travel toiletry satchel where she now
keeps old mementoes including old currency banknotes
(Contents of Her Wardrobe series)

She still uses her vintage sewing scissors and never ever
allows anyone to cut paper with them (Contents of Her
Bedside Drawer)

All works 2016, Pure pigment print on Platine rag paper,
35.5 x 45.75 cm each (paper).
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She stores ear buds in their old prescription medicine bottles and
keeps them together (Contents of Her Bedside Drawer series), 2016,

Pure pigment print on Platine rag paper,
35.5 x 45.75 cm (paper)
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Her eldest son's 70's style winter coat that she has been using
as a storage unit for important letters, jeweller's record, eye
glasses, medical prescriptions, family ID cards, important house,
locker and suitcase keys, safety pins, and found and broken
items that need mending (Contents of her wardrobe series), 2016,
Pure pigment print on cotton rag paper,
76.25 x 53.25 cm (paper)
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The Portrait of Azra, 2016,
Artist in collaboration with his sister Umme Fakeha,

Appliqué style tapestry which is stitched together using
family members' old clothes and fabric scraps,

175 x 110 cm
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Labour of Love, 2016,
Video still, HD video, 1min, 6sec.
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Money Plant (Epipremnum Aureum) - I, 2016,
US dollar banknotes in glass bell jar with hand gilt 24kt base,

48 x 21(dia) cm (bell jar)
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Currency of Love, Composition-II, 2016,
Found, vintage and uncirculated fresh banknotes on
hand gilt 24kt pure pigment print on cotton rag,
13 x 18 cm each (paper), various compositions, installation dimensions variable
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Top (Detail I): Currency of Love, Found 1 Saudi Riyal
banknote on hand gilt 24kt pure pigment print on cotton rag

Below (Detail II): Currency of Love, Found  500 Pakistani Rupee
banknote on hand gilt 24kt pure pigment print on cotton rag
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COMMUNITY OUTREACH: A POSTCARD PROJECT
A message from a son to his mother



BIOGRAPHY

Dr. Abdullah M.I. Syed  is a Pakistani-born
contemporary artist and designer working
between Sydney, Karachi and New York.
Spanning over fifteen years, his art practice
weaves between the narratives of east and
west, seamlessly knitting together socio-
political and art historical references and
concerns from each. Syed holds a PhD in Art,
Media and Design (2015) and an MFA (2009)
from the University of New South Wales,
Sydney. He also holds a BA in Design (1999)
and M.Ed. (2001) from the University of Central
Oklahoma (UCO), Oklahoma, USA. Syed
coordinated the Department of Design at
the University of Karachi and has lectured
at UCO (2000-2003) and the UNSW Art and
Design (2009-2012).

Syed's works have been featured in nine solo
and several national and international curated
group shows notably: 2016 Between Structure
and Matter: The Other Minimal Structures,
Aicon gallery, New York; Creative Accounting,
Hawkesbury Regional gallery, Sydney; WAR:
A Playground Perspective, Newington Armory
gallery, Sydney; The 70s: Pakistan's Radiocative
Decade, Amin Gulgee gallery - 2015 Future
Archeology, 4A Centre for Contemporary Asian
Art, Sydney; Scotiabank Nuit Blanche, Tiff Bell
Light-box, Toronto; Beyond Measure, The
Robert McLaughlin Gallery, Oshawa; Drawn
to Form, Blacktown Arts Centre, Sydney; 48HR
Incident, 4A Centre for Contemporary Asian
Art, Sydney - 2014 SiteLine, Cross Art Project,
Sydney; Subject to Ruin, Causla Powerhosue

Arts Centre, Sydney - 2013 Drawing Softly,
Thinking Aloud, Yifu gallery, Shanghai;
MiddleHead project, Mosman Art gallery,
Sydney - 2012 Play Pause Stop Rewind, Lawrie
Shabibi gallery, Dubai - 2011 The Sound of
Drawing, Lu Xun Academy of Fine Arts, Dalian,
China; Mere Humd(r)am, Aicon gallery;
Whitewash, Gandhara Art, Karachi - 2010 The
Rising Tide, Mohatta Palace Museum, Karachi;
Resemble Reassemble, Devi Art Foundation,
Gurgaon - 2009 Bushwhacked, Ivan Doughty
Gallery, Sydney; Place, Anant gallery, New
Delhi; How Nations are Made: Lines of Control
project, Cartwright Hall, Bradford - 2007
Moving Ahead, National Art Gallery, Islamabad
- 2006 3rd ASNA International Clay Triennial,
Karachi - 2005 Edge Art Now, IAO gallery,
Oklahoma. Syed has also participated in
numerous art fairs and performed The Flying
Buck at Art Central 2016, Hong Kong. Syed's
work is held in many private and public
collections notably Devi Art Foundation, AAN
Collection, ASAL Collection, Blacktown Arts
Centre, Casula Powerhouse and the University
of Central Oklahoma (International office).

His notable curating and co-curating credits
include Michael Esson: A Survey of Drawings,
Michael Kempson: A Survey of Prints,
Aboriginal Dreams,Let's Draw the Line,
6/6: The Labyrinth, Remarking | Remaking,
Semblance of Order, Drawn to Form and
The 'F' Show.

He has undertaken artist residencies at Cicada
Press (2009 and 2013), Blacktown Arts Centre
(2011), Parramatta Artists Studios (2013-2015)
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The Memory case of me & my mother, Syeda Azra Waseem, 2016
Correspondence letters, gift cards, personal artefacts, a photograph
of Azra with her plants, Karachi, 2012, and a vintage family album

that belongs to Azra, which she once used for old photographs,
remained blank up until now - Hand gilt 24kt old photos of Syeda

Azra Waseem (with son) and Syed M. Talha (with daughter).
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