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Foreword

Hoor Al Qasimi

Since its formation in 2009, through its exhibitions,
programmes, publications and collection, Sharjah Art
Foundation has been cultivating diverse narratives on global
art, thereby expanding prevailing historical discourse by
offering multiple points of approach and departure. The
Foundation’s close networks and longstanding friendships

with neighbouring agents across the continents of Asia and
Africa have also undeniably furthered its mission of platforming

artists and thinkers whose intellectual legacies can be traced
beyond Western epistemologies.

Pop South Asia: Artistic Explorations in the Popular, curated

by Iftikhar Dadi, artist and the John H. Burris Professor in the
Department of History of Art at Cornell University, and Roobina
Karode, Director and Chief Curator of the Kiran Nadar Museum
of Art, is the most recent outcome of such initiatives. This
expansive exhibition that recontextualises the history of Pop
art in the context of South Asia has been made possible in
collaboration with the Kiran Nadar Museum of Art, New Delhi,
an institution with whom we have greatly enjoyed working.
Spanning the mid-twentieth century to the present, more than
130 works by 43 artists from India, Pakistan, Bangladesh, Sri
Lanka, Afghanistan, Nepal and the South Asian diaspora evoke
cross-generational dialogues that explore the specificity of

Pop art in the region, a subject long neglected by institutional
surveys of the movement despite South Asian art’s intimate
engagement with the popular. Pop South Asia offers curatorial




modalities and research methodologies that are relevant to
regions around the world whose social and political fabric were
similarly shaped by their historical confrontations with the
twin-forces of colonisation and capitalism.

I am deeply grateful to the exhibition curators, Iftikhar Dadi

and Roobina Karode, for their remarkable dedication and
commitment. The exhibition would not have been possible
without the confidence and generosity of Kiran Nadar, Founder
and Chairperson of the Kiran Nadar Museum of Art. It is a
great joy to be able to present gems from the Museum’s
impressive collection to audiences in Sharjah. For this privilege,
I would like to express my heartfelt gratitude to Mrs. Nadar
and to the Museum'’s staff for their support. | would also like to
thank Amrita Jhaveri for her irreplaceable knowledge, insights
and professional expertise that have contributed significantly
1o the organisation of this exhibition. | extend my sincere
appreciation to the many collectors and institutions who have
loaned us works in support of this ambitious project.

Finally, I would like to thank and congratulate all the artists
whose works feature in the exhibition and whose practices
have inspired its very conception, thus nourishing critical
discourses on South Asia and beyond.




Pop South
Asia: Artistic
Explorations
in the Popular

Iftikhar Dadi

This exhibition focuses on a major but largely unexamined
development in the modern and contemporary art of South
Asia—its engagement with popular culture from the mid-
twentieth century through the present.* The rapid development
of capitalism, urbanism, media, technology and mass politics
since the late nineteenth century has engendered multiple
resonances and fault lines in the complex societies of South
Asia, providing openings for artists to engage with popular
social and cultural developments. South Asia serves as
synecdoche of wider developments across the Global South,
which continues to modernise and urbanise, and wherein

the ambit of Pop art is not confined to what is commonly
understood in a Western context as engaging primarily with late
capitalist consumer culture and media imagery. Rather, Pop
artistic practices in these societies unfold in the context



of uneven development, multiple temporalities, layered
aesthetic regimes and relays within societies that are in rapid
and turbulent transition.

Until now, the modern and contemporary art of this substantial
region (which today constitutes about a quarter of the world’s
population) has been studied or analysed primarily through
national frameworks. While a few selected themes such as
partitions and borders have been addressed in regional group
exhibitions, artistic engagement with popular aesthetics

from across South Asia and its diaspora have rarely been
investigated.? Earlier, a narrow canonical understanding

of Pop art privileged the New York-based artists of the late
1950s and 1960s.2 Viewed in a broader register, Pop art also
encompassed practitioners along the West Coast of the USA,*
the Independent Group in the UK,® the Capitalist Realists in
West Germany,® and French and Italian artists associated with
Nouveau Réalisme.’

However, since the publication of Kobena Mercer’s landmark
edited volume Pop Art and Vernacular Cultures (2007), the
Western provenance of Pop art has come under increasing
scrutiny. More recently, growing recognition that Pop art was
always global® has been evidenced by two major exhibition
projects: the politically oriented The World Goes Pop at the
Tate Modern (2015)° and Walker Art Center’s International
Pop (2015),%*° which travelled to several major museums.**
These were laudable projects, each accompanied with

a substantial publication, which greatly expanded the
understanding of Pop art across diverse geographies

and conjunctures, primarily by including developments in
Eastern Europe, Latin America and Japan.*? Furthermore, in
2018, the exhibition and publication Pop América, 1965-
1975 foregrounded Latin American Pop art that unfolded
simultaneously with Pop practices in the United States.*®

Contemporaneous with the global efflorescence of Pop art,
South Asian artists, whether practising in the regjon or as

part of the diaspora, were deeply engaged with questions of
the ‘popular’. These developments span the modernist era

into the present. There have been very few exhibitions and
studies of South Asian Pop art, and they have mostly been on
a small scale.** An exception has been the work of Indian artist
Bhupen Khakhar (1934-2003), whose work can be understood
across several interpretive registers, one of them being in
relation to Pop art. An important 2007 essay by Geeta Kapur
has situated Khakhar’s practice with reference to devotion,
commerce, media and everyday practices in small towns and
villages in India, as well as the artist’'s awareness of Western
Pop art.*® A retrospective exhibition at Tate Modern in 2016 of
Khakhar’s work has further drawn focus on the life and work of
this important artist.*® For South Asia, Khakhar is undoubtedly
a pioneering figure, who also played an exemplary role in
motivating new projects by many younger Indian artists.

The scope of the present exhibition is broader, however,
seeking to understand not only artistic practices associated
with Pop art across different generations, but also the
specificity and shared contexts of their emergence in diverse
sites across South Asia and the diaspora. Indeed, Pop art’s
close engagement with facets of popular cultural and social
developments encourages precisely such an approach, which
acknowledges that the transregional flow of popular culture—in
the form of media images, soundscapes and cinema—has
continued despite serious impediments to physical movements
posed by border regimes.*’

Pop art in South Asia and the diaspora does not constitute a
single movement or school. Instead, many artists have worked
in a ‘pop’ modality, either as individuals or in conversation with
fellow travellers in places such as Baroda, Dhaka and Karachi



over the decades. Many artists have been very familiar with
Western developments, having studied, travelled and lived
there, or through exposure to publications and media. Their
artwork is on occasion in dialogue with aspects of international
Pop art. Nevertheless, for the majority of the works presented
in this exhibition, references solely to Western art do not
provide an adequate explanatory framework. Consequently,
one of the objectives of this essay is to foreground South

Asian sociocultural developments through which these works
can be more fully legible. This project does not intend to claim
singularity or exceptionality for South Asia, but rather strives

to identify developments specific to it, in hopes that it will also
contribute to a broader comparative conversation in future with
Pop art from the Arab world, Africa and other regions across
the Global South.

The popular in South Asia

A great diversity of labour and life practices characterised
South Asia in the early modern era. These varied between
profession, caste, location and other parameters, ranging
from urban centres, rural locations and aboriginal societies
not based on accumulation. The era of British colonialism,
which began in the mid-eighteenth century in South Asia, led
to dramatic changes in the region. During the late nineteenth
century, British authorities marshalled new institutions and
technologies in South Asia, such as museums, cartography, the
census, archaeological and linguistic surveys, and new legal
frameworks. Art and photography made landscape, history,
ethnicity and profession visible in new ways.

British colonialism also violently reordered the economic
landscape of South Asia. From being a large exporter of
finished artisanal products throughout recorded history, South
Asia had become afflicted by tremendous poverty by the end
of the nineteenth century, now a net importer whose exports

were primarily low-value raw materials, such as cotton, that
were converted into finished products in the industrialising
city of Manchester in the UK. Local makers and creators were
discouraged from engagement with urbanism, technology
and new materials and processes. Nevertheless, especially
in urban regions in the Punjab, Bengal, Gujarat and Sri Lanka,
entrepreneurs and communities were constituting new
assemblages of technology, urbanism, industry and media.®
However, many nationalist ideologues did not consider

these as being ‘authentic’ developments, at least in their
cultural modalities.*®

Colonial modernity also shifted the meaning of art. Craft
practices were not accorded the status of art, and local artistic
modes, such as miniature painting, were also devalued. The
studio artist emerged in the mid-nineteenth century, as art
schools modelled on British pedagogies began to be founded

in Calcutta, Madras, Bombay and Lahore. In principle, these
artists had greater access to exploratory practice, but they
often remained largely trapped in values of authenticity.?°
Nevertheless, artists in the late nineteenth century began to
deploy Western academic realism to address mythology, history
and local subjects. Colour printing also made this imagery
widely available via the chromolithograph, in many cases in
alliance with branding and publicity for local capitalist ventures.
The artist Raja Ravi Varma is an exemplary figure in this regard,
not only creating vivid and striking mythological paintings in

an academic register, but, in his later years, also successfully
translating these into inexpensive chromolithographic prints
that made available divine images to publics across social
hierarchies that still circulate until today.?*

In South Asia, much of the activity of the commercial life of
bazaars, religious and political groups, small and medium
scale production and service, and informal settlements is
organised by various ‘vernacular’ arrangements. The relation



between these and the public sphere—of universal national
law, citizenship and the domain of formal capitalism—

is inextricable but never one dimensional. Over the last
century and a half, media in South Asia has made
enormous inroads into the popular imagination. The rise of
chromolithographic prints in the late nineteenth century, the
emergence of cinema during the early twentieth century, the
cassette revolution of the 1970s and the VCR soon after, the
expansion of satellite television in the 1990s, and the digital
media revolution unfolding today—all of these are significant
nonstate expressive forms that enact new senses of locality
and affiliations.??

South Asian publics continue to be crosshatched by conflicting
claims of languages, castes, genders, regions and classes,
and above all, by their varying abilities to achieve recognition
and voice. Urban groups have long deployed diverse popular
aesthetic, commercial and political modalities to stake

claims of participation and representation in an arena

that is national in certain facets (politics, institutions and
infrastructure), transnational (migration, media flows and
commodity circulation) and subnational (local networks based
on customary or local linkages).

Art historian Kajri Jain’s analysis of bazaar prints has shown
how aesthetic regimes of the popular are inextricable from
commerce and exchanges organised via kinship-based credit
networks, informal production arrangements and bazaar
transactions premised on ideas of efficacy that incorporate
popular aesthetics, ethics and economics. In its development
from the colonial era into the present, the bazaar in South
Asia is thus not simply a realm of commercial exchange but a
site of production, circulation and exchange within and across
multiple domains.?® This bazaar matrix is in some distinction
to the domain marked by formal citizenship, big capital at the
national or transnational levels, and so-called high art on view

at the art gallery and museum. Nevertheless, the high and
popular domains of ethics, commerce and aesthetics are not
hermetically isolated; rather, there is constant and resonant
traffic across them.

The ‘popular’ thus also notates the realm of ‘informal’ life and
the vibrant flourishing of vernacular capitalism and society

in the public sphere of urban South Asia. Scholars have
analysed its public sphere in the modern and contemporary
era as marked by a split.>* While one facet of public life is lived
according to normative and regularised understandings of
the public sphere, another dimension of life is characterised
by social informality, kinship and devotional affiliations, and
‘bazaar’ capitalism from below. Artists therefore possess

an enlarged canvas of possibility that they can address in
their practice.

These are some elements of the expansive historical and social
matrix for situating the wider realm of the ‘popular’ in modern
and contemporary South Asia that artists have drawn upon
and intervened in. Pop art in South Asia consequently develops
with reference to multiple lineages and thematics. Artists’
imaginative engagement with traditional and performative
modes of devotional, craft and folk practices constitutes one
approach. Others include addressing large-scale centralised
and vernacular ‘bazaar’ modes of capitalism and interventions
into the aesthetic transformations engendered by print culture,
cinema and digital media. Artists also comment on political
impasses, partition, migration, displacement and borders;
conjure utopia and dystopia; and tackle issues of identity,
gender, belonging and selfhood at home and in the diaspora.
Above all, they deploy play and humour and embrace aesthetic
life worlds engendered by craft, technology, urbanisation,
commodity circulation and media flows. This project therefore
calls for a capacious understanding of ‘Pop’ as a constellation
of artistic practices that resonate along multiple lineages—a
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conception that is more adequate to the heterogeneity and
diversity of experience that characterises life in South Asia.

Pop art and the wider popular realm

Postcolonial societies are often characterised by a ‘lack’,

of museums, galleries, collectors, critics, journals and art
schools. In the popular realm, however, the problem is precisely
that of evanescent excess. Objects and practices of fine art
arguably provide a privileged and critical view into the wider
popular realm.?® An art exhibition of ‘high’ objects that engage
with the popular realm does not require a reproduction of the
latter’s overflowing surplus in a museum setting. Rather, the
curatorial endeavour is to foreground key relays that enable
interventions across a fractured and multifaceted public
sphere in order to evoke new aesthetic relations of materiality
and sensory affect and to identify how reflexive art practice
can address contemporary quandaries of the self and society.

This project therefore aims to redress the current lack of
research and knowledge on Pop art and its practices in South
Asia and the diaspora by bringing artworks from the 1960s into
an open-ended dialogue with those of later practitioners and
into conversation with even earlier developments in vernacular
capitalism, print culture and cinema. Art historian and curator
Reiko Tomii's usage of the term ‘proto-Pop’ in reference to
earlier popular Japanese practices, such as eighteenth-
century ukiyo-e woodblock prints,?8 is a useful concept for
contextualising developments in South Asia from the late
nineteenth century onwards, when new technologies, mediums
and forms began to dramatically reconfigure its society.?’” This
show consequently focuses on selected intergenerational work
from across the region and its diaspora, including exemplary
‘proto-Pop’ works by Raja Ravi Varma and Maligawage Sarlis.?®

The artists in the exhibition hail from and work in various
locations in Afghanistan, Bangladesh, India, Nepal, Pakistan
and Sri Lanka, or they sustain their practice in the South Asian
diaspora. The exhibition underscores the strength of their
practices, both in autonomous formalist terms and in their
engagement with the complexities of the ‘popular’ in South
Asia, and also affirms the ongoing potential of modern and
contemporary art to address complex and vexed issues facing
the self and society through irony, play and humour, and forms
that bring high-art mediums into a critical dialogue with popular
registers. This dialogue is more important than ever at a time
when forces of intolerance and exclusion in the region are
increasingly appropriating popular mediums and aesthetics.
As Thomas Crow notes, ‘Enduring, memorable condensations
of...powerful common narratives require the resources of art.
There has otherwise been no way to break out of the limited
physical and logistical capacity of the art world in order to
communicate more widely—and more deeply, by tapping for the
purposes of art those fears and fantasies that haunt everyday
social existence.?® In contrast to the popular realm ever in
danger of being usurped by populist ressentiment and affective
injury, ‘high” Pop art objects and practices can potentially
enable critical reflection on the popular that would otherwise
be unnoticeably subsumed in the ceaseless ebb and flow of
everyday life.

It bears stressing, however, that this exhibition does not aim
for full representation of all relays between high-art practices
and the popular. Rather than striving for the unrealisable, and
indeed undesirable, goal of comprehensiveness, this project
identifies specific lineages, tendencies and practitioners that
illuminate but one constellation of the capacities of Pop art in
South Asia and its diaspora. The condensation, amplification
and distillation of popular aesthetics into the art object also
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possess the potential for intergenerational transmission. These
objects and relations can remain ‘available even when dormant

on museum walls, for waves of new artists to discover and

endeavor anew’.*° Consequently, rather than seeing Pop art in
terms of delimited historical periodisation, as the recent shows

on global Pop have done, the emphasis here is on cross-
generational thematic relays into the present, which might

also prefigure and encourage new manifestations by artists

in future.

This project developed over several years in collaboration

with Amrita Jhaveri, and could not have been realized without

her guidance. | express my sincere appreciation for her

commitment and support throughout the curatorial process.

Notes

| thank Daniel Bass, Zahid Chaudhary, Amrita Jhaveri and Sonal Khullar for their helpful com-
ments and advice on this essay.

10.

11.

The South Asia region includes the countries of Afghanistan, Bangladesh, Bhutan,
India, Maldives, Nepal, Pakistan and Sri Lanka. This exhibition includes artists with
backgrounds from all countries except for Bhutan and Maldives.

Salima Hashmi, ed., This Night Bitten Dawn (New Delhi: Devi Art Foundation, 2016);
Iftikhar Dadi and Hammad Nasar. eds., Lines of Control: Partition as a Productive Space
(London & Ithaca, NY: Green Cardamom, Herbert F. Johnson Museum of Art, 2012).

For example, Roy Lichtenstein, Claes Oldenburg, James Rosenquist, Andy Warhol

and Tom Wesselmann. For a summary of the privileging of New York Pop, see Darsie
Alexander, ‘Introduction: The Edge of Pop,” in International Pop, eds. Darsie Alexander
and Bartholomew Ryan (Minneapolis: Walker Art Center, 2015), 78-9. Also, Thomas
Crow’s study of American Pop art argues that even the ‘mainstream’ New York Pop
art developed not simply as a response to a mediatised consumer culture of the late
1950s and 1960s, but it was also deeply indebted to the rise of folk music and folk
art in the US from a decade earlier as well as contemporary graphic design from the
UK. Thomas Crow, The Long March of Pop: Art, Music, and Design, 1930-1995 (New
Haven: Yale University Press, 2015).

Including John Baldessari and Ed Ruscha.

Richard Hamilton, Eduardo Paolozzi and others.

For example, Sigmar Polke and Gerhard Richter.

Arman, Raymond Hains, Niki de Saint Phalle, Mimmo Rotella, etc.

Kobena Mercer, ed., Pop Art and Vernacular Cultures (Cambridge, MA: MIT Press,
2007).

Jessica Morgan and Flavia Frigeri, eds., The World Goes Pop (New Haven: Yale
University Press, 2015).

Darsie Alexander and Bartholomew Ryan, eds., International Pop (Minneapolis: Walker
Art Center, 2015).

However, South Asian artistic developments fell completely outside the scope of both
exhibitions. The sole exception was the inclusion in the film programme of International
Pop of the stop-motion experimental film Abid (1972), directed by Pramod Pati with
support from the Films Division, India. For an account of its making, see Shai Heredia,
‘Abid Surty,” Experimenta India: Moving Image Art in India (blog), 2005, http://
experimenta.in/texts/interviews/abid-surty/. The film is available online at https://www.
dailymotion.com/video/x6vf2yv.
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In a review of both exhibitions, David Joselit has observed: ' “International Pop” .

.. allow[ed] visitors to encounter distinctive national histories side by side, while
simultaneously demonstrating how these genealogies merge into something that might
be called global—in terms of both aesthetic convergences and geopolitical divergences.
By contrast, “The World Goes Pop” at Tate Modern . .. collapses distinct historical
genealogies into an entrepdt of works drawn from diverse places but grouped together
in loose and often indistinguishable thematic galleries. . .. Bright walls of deeply
saturated color punctuate the installation. The global is submerged in a kind of shrill
hilarity where politics can be just as fun as sex.” David Joselit,' “International Pop” and
“The World Goes Pop”, Artforum (January 2016), accessed August 17, 2022, https://
www.artforum.com/print/reviews/201601/international-pop-and-the-world-goes-
pop-56702.

Esther Gabara, ed., Pop América, 1965-1975 (Durham: Nasher Museum of Art at
Duke University, 2018).

For example, see Madhu Jain, ed., Kitsch Hota Hai: Kitsch and the Contemporary
Imagination (New Delhi: Gallery Espace, 2001).

Geeta Kapur, ‘The Uncommon Universe of Bhuphen Khakhar,” Pop Art and Vernacular
Cultures, ed. Kobena Mercer (Cambridge, MA: MIT Press, 2007).

Chris Dercon and Nada Raza, eds., Bhupen Khakhar: You Can’t Please All (Seattle:
University of Washington Press, 2016).

For example, during the 1950s, film songs broadcast from Radio Ceylon found eager
listeners in India and Pakistan. See Isabel Huacuja Alonso, ‘Radio, Citizenship, and the
“Sound Standards” of a Newly Independent India,” Public Culture 31, no. 1 (January 1,
2019): 117-44.

Nira Wickramasinghe, Metallic Modern: Everyday Machines in Colonial Sri Lanka (New
York: Berghahn Books, 2014); Arindam Dutta, The Bureaucracy of Beauty: Design

in the Age of its Global Reproducibility (New York: Routledge, 2007); Arindam Dutta,
‘Design: On the Global (R)Uses of a Word,” Design and Culture 1, no. 2 (2009): 163-86;
Tirthankar Roy, ‘Consumption and Craftsmanship in India 1870-1940’ in Towards

a History of Consumption in South Asia, ed. Douglas E Haynes (New Delhi: Oxford
University Press, 2010); Douglas E. Haynes, Small Town Capitalism in Western India:

Artisans, Merchants and the Making of the Informal Economy, 1870-1960 (Cambridge:

Cambridge University Press, 2012); Amanda Lanzillo ‘Translating the Scribe:
Lithographic Print and Vernacularization in Colonial India, 1857-1915," Comparative
Critical Studies 16, no. 2-3 (2019): 281-300.
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The
Kaleidoscope
and the Magic
Lantern

Artistic llluminations
on the Indian Popular

Roobina Karode

Living in India means living simultaneously in several
cultures and times....The past exists as a living entity
alongside the present, each illuminating and sustaining
the other. As times and cultures converge, the citadels
of purism explode. Traditional and modern, private and
public, the inside and outside continually telescope and
reunite. The kaleidoscopic flux of images engages me
to construe structures in the process of being created
[emphasis added].

—Gulammohammed Sheikh*
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Indian civilisation is often revealed as a grand vision traversing
a universal space-time continuum. Within this cosmic scheme,
where is the place for the quotidian? Do the events or objects
that constitute the everyday remain as mere backdrops, often
regarded as mute and sterile since they seem to offer little

in terms of information, affirmation or meaning? In 1973,
French writer Georges Perec offered a single-minded and
incredibly sensitive meditation on the everyday, asserting

that modern subjects hurtle past the common, the daily and
the habitual somnambulantly as if they pose no interesting
questions to their lives or provide lasting experiences. Referring
to this condition as ‘dreamless sleep’, Perec emphatically
asked, ‘But where is our life? Where is our body? Where is

our space?’?

This essay addresses these questions in the context of the
‘South Asian Pop’ from the vantage point of Indian art history
and cultural politics. Furthermore, the notion of ‘Indian’ here
refers not so much to the nation or the state as to India as

a subcontinental region. Inspired by the complex and multi-
layered reality of South Asian society, existential prompts for
an exploration of the life, body and space of the everyday
were taken up by Indian cultural practitioners in the 1960s
and 1970s. Part of a larger cultural movement in art and
literature, their responses to the quotidian were centred and
framed within the social and political milieu, particularly in the
northwestern cities of Bombay (Mumbai) and Baroda.

M. F. Husain, who acquired star status because of his
larger-than-life persona and successful, though controversial,
career, ran away from his home in Pandharpur to pursue art in
Bombay, the city known to manufacture countless dreams. He
slept on footpaths and painted nocturnally under the flickering
streetlight. Starting out as a billboard artist, he created hugely
scaled portraits of cinema actors and moved on to making
wooden toys and designing furniture for a living. As a painter

fascinated by India’s vast cultural panorama and inspired by
cinema, theatre, craft and poetry, he never shied away from
blurring boundaries between high and low art, experimenting
with diverse materials and formats to arrive at a language
accessible to the people. Culture of the Street (c. 1981),

a portfolio of 20 unique photographs, was the result of
Husain roaming the streets of Madras (now Chennai) armed
with a 35 mm SLR camera, capturing the urban metropolis
in playful juxtapositions. The large, glamorous cinematic
images formed a backdrop to the frenetic life and crowds of
modern Indian streets.

Themes and spaces suffused with the sensorium of Indian
cities like street signs, billboards, print advertisements,
photographs in newspapers, calendar art and film posters also
began appearing in the works of artists from this northwestern
region as investigative modalities into the condition of the
‘common’ or the ‘popular’. Artists and poets like Arun Kolatkar
and Bhupen Khakhar were keen observers and raconteurs of
street life, largely considered to be debased and vulgar. Some
of their recurrent motifs were the gully (alleyway), nukkad
(street corner), and footpath (the low status accorded to the
footpath is brought out in the colloquial phrase ‘to be brought
to the footpath’, which indicates loss of standing in society,
often by exterior ministrations; also, a popular trope in Bombay
cinema of the 1950s and 1960s). For instance, Kolatkar would
stare out of the Wayside Inn, a local bar in the Kala Ghoda area
of Bombay, then housing many slums, and see people jostling
for rations, restive crowds at food distribution events and
destitute children. The streets called out to Kolatkar:

A many-coloured smell

of innocence and lavender,
mildly acidic perspiration
and nail polish,

rosewood and rosin
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travels like a lighted fuse
up my nose
and explodes in my brain.®

Similar to Kolatkar's sense of the everyday and the mundane,
Khakhar’s belongs to a provincialised urbanism inflected by
the idioms of a bazaar [market] ecology found in the small-time
towns and cities where he grew up. Khakhar’s art examines
the empty, banal interiors of nondescript spaces mostly
inhabited by the ‘insignificant man' in the form of barber
shops, watch repair shops, tailor shops, house interiors and
tea stalls adorned with cheap calendar prints of female film
stars or ‘good luck’ floor mats. He deploys the visual language
of the bazaar and the streets to authenticate the experience
of such spaces. For instance, in his works Interior of a Muslim
House No.1 (1965) and Pan Shop No.1 (1965), he employs
layout strategies utilised by producers of popular prints often
found on the walls of small trader establishments as well as
imagery drawn from traditional and vernacular contexts. In a
vision that is multiple and inclusive, pastiche forms the main
compositional blueprint for popular prints and posters in which
the pictorial space has been broken into tiny medallions and
visual snippets that show episodes from leaders’ or gods’
biographies.

In the case of Pan Shop No.1, a viewing gallery of prints

of gods and goddesses from Durga to Shrinathji, religious
structures and national leaders are interspersed with texts
painted on mirrors, embedding both sacred and secular
elements in the same visual register. The paan [tobacco
wrapped in betel leaf] shop holds special significance in street
cultures of the subcontinent because of the region’s thriving
culture of smoking paan-cigarette-bidi [cheap, small, hand-
rolled, locally produced cigarellos usually smoked by working
classes]. Often dealing in addictive stimulants, tea shops and
paan shops are important sites for socialisation and chit-chat.

People usually gravitate there for adda® sessions that facilitate
the generation and circulation of shared community knowledge
or gossip. Tiny bottles of fragrant paan masala ingredients,
gulkand [rose preserve and other flavouring components],
agarbatti [incense sticks] or loban [frankincense] create

a familiar and reassuring environment for customers in a
changeable and unpredictable world. The assembly of smells
and colour and the life and energy of the city are thereby
encapsulated in Khakhar’'s Pan Shop No.1 alongside idiomatic
signages such as ‘Cash today, credit from tomorrow’ and
advertisements for new paan flavours, all evocatively recreating
the layered and complex tapestry of a way of life that is
foundational to popular culture.

Through such visceral expressions, these artists—in particular
Khakhar whose works will be addressed in more detail
below—introduced a new paradigm of artistic inquiry, which
continues to be influential even after four or five decades. In
order to understand why their shock value did not become

as ephemeral as the transience of the street life they were
portraying, we need to examine their larger art historical and
discursive context.

In the history of Indian art, efforts to problematise the
distinction between high art and popular everyday culture
challenged the purist trends of modern art practice. This effort
was shaped by two factors. The first was the ethnographic

and folkloric impulse that the pedagogue K. G. Subramanyan,
an alumnus of Viswa Bharati, Santiniketan, imparted to the
curricular and extra-curricular activities of the Faculty of Fine
Arts, M. S. University, the foundation site for what later came
to be known as the ‘Baroda School’. Informed by his interests
in mythological stories, urban and rural anecdotes, genre
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paintings and Gandhian philosophy, Subramanyan’s indigenist
explorations through art making and writing strived to create
what he called ‘living traditions’. He also expanded the
formalistic and mediatic scope of modern art by using visual
formats as varied as reverse glass painting, terracotta clay
murals, wooden toys, illustrations for storybooks for children,
and narrative murals on building facades. Subramanyan’s
satirical works such as The Tale of the Talking Face (1975),
created during the authoritarian populism of the Indira

Gandhi era, demonstrate the inseparability of language and
politics, form and content. With the informal cadence of the
rhyming words of a charan kavi [balladist] or a patua [scroll
painting], the tale unfolds as a deceptively flamboyant facade
of the ruling class and the gore of oppression that commoners
face. Playing with the contrast of black and white, figures and
animals are composed partly of delicate paper cut-outs,

body parts filled in with sketchy squiggles, random playful
brushwork and caricatured faces, making for an easily
accessible subversiveness.

The second factor behind this conjunction of art and the
everyday was the influential twin presence of Khakhar, an
accountant, who, in the 1960s, enrolled as a student of art
criticism, and Gulammohammed Sheikh, a Gujarati poet,
painter and pedagogue at M. S. University. Khakhar came

into the limelight in the 1960s and 1970s with his humorous
paintings appropriating middle-class practices and local
Gujarati culture-specific narratives in a cheeky satirical style.®
A self-taught painter, Khakhar remained unperturbed by the
unpalatable or imperfect body contours of characters he drew.
His ordinary subjects had real bodies and were real people.
His iconic painting, Man with a Bouquet of Plastic Flowers
(1975), embraced popular taste for bright plastic and the
shiny sensibility that marked middle-class homes. Khakhar
contended that ‘real flowers fade, plastic flowers bring eternal
joy to the eye.”” His evolving postcolonial awareness compelled

him to consider art as a liberating force against the sense of
inferiority deeply rooted in the Indian psyche on account of the
attendant Victorian taste of colonial rulers.

Through his extensive art historical erudition and citational
paintings, Sheikh could be credited for gradually cementing
the discursive conditions for a complete break from hegemonic
modernism and its transcendental abstractions. These
developments reached their consummation in the historic
Place for People exhibition in 1981, a clarion call for a
‘figurative-narrative’ turn in painting. Along with Khakhar

and Sheikh, the exhibition included artists such as Vivan
Sundaram, Sudhir Patwardhan and Nalini Malani, and its
catalogue essay, polemicising against modernist abstraction,
was written by art critic Geeta Kapur. The collective energy of
the exhibition also produced the widely acclaimed Journal of
Arts and Ideas, in which Sheikh published two authoritative
texts that serve as this essay’s central thematic.®

Sheikh outlined a preliminary theory of picture making and
visual interpretation in response to the apparent opposition
between western ‘illusionism’ and eastern ‘illumination[ism]’.
While the first exemplifies what he understood as ‘a sort

of mirror facing mirror which dissolves everything except

the artist’s ego into insubstantiality’—as it is most clearly
expressed in Diego Velazquez's Las Meninas (1656)—the
latter, with its celebrated examples from eastern mural
paintings and scroll illuminations, demonstrates the ability
of the spectator’s eyes to ‘physically move in confluence

with the emanation of pictorial space’.® Complementing this
understanding of the cultural differences in aesthetic reception
was Sheikh’s equally counterintuitive take on the differences
in artistic production. Whereas illusionism, he argued, ‘was
born of special conditions of life in Europe, perhaps in the
interior (of a studio) where its prime properties of form were
identified through defining a source of [natural or reflected]
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light'1°, the eastern pictorial space offered a completely
different experience as was demonstrated in the creation of
the Ajanta murals in the dark womb of a cave or the musical
narration of Pabuji Ka Phad scrolls after nightfall. The fact

that they were made or presented ‘in the flickering light of
lamps (in the absence of sufficient natural light [...])", wrote
Sheikh, ‘points to a process of building pictorial space through
corporeal movements guided by illumination [with the] effect
of images constantly advancing—rather than receding [...]."**
Furthermore, such compositional techniques also made
possible a unigue notion of temporality still fundamental to the
subcontinental visual culture since they permitted the artist to
capture ‘the world in flux’ by embracing ‘reality from all possible
life perspectives in time’.*2

Sheikh’s use of the apparatuses of illumination and reflection
for delineating a theory of artistic production and reception
reminds one of the central metaphors used in M. H. Abrams’
classic study The Mirror and the Lamp: Romantic Theory and
Critical Tradition (1953). Abrams’ work focuses on English
literature in the eighteenth and nineteenth centuries, when
romanticism gradually replaced neoclassical aesthetics,

a transition the author explains by referring to the conflict
between two poetic metaphors or creative faculties: the mirror
and the lamp. Whereas the first made a reflective and objective
worldview possible, the second brought to the fore a visionary
world of poetic illumination. In the case of Sheikh, however, the
image of the lamp is also evocative of a sacred or ritualistic
context, fulfilling a magical function lacking in Abrams’
formulation. For instance, it is such a ‘magic lamp’, with its
connotations of cinematic apparatus, flickering light and
enchantment, that Sheikh places at the center of his famous
painting City for Sale (1981-1984).13

Telescoped through a broken lens and animated by
supernatural forces, works such as City for Sale and The Tale of

the Talking Face instituted a new paradigm for understanding
the liveliness of Indian popular life as not only subsuming

the present, but also paradoxically turning into a murderous
force as multiple stories unfolding from the neighbourhoods
metamorphose, escalating into vicious gossip (often targeting
minority communities). The set of conventional heuristic figures
like the mirror and the lamp shattered, and the figures were
possessed during the course of seismic changes that the
subcontinent witnessed towards the closure of the twentieth
century with the collapse of secularism and the liberalisation
of the Indian economy. The metaphors gave way to the
kaleidoscope and the magic lantern, resulting in a varicoloured
yet dim-lit, tessellated yet shattered, flickering image of reality.

How should one periodise and approach a cultural category
as nebulous and open-ended as the ‘popular’ in a region as
complex and vast as South Asia? It is helpful to draw from
Jamaican-born British cultural theorist Stuart Hall and British
film critic Paddy Whannel’s differentiation of the ‘popular’ from
‘folk’ and ‘mass’, its neighbouring concepts within cultural
theory. Whereas popular culture, a byproduct of modernity, has
emerged from folk traditions and maintains rapport between
artist and community, ‘folk’ is characterised by its collective
nature and the direct contact it establishes between the
performer and a rural audience. In contrast to the folk artist’s
anonymity or immersion in the immediate community, popular
culture places more focus on the individuality and stylistic
eccentricities of a particular performer (for example, Charlie
Chaplin’s slapstick or Kishore Kumar’s yodeling). A ‘corruption’
of popular and folk, ‘mass’ culture has become the dominant
form of production in recent times. To quote Hall and Whannel,
‘Where popular art in its modern form exists only through

the medium of personal style, mass art has no personal
quality. [M]ass art often destroys all trace of individuality and
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idiosyncrasy which makes a [popular] work compelling and
living, and assumes a sort of de-personalized quality,
a no-style.”*#

Historically, art’'s complete identification with the popular
happens with the arrival of the Pop movement in the postwar
west, especially in the anglophone countries of the late-1950s
and 1960s.%® But when assessed through the distinction
offered by Hall and Whannel and the Cold War politics of the
time, ‘the popular’ in American or British Pop could in fact

be seen as a euphemism for a ‘corrupt’ mass culture, which

is the culture of depersonalisation and standardised mass
production developed from an overdeveloped ‘one-dimensional
society’ (to use Herbert Marcuse’s provocative phrase).

In the context of Indian art history, however, it is difficult

to disentangle the popular from the folk in the practices of
late modern artists. Moreover, the growth of mass culture
and its entry into the world of art is a much more recent
phenomenon created by the liberalisation and globalisation
of the Indian economy from the 1990s. We have seen above
how the Baroda School artists like Sheikh and Khakhar

move freely between Patua traditions and calendar art,

rural performances and Bollywood cinema, bridging the
notions of the folk, the mythic and the popular. A similar
observation can be made about blurred distinctions in K. M.
Madhusudhanan’s meditations on power and knowledge,
Ram Rahman’s bionic jugaad [a flexible approach to problem-
solving that uses limited resources in an innovative way]
reminiscent of the amusement objects from a village fair,
Bharti Kher and G Ravinder Reddy’s sculptural synthesis of
the sacred and the everyday, and Sunil Gupta’s ethnographic
montages that are displayed in this exhibition. This idea could
also extend to the wider South Asian contexts as exemplified
in Muvindu Binoy’s film poster collages, Saba Khan's
narrative embroidery, Tsherin Sherpa’s contemporary retake
on thangka paintings, and the political interventions made by
Lala Rukh and Chandraguptha Thenuwara.

The distinction between folk, popular and mass cultures by
Hall and Whannel also enables a critical understanding of

the so-called ‘new mediatic realism’ in the Indian painting of
the first decade of this century.*® The artists who were part of
this trend, partly shaped by a speculative market, embraced
Euro-American Pop and celebrated the contemporary visual
culture defined by India’s mushrooming internet/digital culture.
In these figurative painters’ immersion in the global cyberspace
and postmodern simulacra, one would hardly find the dialectics
of the folk and the popular (or the local and the national)

that characterised the investigations of the artists working

in the narrative mode. Perhaps one should not approach the
depersonalised and denarrativised art of the mediatic realists
through the categories of folk or popular but through the
concept of ‘mass art’ that Hall and Whannel understood as the
expression of a ‘corrupt’ culture.

A transnational dialogue between different registers of the
popular was brought in by Vivan Sundaram, a student of
Subramanyan who was later mentored by British-American
painter R. B. Kitaj in London during the 1960s. Sundaram’s
early paintings reflect on the intersection of bold topical
events with social problems and burgeoning mass culture. As
an evolving artist engaged with contemporary society, history
and memory, Sundaram employed incompatible idioms of
experimental cinema and miniature painting, with stripes

of bold Pop colours alongside spatial registers of Persian
miniatures or roadside shrines, to combine discrete images
and signs through blending, interlocking and juxtaposition.

Puncturing the two-dimensional surface with pockets of space
to position found as well as mass-produced objects like tiny
fairy lights, Sundaram created A Touch of Brightness (1966),
based on a banned play about prostitution by the Bombay-
based playwright Pratap Sharma. Such an amalgamation of
registers can also be found in the works of Anant Joshi and

L. N. Tallur, two artists generations apart from Sundaram.
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Joshi’'s Happy New Year (2013) presents emblematic moments
and events from television, newspapers and social media

that allude to global as well as local political and social
happenings, from the Arab Spring to the Anna Hazare anti-
corruption protests in India. In the form of twelve boxes, the
work resembles the Salar Jung Museum collection’s Bracket
Clock (manufactured in England and assembled in Calcutta in
the late nineteenth century), whose automation is no longer
functional and whose embedded characters are frozen in time.
Adorned with LED lights, industrial paint, readymade objects
and accessories, Joshi creates a theatrical setting for each of
these staged narratives of year-long events.

Tallur’s Interference/Dust (2019) captures an apparently
simple act which used to be a regular occurrence on Indian
streets: the manual cleaning of large decorative carpets.

As two labourers in the video clean the carpet—which was
produced in the nineteenth century and originally installed

at the Durbar Hall in Junagarh Palace—a dense cloud of dust
emerges, exposing one to the sediments of history. With

every strike, the hovering residue envelops the field of vision.
Soundscapes of conflict alongside the rhythmic visuals remind
one of ‘carpet bombing’ in numerous contemporary warzones,
thus connecting an innocuous and everyday act with issues
pertaining to global politics and cultural heritage.

Two other artists who appear to be singular figures in these
conflicting interpretations of Indian Pop are C. K. Rajan

and Atul Dodiya. Predating mediatic realist painters, Rajan
approached the world of the Indian popular through his
small-scale montages and collages that juxtapose consumer
advertisement decals and cut-outs of print media in jarring
configurations. Dodiya straddles both the figurative-narrative
mode pioneered by Khakhar’s Proto-pop and the later art of
the new mediatic realists. While Dodiya’s Gabbar on Gamboge

(1997) pays a colourful homage to the quirkiness of Bollywood
and popular culture with the kaleidoscopic vision and pictorial
wit that characterised the works of Sheikh and Khakhar, it
also anticipates the market savvy photorealism of the later
generation of painters. An Indian viewer might recollect the
famous biscuit ad (for Britannia) that featured the iconic
villain of Hindi cinema Gabbar Singh, portrayed in Dodiya’s
work against the background of flat gamboge as if converting
the painting itself into a commodity package or roadside

sign board. This work offers an example of the eccentricity

of Indian popular culture, where no eventuality, good or evil,

is irreversible. Dodiya’s Gangavataran after Raja Ravi Varma
(1998), on the other hand, exhibits a much more layered art
historical and cultural intertextuality. Based on the eponymous
oleograph by arguably India’s first modern artist Raja Ravi
Varma (1848-1906), Dodiya’s painting restages the popular
mythological narrative of the descent of the river-goddess
Ganga by replacing her character with the figure from Marcel
Duchamp’s Nude Descending a Staircase, No. 2 (1912).

While providing a postcolonial critique of the east-west
dichotomy or western modernism’s cult of authenticity,
Gangavataran after Raja Ravi Varma still seems to endorse

the notion of a masculine artist-creator, a spectral yet
imposing figure projected onto the painting’s foreground. In

a context where the humanisation of Hindu gods initiated by
Ravi Varma at the onset of the nationalist movement takes

the turn towards an ultra-masculinist Hindu nationalism—a
development most clearly expressed in the iconography of ‘the
angry Ram’—it is no surprise many Indian artists have found
the need to deconstruct this visual history by paying attention
to the questions of gender and sexuality. Tejal Shah’s You

too can touch the moon - Yashoda with Krishna (2006) and
Pushpamala N.’s Lakshmi (After Oleograph by Raja Ravi Varma)
(2004) are exemplary in this regard since they try to reinterpret
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India’s popular devotional imageries from the overlooked
vantage points of women and marginalised communities.

Pushpamala extends the deconstruction of popular
iconography further in the series The Native Types, in which
sacral, art historical and media figures are examined within
the category of a definitive native female ‘type’. Building on

a duality between the ideal or the sacred, signified by the
modest and coy presence of Ravi Varma’s ‘moonlit lady’

and the secular or the profane, asserted by the image of

the dissident ‘Hunterwali’, ¥’ modelled on a 1970s Tamil

film still featuring actress-turned-politician J. Jayalalithaa
(1948-2016), Pushpamala explores the ways in which ideas
and contestations about ideal womanhood are received in
the popular realm and embedded in the public imagination.
This interplay between the ‘good girl” and ‘bad girl’ as two
monolithic pillars of Indian femininity is often performed along
the tradition-modernity divide in the subcontinent, routinely
reiterated and consolidated in the popular domain through
films, popular music and television serials widely known as
saas-bahu [mother-in-law and daughter-in-law] serials in India.
The choice of employing the celebrated actress and politician
Jayalalithaa’s cinematic persona as a stand-in for the strong
modern, liberated woman who is out to wreak vengeance on
mostly male-inflicted violence becomes strategic when one
situates the work within the larger context of everyday rituals
and practices of iconisation and monumentalising of public
figures. With her charismatic and larger-than-life personality,
Jayalalithaa commanded a cult status bordering on mass
hysteria; monumental political banners, billboards and statues
were all deployed as forms of idolisation, ultimately culminating
in the unveiling of a posthumously dedicated temple in
Madurai. The presentation of recognisable and popular icons
in the performative investigation of archetypes of native
women through the popular medium of studio photography—
also explored in the series Love Studio (2010-2015) by

Bangladeshi artist Samsul Alam Helal—shapes the ways in
which stereotypes are created, cultivated and mobilised in
popular imaginaries.

These features of the South Asian popular—the fluidity of
space-time coordinates, the intertextual inscription of multiple
narrative registers and the patriarchal sacralisation of the
female body as well as the female body’s transgressive power,
exhibited within and against the same system—also find their
radicalised articulation in Chitra Ganesh’s diasporic and
feminist parody of popular Indian comics Amar Chitra Katha
[immortal picture stories] and the Bengali tradition of Battala
woodcut prints, paralleling the style and approach of the works
of Chila Kumari Burman. Sultana’s Dream (2018), Ganesh’s
portfolio of 27 all-black linocuts on tan paper, is inspired by
the eponymous science fiction story by Bengali writer and
social reformer Rokeya Sakhawat Hossain (1880-1932) and
the urban folk art of Battala illustrations.*® Different from the
minimal colour of Sultana’s Dream and the complex and the
complex futuristic impulse which is neither simply utopian

nor just dystopian, Ganesh'’s Tales of Amnesia (2002) makes
use of religious mythologies and Amar Chitra Katha's casual
gore as an allegorical devices for expressing the fantasies
and anxieties of a gendered subject in the time of aggressive
majoritarian fundamentalism. In both the works, verging on
magical realism and fantasy art, the artist’s construction of
the diegetic space—the fictive universe of characters—and the
viewer-reader’s reconstruction of the same take place through
a subversion of either the episodic unfolding of conventional
comics or the purely illustrative function of popular prints.
Articulated through profane and dark humour, artists such as
Ganesh, Pushpamala and Shah add colour and magic to the
kaleidoscopic illuminations of a fractured nation, making its
nights more nightmarish and its days more delirious.
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of communal riots, churning the urbanscape into ‘a vortex of volcanic eruption’

(in the words of Gieve Patel). At the centre of the maelstrom is the screening of
the 1981 Bollywood film Silsila [connection]; the heroine’s portrait-poster is being
painted outside the movie theatre. This literal ‘eye’ of the storm also refers to the
folk/popular ritual of chaksu-dana [eye-bestowal], the final act of painting the
eyeball through which the icon is believed to attain its full power and charisma.

Stuart Hall and Paddy Whannel, The Popular Arts (London: Duke University Press,
2018), 68.

In the history of modern art, the popular has always remained a source of
inspiration and appropriation for modern artists, starting from Gustav Courbet’s
pictorial citation of French postcards or the Impressionists” immersion in the new
forms of urban luxury noted in Thomas Crow, Modern Art in the Common Culture
(London: Yale University Press, 1996). In India, a similar appropriation of the
popular and the folk could be seen in works as early as those of Jamini Roy and
other artists of his generation.

The artists who belonged to the trend—Baiju Parthan, Shibu Natesan, TV Santhosh,
Abir Karmakar, Bose Krishnamachari, Riyas Komu and so on—were also called
‘photorealists’. The term ‘new mediatic realism’ was coined by Nancy Adajania

in her ‘The Mutable Aesthetic of New Mediatic Realism,” Art India 10, no. 4
(2005): 34-42.

Hunterwali (1935) [woman with a whip] is a Hindi-language action film featuring
the Australian-born Indian actress Nadia—popularly known by the moniker Fearless
Nadia—in which she plays a whip-cracking masked vigilante. She is recognised as
one of the earliest stunt actresses in Indian cinema.

The woodcut relief prints known as ‘Battala woodcuts’ were created in Calcutta’s
Battala district. and became popular during the early ninteenth century. For more
information, see Swati Moitra, The World of Battala Print’, published online on
Sahapedia, 8 June 2018. https://www.sahapedia.org/the-world-of-battala-print
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Local Capitalism and Print Culture

Capitalist developments under British colonialism
led to the creation of factories and industrialisation,
large-scale infrastructure, and banking and other
‘high’” financial services, while simultaneously
transforming traditional bazaar economies and
artisanal worlds. Informal manufacturing and
distribution made available and visible a range of
commodities and services, transforming labour,
exchange and aesthetics. From the late nineteenth
century—given the rising demand for the circulation
of texts and images through newspapers, magazines,
advertisements, devotional images, publicity,
bureaucratic paperwork and textbooks—printed
images began to spread rapidly in South Asia. The
impact of these historical transformations has been
the subject of many modern and contemporary
artworks in the region.

Cinema and Mediatised Icons

At the beginning of the twentieth century, cinema
emerged in South Asia from the matrix of bazaar
and street entertainment, amplifying and resonating
with aspects of orality, traditional theatre and

other cultural practices as well as transformations
that were being advanced by print culture. Today,
India is home to the world’s largest film industry.
Bangladesh, Sri Lanka and Pakistan also possess

a rich history of the moving image. The cinematic
imagination has such a powerful sway that it often
manages to conflate reality and fiction within popular
consciousness, a terrain that artists have mined to
create compelling works that address the quandaries
engendered by mediatisation.

1. Seher Naveed

2. K. G. Subramanyan
3. Atul Dodiya

4. Pushpamala N.
5. ljaz ul Hassan

6. Maligawage Sarlis

7. M. F. Hussain

. Ahmed Ali Manganhar
. Bhupen Khakhar

10. Shishir Bhattacharjee

8
9,

11. Jeanno Gaussi
12. Hangama Amiri
13. Chitra Ganesh
14. Bharti Kher

15. Raja Ravi Varma
16. Ayesha Jatoi
17. Baseera Khan
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Seher Naveed
b. 1984, Quetta, Pakistan
Lives and works in Karachi

Seher Naveed'’s practice is influenced by the impact of recent
sociopolitical development on the lives of Karachi’s residents.
Primarily through drawing, she investigates her fascination with
the construction of walls, gates, fences—barriers that divide
urban society—interpreting them as forms of abstraction that
allow for the idea of instability and multiplicity of meaning.

Naveed understands architecture as indicative of the future
that a society aspires towards. Over the years, her work, which
draws inspiration from repetitive geometric patterns ubiquitous
to urban Karachi, has expanded to include architectural details
of a complex city whose topography has been dramatically
altered by political instability.

Protest Walls (2021) and Tip (2021) are part of a larger body
of work in which Naveed leverages the multifaceted symbolism
associated with shipping containers—units of globalisation,
detritus of an unequal balance of trade, makeshift shelters,
and, in the case of Pakistan, crowd control walls often used at
protests, political rallies and for blocking roads and protecting
high-profile buildings and hotels. She deploys the container

as a primary motif in her paintings drawings, and sculptures,
which themselves become obstructions, thus offering poignant
commentary on the physical and psychological impact of
contemporary urban spaces.
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Tip

2021

Painted MDF

Dimensions variable

Courtesy of the artist and Aicon Gallery, New York
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K. G. Subramanyan
b. 1924, Kuthuparambu, India
d. 2016, Vadodara, India

Artist, writer, scholar and institution builder K. G.
Subramanyan’s practice blurred the lines between fine art
and craft traditions, often intertwining formal elements
borrowed from diverse sources. Informed by his multifaceted
interests in mythology, folk practices and Gandhian philosophy,
Subramanyan’s artistic and discursive explorations aimed
to recreate what he called ‘living traditions’ for modern life.
Subramanyan was among the leading artists who sought

to explore a post-Independence Indian identity through art.
Having had a career that spanned nearly seven decades, he
passed away in Vadodara in 2016.

Subramanyan’s satirical narrative The Tale of the Talking
Face (1975) is inspired by the impact of the declaration of

a national state of emergency in India (1975-1977) and the
rapidly changing political environment it facilitated. Executed
in the form of collaged drawings and illustrated poetry, the
work cautions the viewer about the state of corruption and
oppression inflicted by the protagonist, an autocratic ruler.
Surrounding the wittily crafted rhyming words are animated
monochromatic characters, objects and landscapes,
suggestive of a narrative storyboard format.

The Tale of the Talking Face

1975-1989

43 illustrations: ink, paper cuts

27.94 x 27.94 cm each

Collection of Kiran Nadar Museum of Art, New Delhi
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Atul Dodiya
b. 1959, Mumbai
Lives and works in Mumbai

Over the last three decades, Atul Dodiya’s artistic career has
been marked by multifaceted interests, varying from Bollywood
cinema, regional literature and bazaar visual culture to Western
and Indian art historical canons. He introduced a new visual
lexicon to the Indian art scene in the 1990s, first with his
photo-realistic paintings, and later with the assemblages and
installations inspired by Indian street life and middle-class
household aesthetics.

Gabbar on Gamboge (1997) is a homage to Bollywood
cinema’s iconic villain, Gabbar Singh, from the 1975
blockbuster Sholay. The realistic portraiture of Gabbar is
contrasted by naive illustrations of death, violence and grief
that surround the popular character, while the title’s reference
to gamboge yellow underlines Dodiya’s status as a bold
colourist. His playfulness with visual narratives is expressed in
the artwork’s pastiche of popular cultural references.

Gangavataran after Raja Ravi Varma (1998) is based on the
eponymous oleograph by the celebrated Indian artist Raja

Ravi Varma (1848-1906). Whereas the original painting
depicts the Hindu myth of the descent of the river goddess
Ganga from heaven before the god Shiva, his wife Parvati and
devotee Bhagiratha, Dodiya’s witty reinterpretation restages
the narrative with reference to French artist Marcel Duchamp’s
painting Nude Descending a Staircase, No. 2 (1912). The
artist thus creates a dialogue between different cultures,
mythologies and histories, as well as popular art and high art,
while raising questions of authenticity and authorship from the
vantage point of postcolonial cultural politics.
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Gabbar on Gamboge

1997

Qil, acrylic, marble dust, charcoal on canvas
213.5 x 152.5 cm

Collection of Fukuoka Asian Art Museum
Courtesy of the artist
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Pushpamala N.
b. 1956, Bengaluru
Lives and works in Bengaluru

Primarily using photography, video and performance,
Pushpamala N. has developed a visual language that
engages with the intricacies of historic and contemporary
popular culture in South Asia. Recreations, re-enactments,
appropriations and references from extant vernacular
sources form the basis of her artistic strategy. Pushpamala
frequently refashions cultural tropes to rewrite and reposition
the archetypal understanding and representation of
gendered identities.

In the photographic series ‘Native Women of India: Manners
and Customs’ (2000-2004), the artist cites colonial
ethnographic photography, calendar art, sixteenth-century
miniature paintings, nineteenth-century oil paintings, votive
imagery, film stills and police photographs to create stylised
typologies of South Indian women. She poses in costumes
against elaborate painted backdrops, performing roles that
range from the historical to the mythological, the fictional

to the real. Locating her work within studio photography, a
popular genre in South Asia that traces back to the twentieth
century, she utilises its stylistic idioms to invoke and play with
representations of Indian women, questioning the binaries
between the classical and traditional, modern and alternative.

Cheeky and playful, the performance of these native female
‘types’ include the mythical figure of the yogini [female yoga
practitioner] from a sixteenth-century Deccani miniature
painting; the demure protagonist of Raja Ravi Varma'’s Lady

in the Moonlight (1889); and the dominatrix, invoked by the
artist’s re-enactment of popular cinema iconography based on
one of political leader and actress J. Jayalalitha’s films from
the 1970s.
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Lakshmi (after oleograph by Raja Ravi Varma)
2004

Colour photograph

55.9 x 37.6 cm

Collection of Kiran Nadar Museum of Art, New Delhi
Courtesy of the artist
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ljaz ul Hassan
b. 1940, Lahore
Lives and works in Lahore

ljaz ul Hassan has been an influential teacher, political
activist, writer and critic for many decades in Pakistan. His
Pop art paintings, which he began making in 1971, address
the large-scale violence that accompanied the formation of
Bangladesh, the suppression of labour activists in Karachi,
the objectification of the female body, and the imagery of the
Vietnam War.

In describing Thah (1973 - 1974), which is part of the Fukuoka
Asian Art Museum'’s permanent collection, the museum
states that the work ‘combines the enlarged film poster image
of Pakistani actress Firdaus, and that of a mother fighting

the Vietnam War...[The latter] appeared in a collection of
reproduction prints themed on the Vietnam War entitled
“Letters from the South” (1965), and is originally based on a
woodcut print by Chinese artist Lin Jun. Reprinted throughout
publications in the west, this image became a symbol of
international solidarity for the women’s liberation and anti-
Vietnam War protest movements.’

As art historian Musarrat Hasan writes in her book ljaz Ul
Hassan: Five Decades of Painting (2012), the title of the
painting is drawn from a suggestive Punjabi film song whose
lyrics invite the listener to ‘embrace the actress with a bang
(tu mere nal lag ja thah kar ke)’, but the word also suggests
the sound of gunfire. The actress is contrasted with the
Vietnamese woman, ‘vigilantly staring at the far horizon.

In her one hand she holds a book and in the other a gun.
Symbolically she bears and rears generations, upholds values
and defends them both'’.
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Thah

1974

Oil on canvas

121.5 x 183.3¢cm

Collection of Fukuoka Asian Art Museum
Courtesy of the artist
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Maligawage Sarlis
b. 1880
d. 1955, Sri Lanka (formerly known as Ceylon)

Maligawage Sarlis was an artist who painted and sculpted
Buddhist iconography in a style informed by European
academic painting. He also painted the backdrops and frames
of Victorian and Parsi theatre productions. His paintings on
Buddhist themes were reproduced in inexpensive lithographic
prints from the 1920s onwards, circulating widely across the
island.

In his 2017 essay, Visualizing the Sinhala Buddhist Nation:
The Temple Murals of Sarlis Master, for Marg magazine, art
historian and artist T. Shanathanan writes, ‘the Buddhist mural
tradition in Sri Lanka underwent a drastic change after 1850...
by assimilating European realism and the colonial lifestyle

into the earlier narrative register that was dominated by line
and the flat application of a limited number of colours....The
first phase saw the introduction of colonial styles of dress,
furniture, architectural settings, vehicles and other accessories
into the existing narrative structure. The second phase showed
a major breakthrough in the traditional two-dimensional forms
of depictions through a naive attempt at illusionism.’

Shanathanan expands on this, saying ‘By the early 20th
century...[a] hybrid style transformed into a full-blown popular
realism in the murals of the master artist Maligawage Sarlis.
Sarlis was commissioned to paint many temples located

in the vicinity of Colombo. Through the production of mural
paintings, book illustrations, and popular lithographic prints,
portraits, cinema set designs and Vesak pandal hoardings, he
initiated a dialogue among the fields of painting, theatre and
the emergent nationalism informed by Buddhism. His style
became synonymous with the popular idea of painting and he
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was popularly known as “Sarlis Master”. His enterprise also
marked the birth of the popular professional or ‘star artist’....
His art epitomized the new collaboration that combined the
capitalist economy, modern technology of image production
and nationalism with the newly emerging charismatic persona
of the artist individual.’

The first adoration to Prince Siddhartha
Mid-twentieth century

Lithograph on paper

36.9 x 53.4cm

Collection of Fukuoka Asian Art Museum
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M. F. Husain
b. 1915, Pandharpur, India
d. 2011, London

One of India’s most well-known modernists, Maqgbool Fida
Husain was a founding member of the Progressive Artists

Group (1947), the first major artist’s group post-Independence.

His commitment to the Indian idiom is unparalleled in its
versatility and layered pictorial vocabulary, which employs a
range of influences while negating both the rigidity of academic
realism and the lyrical sentimentalism of his era.

Culture of the Streets (1980s) is a series of photographs by

M. F. Husain, who spent his childhood in the city of Indore;
Indore possessed a dynamic street culture encompassing
dance, music and especially poetry (patronised as it was by
the Maharaja of Indore). Often impromptu poetry sessions or
mushairas would convene with both professional and amateur
street poets—hawkers, weavers and panwallahs [seller of betel
leaf-wrapped tobacco] hobnobbing over fresh verse. Husain
was an eager initiate to this vibrant and intoxicating scene,
wandering around the city in search of spontaneous visceral
and aural experiences. Later, when he moved to the relatively
newer urban and cultural context of Bombay, his innate grasp
of street culture further expanded to embrace the city’s
glamourous, frenetic and playful culture—as epitomised by the
world of popular Indian cinema. Starting out as a painter of
cinema hoardings, Husain eventually integrated the movement,
contradictions and exuberance of Indian streets into his works.

Culture of the Streets

1980s

C-prints on archival paper

27.94 x 35.56 cm each

Courtesy of Aicon Gallery, New York
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Ahmed Ali Manganhar
b. 1974, Tando Allayar, Pakistan
Lives and works in Lahore

Ahmed Ali Manganhar grew up in Tando Allahyar, a small town
in Sindh, Pakistan, watching billboard painters create striking
visuals for Urdu cinema advertisements. He later studied

art formally at the National College of Arts in Lahore, closely
exploring the technical and compositional approaches of major
western artists from the Renaissance into the present.

In his billboard-inspired works, Manganhar paints only the
background and middle colour fields, deliberately refusing

to render the final details that otherwise endow the finished
commercial image with its seductive visual charge. His works
imbricate realism with fantasy and depict screen characters
and historical figures in cinematic forms that question
historical narratives.

Untitled [Bhai Ram Singh and Shakir Ali] (2007) depicts

two influential figures associated with the Mayo School of

Arts (renamed National College of Arts in 1958), with its
emphasis on emphasis on the revival of crafts and industrial
arts and industrial arts. Bhai Ram Singh (1858-1916), a
prominent architect who designed the Mayo School campus, is
rendered in earth tones. By contrast, the portrait of Shakir Ali
(1916-1975), who served as principal in the 1960s and firmly
established modernism, is realised in blue and appears cut out
from the background. The differing portrayal revisits questions
regarding the relation of crafts and modernism to indigenous
and noncanonical sites.

Untitled (2006-2007) is a portrait made on a slate (a

pedagogic tool widely used in Pakistan) of two controversial
historic personas—Seth Naomal Hotchand Bhojwani (1804-
1878) and Charles James Napier (1782-1853)—associated

with the colonial history of Sindh. The artist’s fusion of their
visages suggests the messy complexity of colonial history with
its complicities and refusals.

Aficionados of Pakistani cinema will recognize stars such

as Aliya, Anjuman, Babra, Mustafa Qureshi, Sultan Rahi in
Imaginary Homeland (2020). Without text, props or a mise-
en-scene, however, the characters seem disjointed and
disconnected from each other. Manganhar completed this
work during the recent COVID-19 pandemic, when the inability
to socialise on account of lockdowns possibly heightened the
artist’s imagination of the cinematic universe.

Imaginary Homeland

2020

Oil on canvas

97.5 x 225.5 cm
Collection of Fatima Yousaf
Courtesy of the artist
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Bhupen Khakhar
b. 1934, Mumbai
d. 2003, Baroda, India

Bhupen Khakhar began his career as a self-trained artist in the
mid-1960s. Based in Baroda, where his friend circle included
artists and students attached to the Maharaja Sayajirao
University (M.S. University), Khakhar nevertheless charted

his own aesthetic trajectory, drawing inspiration from ordinary
people and places in his immediate vicinity. His early practice
includes collage elements that recall ordinary yet aesthetically
saturated interiors. Khakhar’s paintings featuring small-time
traders and shopkeepers offer a vision of vernacular and
bazaar modernity.

Born in Bombay at Khetwadi, one of the many provincial areas
within the metropolitan city, Khakhar experienced a way of

life starkly distinct from the cosmopolitan urbanism of South
Bombay. Khetwadi was a ‘bazaar locality’ largely settled

by Gujarati families, like the artist’s parents, and studded
with slow-paced economies of tailor shops and watch repair
establishments.

In Janata Watch Repairing (197 2), the lonely figure of a watch-
repair wala [person employed in a particular occupation] in his
workspace, or the tailors hard at work in De-Luxe Tailors (1972)
are reminiscent of the ethos of shops and businesses across
South Asian small towns. Khakhar's style and iconography are
drawn from commercial painting techniques, including signage
and depictions of commodities. The figures are engaged in acts
of labour, underscoring the fact that the bazaar is not simply an
arena of spectacle and consumption. The compositions of the
figures also recall the British-era Company School of Painting’s
depictions of communities and professions, an attempt to
visualise the bewildering diversity of life in South Asia.

De-Luxe Tailors

1972

Oil on canvas

106.68 x 83.82 cm

Collection of Kiran Nadar Museum of Art, New Delhi
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Shishir Bhattacharjee
b. 1960, Thakurgaon, Bangladesh
Lives and works in Dhaka

Shishir Bhattacharjee is an artist, teacher and cartoonist.

He began to create satirical paintings critical of the political
establishment of Bangladesh during the 1980s, including
works that appropriated images from Bengali film posters,
altering them to serve his social and political messages. He is
equally well known as a caricaturist, with his political cartoons
appearing regularly in Bangladesh'’s largest circulating Bengali-
language newspaper until 2017.

In The Picture 3 (2002), various figures from popular culture
and media are depicted in bold and saturated colours and
combined into a sarcastic collage-like composition. The

artist notes: ‘The “democracy” achieved after the end of the
autocratic regime in the 1990s did not emerge according to our
expectations. Everything appeared to be valueless and comical
to me. The spirit to act as a socio-politically responsible

artist began to feel like a distant ideal. Serious, thoughtful
painting, creative painting; these terms lost their meaning

for me. | started to fantasize and play with popular images in
our society, and engaged with vibrant representations of film
characters, advertisements, and film posters in an attempt to
move away from serious painting.’

The Picture 3

2002

Acrylic on canvas

135 x 135 cm

Collection of Durjoy Bangladesh Foundation
Courtesy of the artist
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Jeanno Gaussi
b. 1973, Kabul
Lives and works in Berlin

Jeanno Gaussi creates intimate installations about memory
and transcendence, while working across a variety of media,
including video, photography, installation and text. A central
theme of her practice is the exploration of the places in which
she has worked and lived. Born in Afghanistan, and growing
up across Kabul, New Delhi, and Berlin, Gaussi developed
interests that spill beyond national borders and genres.
Drawing from personal journeys, her work engages with the
social and cultural processes of remembrance, as well as the
search for identity.

In 1978, Gaussi left the country as an infant without her
parents, and only reunited with them some years later. In
2008, during her first trip back to Kabul, Gaussi met Ustad
Sharif Amin, a billboard and sign painter whose shop was near
her home. He recounted to her how painting had helped him
survive the trauma of war. Having always felt estranged from
her family history, Gaussi decided to give him the thirty images
that, out of many albums, her parents had managed to take
along when they left Afghanistan and that, for her, had long
lacked clarity or continuity. She commissioned him to replicate
half of these original images in the form of paintings.

Family Stories (2011-2012) is made up of Ustad Sharif Amin
paintings and Gaussi’s recordings of her conversations with
the painter after he had finished each work. He becomes

a mediator, decoder and investigator, able to bring to the
surface possible traces of the truth, to reach a sort of objective
knowledge. This work raises the question of whether such
mediated, fragmented memories can rebuild a personal past,
or if they are simply a constructed reality, a fiction.

Family Stories

2011-2012

Oil on canvas, sound recording, single-channel video
60 x 45 cm each

Courtesy of the artist
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Hangama Amiri
b. 1989, Kabul
Lives and works in New Haven, USA

Hangama Amiri’s textile works examine notions of home and
the ways in which gender, social norms and geopolitical conflict
impact the daily lives of Afghani women, both in Afghanistan
and the diaspora. The figurative tendency in her work stems
from her interest in the power of representing mundane
objects from everyday life, such as a passport, a vase or
celebrity postcards.

During her childhood, the artist would wander through Kabul's
commercial arenas with her female family members. Amiri
recalls that despite the clientele being predominantly female,
all the business were male-owned and run. The fall of the
Taliban regime in 2001 signalled a significant social and
cultural shift, ushering in a more meaningful female presence
within commerce. Women became owners of jewelry, beauty,
fashion and fabric shops. The artist re lives this historical
moment and experience through the work, in which she
reconstructs commercial environments through monumental
textile installations. The viewer is invited to experience this
reconstructed reality as a flaneur. For the textile installation
Bazaar (2020), Amiri wove her childhood memories of the
bazaar, and transformed them to offer viewers a sense of place
and time, alongside an awareness of the politicised present.
Amiri re affirms Afghan women’s sense of freedom and power
in expressing their sensuality and pleasure.

Bazaar

2020

Cotton, chiffon, muslin, silk, suede, digitally woven textile, camouflage fabric, sari
textile, inkjet prints on paper and canvas, paper, plastic, acrylic paint, marker,
polyester, tablecloth, faux leather, and found fabric

426.72x 792.48 cm

Courtesy of the artist and T293 Gallery, Rome
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Chitra Ganesh
b. 1975, Brooklyn
Lives and works in Brooklyn

For the past 20 years, Chitra Ganesh’s drawing-based practice
has pioneered narrative representations of femininity, sexuality,
and power typically absent from artistic and literary canons.
Ganesh’s installations, comics, animation, sculpture, and
mixed-media works on paper draw from historical and mythic
texts, repurposing them as points of departure from which to
complicate received ideas of iconic female forms.

Chitra Ganesh’s Tales of Amnesia (2002-2007) comprises of
21 panels that reference Amar Chitra Katha, a famous Indian
comic series chronicling religious and mythological stories that
perpetuate hetero-patriarchal beliefs premised on purity while
exoticising and objectifying women. Ganesh introduces the
character of Amnesia to replace the protagonist of the monkey-
god Hanuman from the original story, and draws attention to
the nonchalant use of bloodshed and violence in the Amar
Chitra Katha universe, thus subverting canonical narratives.
The artist displaces the conventional iconography of the
goddess, opening up possibilities for female characters, and
builds dissonant relationships between images and text with a
consciously interruptive narrative flow between panels, allowing
for playful and open-ended significations.
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HOW TO STAGE
THE STORY? HER NAME
WAS AMNESIA, AND
ITFIT HER LIKE A
BRAND NEW BOXING
GLOVE.

FROM A LINEAGE
OF MONKEY GIRLS,

Tales of Amnesia

2002-2007

Digital prints

Various dimensions

Courtesy of the artist and Gallery Espace, New Delhi
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Bharti Kher
b. 1969, London
Lives and works in Gurugram, India

Bharti Kher’s practice is rooted in the alchemy of materials.
The artist experiments with and investigates numerous
materials, forms and aesthetic possibilities, creating
unexpected relations between geographical and sociopolitical
environments. Kher was born and raised in London, and her
shift to India echoes the transient state of being that has
informed the transformative disposition of her work.

Kher explores potential dialogues between objects through
the process of assembling or transforming them, thus
altering their original character and use. Intermediaries
(2017) contorts reality by metamorphosing found objects into
improbable hybrids. Kher collected multiple clay figures from
South India and fashioned combined forms from their sliced
parts. Stripped of their original meanings, these godly figurines
are reconfigured into bizarre juxtapositions, suggesting a
syncopated and staccato relation between the human and
the divine. The cylindrical pedestals with polychrome wax
bases are a prominent aspect of the work, each unique in its
composition and reflecting the sculptural assemblage

placed above.
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Intermediaries 1

2017

Clay, resin, wax, cement, brass

186 x 29 x 29 cm

Courtesy of the artist and Nature Morte Gallery, New Delhi
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Raja Ravi Varma
b. 1848, Kilimanoor, Kerala
d. 1906, Kilimanoor, Kerala

Raja Ravi Varma ushered in a new kind of Indian art under
colonial modernity, combining western academic realism
with quintessentially Indian subject matter. His mastery of
oil painting and use of perspective was enhanced by his
foray into innumerable themes related to Hindu mythology
and iconography, as well as his familiarity with Parsi theatre
and the aesthetic of Tanjore paintings, all of which make his
contribution to modern Indian culture unparalleled.

Varma’s success as a portrait artist and entrepreneur
expanded into the ‘national-popular’ with the establishment of
his printing press in 1894 and the subsequent dissemination
of his oleographs which made available devotional images to
millions across social and caste hierarchies. Varma’s renowned
mythological paintings were modified to adapt to printing,

and constitute the backdrop of devotional images, calendars,
advertisements and commodity packaging, which still remain
in circulation. The imbrication of the devotional and the
commercial constitutes a powerful modality in modern South
Asian popular culture.

Printed and circulated in the 1930s, the polychromatic prints
on display constitute advertisements for Sunlight Soap and a
pair of calendars for CIBA LTD., a chemical company. Standing
in tribhanga (a classical posture in Indian dance and art which
literally means three bends in the body), is Saraswati, the
goddess of knowledge, holding the veena, a stringed musical
instrument, and surrounded by animals including her vahana
[vehicle], the hamsa [swan]. A CIBA print dated to 1937
displays the mythological story of Ganga Avataran [The Descent
of Ganga] as the primary subject, enveloped by the vignettes
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of secular portraits as well as other religious illustrations. The
1939 CIBA calendar print, on the other hand, uses the icon of
Shiva, along with his wife Parvati and son Ganesh, all seated
on a singhasan [lion’s throne].

Varma'’s imagery has influenced subsequent Indian artists
across generations, including Atul Dodiya, Pushpamala N., and
Tejal Shah, whose works are part of this exhibition.

Ciba (India) LTD

1939

Chromolithograph

71.5 x50 cm

Collection of Museum of Art and Photography, Bangalore
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Ayesha Jatoi
b. 1979, Islamabad
Lives and works in Lahore

Trained in Indo-Persian miniature painting, Ayesha Jatoi has
held a long-term fascination for illuminated manuscripts and
the relationship they embody between image and text. For the
past 15 years, she has extensively engaged with myriad forms
of text-based interventions. Her practice is informed by the Sufi
belief in the unity between the Seeker and the Beloved. Jatoi
frequently challenges the preciousness of courtly miniature
paintings and the patriarchal forms of their patronage by
‘making miniatures’ in unusual ways.

The Lockdown Posters series was created towards the end

of the recent global pandemic; a time which forced people

to come to terms with isolation, being separated from loved
ones, and to look deep within and question their relationship to
their immediate world. The posters were produced at an offset
printing facility next to the shrine of Lahore’s patron saint,

Data Darbar. Print materials produced here normally advertise
local gatherings with a roster of speakers at festivals, or death
anniversary commemorations of local saints, and are usually
pasted around the vicinity of the shrine and across other
locations in Lahore. Jatoi’'s posters deliver a more personal
message. In continuity with her commissioned hand-painted
signage, made in 2007, these do not offer the viewer any
concrete information. The tone transcends the ambit of its form
and meaning into a more cerebral and affective landscape
marked by absence and longing, and riddled with questions of
finding ‘a way back home'.

Lockdown Posters
2022

Offset prints

Various dimensions
Courtesy of the artist
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Baseera Khan
b. 1980, Denton, USA
Lives and works in Brooklyn

Through the lens of their own body, Baseera Khan investigates
how subjectivity is shaped and threatened by social and
capitalist systems. This inquiry revolves around surveillance
and how this coincides, in the case of Khan, with the
construction of gender and their Muslim identity. Khan brings
together a diverse range of themes, from subgenres of indie-
rock to interpretations of the Quran.

Inspired by Roman archaeological sites and by the columns
of the Malcolm X Masjid in Harlem, New York, the columns
that constitute Khan’s series snake skin (2019) are
composed of lightweight insulation material in Kashmiri rugs,
the use of which refers to Kashmir’s suppressed struggle
for independence. In addition to wrapping, Khan’s Column
7 (2019) was subjected to various forms of performative
dissection—cutting, dividing, and scraping off emancipated
slivers that migrate away from the larger architectural body.
Presented as a hollow ruin, the work suggests the insidious
nature of empire and colonialism.
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Column 7

2019

Pink Panther foamular, plywood, resin dye, custom
handmade silk rugs made in Kashmir

182.88 x 182.88 x 62.23 cm

Courtesy of the artist and Simone Subal Gallery, New York
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Tradition and Everyday Practices: A Retake
Premodern cultural practices in South Asia have
developed across a vast spectrum—from objects
and performances engendered by elite patronage
to those created for common usage among rural
communities. Popular devotional practices, for
instance, have long proliferated at roadside shrines,
while spiritual poetry, folk music and dance have
often sidestepped rigid social hierarchies. Rather
than disappearing, many classical and popular
performative and aesthetic forms have transformed
and amplified under modernity. This rich lineage
informs the works of artists invested in probing the
role of art in recontextualising traditional legacies for
the present.

1. Samsul Alam Helal

2. K. G. Subramanyan

3. C. K. Rajan

4. M. F. Husain

5. Bhupen Khakhar

6. K. M. Madhusudhanan
7. Vivan Sundaram

8. Bhupen Khakhar
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Samsul Alam Helal
b. 1985, Dhaka
Lives and works in Dhaka

Samsul Alam Helal is interested in forms of fiction that question
reality and in moving beyond overt socio-cultural and political
issues to explore the impact of identity, dreams and longings
upon an individual and across a community. His recent practice
embraces photography, video and installation, and draws from
his immediate surroundings in which working class and other
marginalised communities are an enduring presence, despite
their insufficient representation in mainstream media.

Love Studio (2012-2013) is a portrait series about a
commercial photography studio in Jurain, Dhaka, a commercial
area and industrial hub, whose residents strive for a better
life. Yet, their worlds remain unremittingly the same. The
studio offers them the chance to perform their aspirations and
temporarily escape the monotonous reality of their lives. The
large scenic backdrop element in Love Studio is versatile and
invites participation, allowing people from all walks of life to
role-play as hero, or king, or enact their fantasies and hopes.

Love Studio
2012-2013

Digital prints, backdrop
Various dimensions
Courtesy of the artist
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K. G. Subramanyan
b. 1924, Kuthuparambu, India
d. 2016, Vadodara, India

Among Subramanyan's prolific body of work are his paintings

on glass and acrylic. Glass painting was introduced during the
eighteenth century in South Asia and became popular and
affordable devotional images sold at festivals and portraits
commissioned by middle-class patrons. Glass paintings are
created by applying paint and gilding in reverse, and often
result in a finished work characterised by limpid polychromatic
brilliance. Subramanyan's witty appropriation of this everyday
genre, including his consistent exploration of the female form, is
evident in Girl With Chojalata Flowers (1980).

The opulent golden background surrounds the kneeling figure
of a girl adorned in jewellery and wearing a patterned skirt. She
exchanges her gaze with one of the portraits of moustached
men with ashen skin and glowing eyes, while the other portrait
figure gazes at her. The painting's contortions, perspectival
shifts and trapezoidal frames set within the main rectangular
composition create a reflexive viewing experience, and the
voyeuristic pleasure among the depicted subjects also playfully
implicates the viewer of the overall work.

Girl With Chojalata Flowers
1980

Paint on acrylic
58.4x43.2¢cm

Private collection
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C. K. Rajan
b. 1960, Kerala
Lives and works in Hyderabad

C. K. Rajan often adopts a visual language drawn from
popular aesthetics to offer socio-political critique. From
assembling cut-outs and painting on cigarette boxes to
making sculptures, Rajan’s oeuvre has expanded beyond

his initial training as a painter. His continuing political
engagement with art is informed by his association with a
short-lived artist group, The Indian Radical Painters and
Sculptors’ Association (1985-1989), popularly known as the
Kerala Radicals.

Rajan’s response to the swift liberalisation of the Indian
economy in the early 1990s and the ensuing proliferation

of consumer culture culminated in his series of collages,
Mild Terrors and Mild Terrors Il (1991-1996). Rajan created
composite imageries using paper cut-outs, taking segments
from widely circulated newspapers and magazines, including
sections on advertisements and film, thus creating new
alignments accompanied with text and speech bubbles.
Through a playful use of scale, the montage of truncated
figures, body parts, consumer products, architectural elements
and touristic landscapes, the layered image-fragments
distort and subvert the hierarchy of the featured elements.
The various surreal and uncanny permutations suggest a
satirical take on the alienating impact of a still-unfolding
consumerist euphoria.

Mild Terrors Il (Collage 1-10)
1991-1996

Cut and pasted printed papers on paper
29.7 x 21.1 cm each

Collection of Ishara Art Foundation
Courtesy of the artist
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M. F. Husain
b. 1915, Pandharpur, India
d. 2011, London

One of India’s most well-known modernists, Maqgbool Fida
Husain was a founding member of the Progressive Artists
Group (1947), the first major artist’s group post-Independence.
His commitment to the Indian idiom is unparalleled in its
versatility and layered pictorial vocabulary, which employs a
range of influences while negating both the rigidity of academic
realism and the lyrical sentimentalism of his era.

Husain worked as a children’s toymaker at a furniture shop in
Bombay, an experience that profoundly marked his subsequent
practice. Painted in a vibrant palette and rendered in wood, the
two-dimensional relief figures in his 'toy' series are executed

in flat planes of colour, sometimes in contrasting pigments

to create depth. The bold lines, characteristic of his style,

are painted with primary colors interspersed with the earthy
hues of the countryside, offering an ornamental rendition of
pastoral lives. In the 1950s, Husain effortlessly translated this
playful style onto his canvases, depicting rural India, artistically
reflecting the nation in its formative stages.

Untitled

1950

Gouache on plywood

22 x 14 cm

Collection of Kiran Nadar Museum of Art, New Delhi
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Bhupen Khakhar
b. 1934, Mumbai
d. 2003, Baroda, India

Interior of a Muslim House No.1 (1965) and Pan Shop No.1
(1965) are both works which emerged out Khakhar's early
experiments with collage, a common global Pop practice.

In these works, popular and art historical imagery around
religious figures are culled from colorful oleographs found

in temples and bazaars. Additionally, images from tourist
guidebooks are cut out and assembled with either snippets of
calligraphic prints or graffiti against painted backdrops. Specific
to the icons and iconographies of Islamic and Hindu religious
practices, these collages make use of familiar religious
symbols and popular iconography including the Zuljanah or
Dul Dul, the white horse associated with Husayn ibn Ali during
the battle of Karbala, in the case of Interior of a Muslim House
No.1, and gods and goddesses like Vishnu and Durga tiled
together on a vermillion background in Pan Shop No. 1.

Phoren Soap (1998) is a set of fifteen etchings and aquatints
made by Bhupen Khakhar as illustrations accompanying his
eponymously titled short story. Khakhar was also a writer,
contributing short stories in Gujarati which were published
predominantly in Gujarati newspapers. Rooted in his
exploration of the ordinary, these literary works were often set
in the universe of lower middle-class characters and usually
dealt with fantastic and surreal elements. Phoren Soap lures
us into the life of Jeevanlal and his wife Savita, a couple in
the throes of the new sensations and passions unleashed

by the introduction of a highly exotic and aspirational object
in their life, the phoren [foreign or imported] soap. The prints
illuminate the story with Khakhar’s characteristic gentle wit and
sardonic humor.
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Interior of a Muslim House No.1

1965

Collage and mixed media on canvas

91.4 x 76.2 cm

Collection of Lorenzo Legarda Leviste & Fahad Mayet
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K. M. Madhusudhanan
b. 1956, Allapuzha, India
Lives and works in Kerala

Filmmaker and artist K. M. Madhusudhanan was a member
of the short-lived leftist collective Indian Radical Painters

and Sculptors’ Association (1987-1989), led by K. P.
Krishnakumar (1958-1989). The group’s dissolution following
Krishnakumar’s suicide, the collapse of the Soviet bloc, and
the awareness of Stalinist excess made Madhusudhanan a
critic of totalitarian regimes and communist politics. The artist
has reflected on other morbid historical and fictional episodes,
such as British colonialism and Franz Kafka’s short story

The Penal Colony (1919), where power and violence, law and
transgression come together in a sinister unity.

Power and Knowledge (2016) is a series of oil paintings

based on Madhusudhanan’s childhood memory of collecting
matchbox stickers, and the early period of trade-union
movements in Kerala, especially in the matchbox and beedi
[handmade cigarette] industries. The paintings mimic the
design language of vintage commercial packages, and visualise
alternative histories. In this historical counter-narrative, various
symbols of power, violence and imperialism come together

to form a jarring contrast with the recurring expression

‘safety matches'.
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SAFETY MATCH

Power & Knowledge

2016

6 pieces: oil on canvas

48.26 x 76.2 cm

Collection of Kiran Nader Museum of Art, New Delhi
Courtesy of the artist
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Vivan Sundaram
b. 1943, Shimla, India
Lives and works in New Delhi

During his career spanning more than five decades, Vivan
Sundaram has addressed diverse concerns using an extensive
range of mediums, including painting, photomontage, video
and three-dimensional constructs. His works constantly refer
to sociopolitical circumstances, from the post-Independence
identity of India to the culture of wastefulness driven by
extreme urbanism, while also engaging with enduring concepts
such as desire, memory and agency.

In the mid-1960s, Sundaram explored Pop art elements of
vernacular culture including suggestive bodily imagery and
sacred symbols, while working with inexpensive materials
like enamel paint, cloth and plastic dolls. The work Touch

of Brightness (1966), a shrine/dollhouse also serving as a
curiosity cabinet, is representative of this phase in Sundaram’s
career. The transgressive work highlights and blurs the
distinction between the sacred and the profane, painting and
installation, theatre mise-en-scéne and folk performance.

Its subtle erotic charge exudes wry humour, a characteristic
feature of the artist’s works during this period.

Touch of Brightness

1966

Mixed media and painting
183 x 122 cm

Artist Collection, New Delhi
Courtesy of the artist
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Politics, Protest, Borders, Partitions

One of the intellectual connotations of Pop is ‘the
popular’, drawn from Antonio Gramsci and other
theorists who have developed his insights, including
the Subaltern Studies historians working on South
Asia. From the 1930s onwards, leftist political
groups across the world would often be referred to
as ‘the popular front’. The struggle for citizenship
and equality, the visual culture of protest, and the
political dimensions of the popular as well as the
question of how nation states control the movement
of people across and within their borders are issues
that have concerned many artists. Sardonic humour
and play are among the tools artists have adopted to
critically investigate these quandaries.

Modernity and Urbanism

South Asia has become increasingly urbanised, a
process that has been gathering force since the
nineteenth century, and in the last few decades
has led to the emergence of global megacities

such as Dhaka, Karachi and Mumbai, as well as
so-called second cities such as Multan and Pune.
Urbanisation has led to strangers living in dense
juxtaposition and proximity to each other, working in
professions and jobs that did not exist in traditional
and rural settings, as well as the consumption of,
and participation in, new material, cultural and
aesthetic practices. Artists, many of whom are city-
dwellers, have been deeply attentive to the force that
urbanisation exerts on its publics and the openings
it provides for fostering new relations, practices and
imaginaries.

Utopia and Dystopia

One of the valences of Pop art is the way society
is conjured via utopian or dystopian imaginaries.
Rokeya Sakhawat Hossain’s feminist story Sultana’s
Dream, published in 1905, is an important early
instantiation of utopian futurist ideals. In recent
years, graphic novels, anime and cinema have
greatly contributed to speculative and fictional
imaginations, while historical and mythological
stories have also found wide readership in graphic
form. Many artists have reimagined the past,
present and future through montage, juxtaposition,
graphic simplification, the collision of bold lines
and colour fields, cartoon images, science fiction,
mythological retakes and animation.

1. Chandraguptha Thenuwara
. Naiza Khan

. Abdul Halik Azeez

. Shishir Bhattacharjee
. Mehreen Murtaza

. Lala Rukh

. Muvindu Binoy

. Vivan Sundaram

. Seema Nusrat

10. Seher Naveed

11. Lubna Chowdhary
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Seher Shah
Dhali Al Mamoon

. Tsherin Sherpa
16.
17.
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Ramesh Nithiyendran
Baseera Khan

Anant Joshi

Bharti Kher

Thukral & Tagra

L. N. Tallur
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Chandraguptha Thenuwara
b. 1960, Galle
Lives and works in Colombo

Chandraguptha Thenuwara is an artist, curator and educator
whose activism directly informs his wide body of work, which
includes sculpture, painting, drawings, public monuments,
lectures, curatorial and collaborative projects. On 23 July 1997
the artist began presenting his self-curated, annual, memorial
exhibitions to commemorate ‘Black July’, a series of anti-Tamil
pogroms that were triggered by events on 23 July 1983, and
led to mass death and destruction in Sri Lanka.

Barrelism Tourist Map (1997) and Barrelscape

(1998 - ongoing) are early manifestations of Thenuwara’s
stylistic formulation called ‘Barrelism’, an anti-war artistic
expression triggered by the camouflaged barrel barriers that
appeared all over Sri Lanka, especially in Colombo, from the
mid-1990s, during the civil war (1983-2009). These barrel
checkpoints were constructed on grounds of ‘national security’
with citizens automatically checking their identity cards on
approaching them, like a ritual. These barriers changed the
urban landscape, stripping civil life of its flow and movement,
and consolidating an atmosphere of fear and suspicion.

Using a tourist map of the Colombo city published by the
survey department, Barrelism Tourist Map depicts visual
information about the painted barrel barricades, including
their exact locations with selected unique barrel installations
illustrated as inserts. In Barrelscape (1998-ongoing), we see
readymade barrels painted in three colours—black, green,
and yellow—and installed as labyrinthine forms that obstruct
pathways. The work is based on actual barrel barricades,
which were brightly repainted once they faded, so they could
reappear in their iconicity as guardians of protection.
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Barrelscape

1998-ongoing

Painted barrels

Dimensions variable; each barrel 88.9 x 58.42 cm
Courtesy of the artist and Saskia Fernando Gallery, Colombo
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Naiza Khan
b. 1968, Bahawalpur, Pakistan
Lives and works between London and Karachi

Naiza Khan uses a diverse range of mediums, including
drawing, sculpture, video and sound, to map out the colonial
history and collective memory embedded in objects and
places. Based on critical research and documentation, her
works often form visual assemblages that embody the complex
geopolitics of the South Asian region and beyond.

Henna Hands and its Afterlives (2022) is a critical recall of the
site-specific project Henna Hands (2002). The soundscape
is a mix of ambient street sounds fused with Khan'’s reflective
recounting, an expanded narrative that allows the audience
to reinhabit the work 20 years on, and that creates a sonic
walk through the city of Karachi. In the original project, Khan
drew silhouettes of the female figure using stencil designs

of henna patterns and applied henna pigment directly to the
walls. Khan's figures are fleeting and transient presences on
the walls, even before they are fully overlaid by new traces of
graffiti and political writing.

Karachi’s fraught political history and the displacement

of settled communities are some of the frictions this work
foregrounds. The walls bear witness to the traces of countless
encounters, becoming sites pregnant with memory (despite
the constant threat of obliteration posed to the city’s older
buildings by construction mafias). Henna Hands represents
the political role of the female body within public space and its
potential to be a form of resistance. In seeking to address an
expanded public sphere, Khan enters into a spirited dialogue
with the imperatives of urban popular culture.
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Henna Hands and its Afterlives

2022

Single-channel projection, digital prints

19 minutes 02 seconds, 82 x 55 ¢cm, 41 x 62 cm,
60.5 x 82.3 cm, 62.5 x 42 cm

Courtesy of the artist
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Abdul Halik Azeez
b. 1985, Nawalapitiya, Sri Lanka
Lives and works in Colombo

Abdul Halik Azeez's work examines technologies of power as
mediated through contemporary culture, narratives of progress,
lived experiences and media. His multidisciplinary practice
predominantly draws from post-war transformations that

have impacted Sri Lanka, such as the effects of gentrification
and renewed ultranationalist politics. Azeez also works
collaboratively with The Packet and other artists from Sri Lanka
and elsewhere.

Pics or it didn’t happen/Memory (2016) replays the artist’s
visual diary as a photographer in Colombo from February to
July 2016, a personal record of still moments strung into a
stream-of-consciousness video made whilst documenting the
city’s charged post-war urban transformation. ‘The images are
fleeting and often hard to grasp, they overlap and merge and
the speed and gaps in the narrative can blur the sense of time
and space. Despite this, moments of startling clarity present
themselves,” he notes. Azeez acknowledges the incessant need
to capture life on our handheld devices and sees himself as a
digital citizen who participates and critically reflects on how
the world is represented, distorted and extended by these
evolving technologjes.

In World Class City (2021), Azeez reflects on instances

of divisive politics in Sri Lanka as of 2021 (including the
Easter Bombings in April 2019 on which he reported as a
journalist) against the backdrop of the capitalist tenor that has
shaped the country’s post-war aspirations for Westernised
infrastructural development. Edited from footage gathered
through his practice of regularly capturing everyday sights

and sounds on his mobile phone, and accompanied by a
soundtrack composed of field recordings and music created
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on Ableton Live software, the work addresses the schisms
between lived realities and the projection of neoliberal
desire in a ‘society of the spectacle’, as conceived by
theorist Guy Debord.

Pics or it didn’t happen/Memory
2016

Single-channel video

10 minutes 20 seconds
Courtesy of the artist
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Shishir Bhattacharjee
b. 1960, Thakurgaon, Bangladesh
Lives and works in Dhaka

Shishir Bhattacharjee is an artist, teacher and cartoonist.

He began to create satirical paintings critical of the political
establishment of Bangladesh during the 1980s, including
works that appropriated images from Bengali film posters,
altering them to serve his social and political messages. He is
equally well known as a caricaturist, with his political cartoons
appearing regularly in Bangladesh'’s largest circulating Bengali-
language newspaper until 2017.

Could Have Been the Story of a Hero 5 (1987) and The Story
of a Hero - No.2 (1987) are from a series of paintings made
in response to the establishment of the military junta in
Bangladesh in the 1980s. The artist observes: 'These artworks
belong to a series | worked on during 1986-87, while | was a
MA student in the Department of Painting at MS University

of Baroda, India. In that era, Bangladesh was under the
autocratic regime of H.M Ershad. The series was essentially
a satire against Ershad and his political regime. There was

no freedom of speech, along with the absence of other basic
human rights. Backed by a rigged election, his party, some
bureaucrats and the army carried on with tyranny. The choice
of color in this series, grayscale over white, treats the canvas
as a stage and as reportage. Ershad and the characters
surrounding him are portrayed with dramatic composition and
lighting. Through the series, Ershad had been the protagonist;
moreover, a comic anti-hero. In hindsight, | had placed myself
as the hero, acting opposite an oppressive dictator who had
suppressed the freedom of speech of an entire nation.’

Could Have Been the Story of a Hero 5
1987

Oil on canvas

108.7 x 123.2 ¢cm

Collection of Fukuoka Asian Art Museum
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Mehreen Murtaza
b.1986, Riyadh
Lives and works in Lahore

Mehreen Murtaza is an interdisciplinary artist whose practice
seeks to bridge a connection between the sensible and
intelligible worlds. She is inspired by Muslim philosophers
such as Ibn al-‘Arabi (1165-1240), also known as Al-Sheikh
al-Akbar, and Sheikh Shihabbudin Yayha Suhrawardi (1154 -
1191), as well as the Ishraqi philosophy of lllumination, Islamic
cosmology and spiritual alchemy. In 2016, she co-founded
the Mantiq of the Mantis (MotM), a Lahore-based alternative
creative residency space focused on the revelatory nature

of knowledge and the creative soul’s potential to create
impressions of images it receives from the archetypal realm.

Murtaza’s twelve-piece digital collage series Anthology

of Cosmic Snippets (2006) fuses found images of war,
technology, religion and nature, creating a virtual world that
uncannily reassembles reality. To quote the artist, ‘The virtual
world offers a romantic longing for the Absolute. Its electronic
ether represents a brand new frontier of consciousness.

The subversive nature of localized (and yet transcultural)

pop culture emerges directly out of today’s socio-religious
context, wherein modernday computing and technology
collide with religious myth, superstition, and ritual. It is a
result of overlaying one universe of discourse upon another,
suggesting the same kind of complexity when speculative
fiction writers of the 1950s and 1960s brought mystical ideas
of spirituality and religion into science. The human observer
and their consciousness are tied together in an inseparable
cosmic web—in constant flux, demonstrated by quantum
mechanics and the uncanny at work through the collective
unconscious. Herein lies the underlying metaphysical principle
of the inseparable relationship of the part to the whole, and
is a blueprint for the intuitive mind embedded in the sacred
foundation of all created things.’
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An Anthology of Cosmic Snippets

2006

12 digital prints

38.1 x 38.1 cm each

Courtesy of the artist and Grey Noise Gallery, Dubai
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Lala Rukh
b. 1948, Lahore
d. 2017, Lahore

Artist, activist and teacher Lala Rukh worked in diverse
modalities. Her solitary, minimal and reflective artistic
practice encompassed photography and drawing, as well as
the use of ephemeral and unusual materials. She was also
deeply involved with feminist groups from the early 1980s,
photographing public demonstrations and creating popular
protest graphics. Lala Rukh co-founded the Lahore branch
of the Women'’s Action Forum (WAF) in 1982, and Simorgh
Women'’s Resource and Publication Centre in 1985.

Her protest posters are marked by a strong graphic vocabulary
and were mainly produced collaboratively in her backyard via
screen printing, since commercial offset printers were reluctant
to print such incendiary material during the repressive
dictatorship of Zia-ul-Haq (1978-1988). She also wrote an
instructional manual on screen printing, seeking to make this
technique easily available to silenced groups and communities
across South Asia.

The striking graphic composition of the poster Masawi Hugoogq
(1983-1984) is comprised of bold Urdu text in red, placed
against a veiled black figure. The strong diagonal of the figure’s
arm creates a compositional space on the top right corner for
the text of masawi hugooq [women’s rights]. The chain on the
red shackles on the figure’s arm leads the eye to the name of
the WAF organization, khawateen mahaz-i amal, which has a
militant connotation in Urdu.

Lala Rukh designed the The Unholy Trinity (1986) poster
collaboratively with other female participants at a workshop
in Koitta, Bangladesh. In 1996, the poster was screen-
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printed at a workshop in Sargodha, Pakistan. ‘Men, money
and morality’ constitute the unholy trinity. The work depicts
icons and symbols of various faiths amassing wealth and
suppressing women.

Masawi Hugooq

1983-1984

Screen print on paper

68.58 x 48.26 cm

Courtesy of Estate of Lala Rukh
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Muvindu Binoy
b. 1989, Colombo
Lives and works in Colombo

Muvindu Binoy works between multiple mediums and genres,
from digital collage to filmmaking and music. Using the Internet
as a source of inspiration, Binoy explores themes of gender,
agency, social status as well as the tension between traditional
values and the more permissive standards of the digital age.
Binoy’s practice combines the visual and graphical, and often
juxtaposes the contrasts between new and ancient, reality and
myth, good and ugly.

Binoy’s digjtal collaging strategy mimics the style of its
analogue predecessor; he combines the visual language of
memes, picket-fence-perfect forms of 1950s photographs, and
the posturing of female bodies in colonial postcards, posing
curious conjunctions and interspersing them with consumerist
symbols, such as McDonalds fries or the Nike tick. His often
acerbic works pose questions about Sri Lanka’s identity,
history and politics through references to charged events.

The digitally collaged fan film poster Avilenasului (2022), for
the eponymous movie directed by Chinthana Dharmadasa,
references the iconography of Spaghetti Westerns and the
filmography of David Lynch. The poster, Legend of Balu (2022)
was created for the Toronto and LA-based musician Balu and
reflects a vintage Tamil poster aesthetic. The figures depict the
young musician Balu and his father, who is also a singer.

In Moon Men (2015), Binoy critiques attitudes towards
new knowledges and sciences. This tongue-in-cheek visual
is characteristic of the artist, whose early works observed
generational politics, specifically the refusal to embrace the
new world in favour of traditional value systems.
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Moon Men

2015

Giclée print on archival photo paper

25.4 x 25.4 cm

Courtesy of the artist and Saskia Fernando Gallery, Colombo
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Vivan Sundaram
b. 1943, Shimla, India
Lives and works in New Delhi

During his career spanning more than five decades, Vivan
Sundaram has addressed diverse concerns using an extensive
range of mediums, including painting, photomontage, video
and three-dimensional constructs. His works constantly refer
to sociopolitical circumstances, from the post-Independence
identity of India, to the culture of wastefulness driven by
extreme urbanism, while also engaging with enduring concepts
such as desire, memory and agency.

Sundaram’s early work engaged with Pop art. During his time
as an art student in London, inspired by the paintings of
R. B. Kitaj as well as the youth movement of 1968, Sundaram
created a series of oil paintings depicting the social and

political upheavals unravelling around him. The cinematography

of the French New Wave—especially its unconventional
techniques of montage and bright chromatic scales—appears
in these works as rhizomatic hybrids of semi-abstract forms
that pulse with the energies of the ludic and the sensual, the
fluid and the amorphous.

Sundaram’s predilection for the cinematic and the playful
leaves unique traces in Indeterminacy (1967), a visual puzzle
made of psychedelic colours and shapes. In the painting,

the images envelop what could be seen as a Sphinx riddle
confronted by an oriental deity, an encounter staged in the
company of a totemic figure staring at the viewer and piercing
‘the fourth wall'.

Interior (1968) depicts a room with numerous unidentifiable
items and what appears to be a wooden door and mud
tubes left by termite infestation, prefiguring Sundaram’s later
deconstruction of elite and aristocratic life in the series
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The Discreet Charm of the Bourgeoisie (1976). Like the artist’s
other paintings of that time shaped by anti-establishment
sentiments, Interior similarly foregrounds the collapsing
edifices of society and decaying private life.

Indeterminacy

1967

Oil on canvas

90 x 120 cm

Artist Collection, New Delhi
Courtesy of the artist
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Seema Nusrat
b. 1980, Karachi
Lives and works in Karachi

Seema Nusrat’s sculptures, drawings, and collages utilise
unusual materials and forms, allowing for an energetic
engagement with the tensions and capacities of contemporary
urbanism in the megacities of the Global South.

Nusrat examines the culture of security that has become
integral to the architecture of Karachi. Elements of her
elaborate study include barricades and road blockers, with
their distinctive, cautionary yellow and black patterned lines
found in front of residential buildings, public spaces, and
major public and corporate institutions, their ubiquitous and
permanent presence often overshadowing the very architecture
around which they evolved. Nusrat notes, ‘We increasingly

feel less control over the environment and surroundings

that we live in, and we compensate by putting up security
infrastructure of several forms, sizes, and colors. Once an
occasional occurrence, it has become omnipresent in present-
day Karachi. At some point in time, the citizens accepted these
structures as building blocks of a new form of architecture, a
new language.’
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Future Facades 07

2020

Screen print on acrylic sheet

132.08 x 63.5 x 3.81cm

Collection of Shamain Akbar Faruque
Courtesy of the artist
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Lubna Chowdhary
b. 1964, Dodoma, Tanzania
Lives and works in London

Lubna Chowdhary subverts the traditional context and utility of
clay to address a longstanding preoccupation with urbanisation
and material culture. Her distinctive oeuvre bridges the
disciplines of architecture, craft, design, sculpture and painting
and frequently constitutes shaped tiles, sculptural objects and
spatial installations in ceramic.

Chowdhary’s work harmonises a range of references,

including Islamic architecture, Hindu temples and modernist
design. In transcending these categories, the work thrives on
interconnection and establishing relationships between diverse
aesthetic traditions. The textures, chromatic relationships and
patterns of elements within Certain Time LV (2021), Certain
Time LVI (2021) and Certain Time LIX (2021) evoke multiple
sensorial and conceptual associations, including the legacy of
mid-century geometric abstraction, modernist architecture and
model skylines of cities of the Global South that are perpetually
under construction.
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Certain Times LV

2021

Ceramic

50 x 110 cm

Courtesy of the artist and Jhaveri Contemporary, Mumbai
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Saba Khan
b. 1982, Lahore
Lives and works in Lahore

Saba Khan’'s multimedia work appropriates cultural tropes

to comment on the complexities and contradictions of
contemporary Pakistan. From beaded paintings and textile
banners to LED signs and public monuments, Khan uses
artifice and satire to explore cracks in the social fabric as well
as critique bureaucratic negligence and class conflicts.

Khan's works in the exhibition use Chinese hobby kits and
samplers, available widely in stores for traditional embroidery
exercises and for embellishing women'’s garments. Chinese
trade and imports have greatly influenced tastes and
aesthetics in construction, home décor, and fashion recently
—a trend that has been reinforced by the China-Pakistan
Economic Corridor, which is part of China’s Belt and Road
Initiative, and extends through Pakistan.

In Gymkhana Ladies Swimming (2021) series, the artist
references the culture of segregated swimming, which began

in the 1980s during General Zia-ul-Haq’s rule. The practice,
which continues in public pools in Pakistan till today, involves a
thick, opaque curtain being drawn around the perimeter of the
pool during the designated ‘ladies times’. The series translates
this experience into three narrative works in which ‘ladies time’
becomes an hour for mothers finding suitable boys for their
eligible daughters, preparing them for matrimonial bliss.

The series Silenced Stories (2018) takes the conventional
cross-stitch templates of a serene cottage and juicy fruit,
typically found in western art canons, as a point of departure.
However, the textual undertones in Silenced Stories tell more
sinister stories that unfold once deciphered through coded
language, including workplace harassment and witnessing
Partition violence.

109

Gymkhana Ladies Swimming

2021

Resin diamonds on 'Diamond Painting Kit’
91.4 x 124.46 cm

Courtesy of the artist
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Seher Naveed
b. 1984, Quetta, Pakistan
Lives and works in Karachi

Seher Naveed'’s practice is influenced by the impact of recent
sociopolitical development on the lives of Karachi’s residents.
Primarily through drawing, she investigates her fascination with
the construction of walls, gates, fences—barriers that divide
urban society—interpreting them as forms of abstraction that
allow for the idea of instability and multiplicity of meaning.

Naveed understands architecture as indicative of the future
that a society aspires towards. Over the years, her work, which
draws inspiration from repetitive geometric patterns ubiquitous
to urban Karachi, has expanded to include architectural details
of a complex city whose topography has been dramatically
altered by political instability.

Protest Walls (2021) and Tip (2021) are part of larger body of
work in which Naveed leverages the multifaceted symbolism
associated with shipping containers—units of globalisation,
detritus of an unequal balance of trade, makeshift shelters,
and, in the case of Pakistan, crowd control walls often used at
protests, political rallies and for blocking roads and protecting
high-profile buildings and hotels. She deploys the container

as a primary motif in her paintings, drawings, and sculptures,
which themselves become obstructions, thus offering poignant
commentary on the physical and psychological impact of
contemporary urban spaces.
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Protest Wall 1

2021

Pencil on paper

33.02 x24.13 cm

Courtesy of the artist and Aicon Gallery, New York
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Seher Shah
b. 1975, Karachi
Lives and works in New York

Seher Shah investigates perspectives and narratives
embedded in architecture, landscape and public space through
drawing, print and sculpture. She abstracts these underlying
tensions into hybrid compositions using bold geometrics,
reinterpreted symbols, traditional motifs and intricate markings
to reveal the contested relationships between history,
iconography, memory and time.

The Black Star Project (2007) draws on relationships between
ornament, structure and architectural abstraction. Combining
drawing and digital collage, the twenty-five prints explore visual
translations and meanings within the geometry of a square.
Architectural methods of representation, such as plans,
elevations and perspective drawings, explore shifting forms
from two to three dimensions on paper. Repetitive patterns
and adornment drawn alongside hard-edged structures speak
to the fraught relationship between ornament and abstraction.
Within the work, the colour black evokes states of mourning or
lamentation through its visual stillness and depth.

Cities have played a critical role for the artist as sites of
complexity and contradiction. The work was created in the
mid-2000s in New York, a time of heightened surveillance,
alongside new orientalist narratives amplified by the American
invasion of Irag and Afghanistan. These narratives have
worked against the complex nature of multiplicity, creating
one-dimensional viewpoints of community and belonging.

The work uses drawing to speak to the multiple meanings we
project onto structures, symbols and cultural iconographies.
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The Black Star Project

2007

25 archival giclee prints

17.78 x 17.78 cm each

Courtesy of the artist and Green Art Gallery, Dubai
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Dhali Al Mamoon
b. 1958, Chandpur, Bangladesh
Lives and works in Chattogram, Bangladesh

Dhali Al Mamoon is a founding member of the artists’ collective
the Shomoy Group, which was formed in 1979 and broke

away from the abstract language prevalent in the art praxis of
Bangladesh. Informed by his academic identity, his practice
anchors a geopolitically contextualised discourse within a
localised language of art, drawing from the region’s traditional
and modern art forms, and critically engages with the pivotal
historical events that have shaped public consciousness.

The term shomoy denotes time. Al Mamoon'’s works address
the zeitgeist, wrought with birth pangs, that accompanied the
emergence of an independent nation state following multiple
and brutal territorial divisions. From the recesses of his
memories arose spectres of a trainload of soldiers ominously
trundling by while children were engaged in an uncanny game,
slouching in animal-like postures. The artist’s nightmarish
renditions catalyse the trope of ‘loss of innocence’ to shed
satiric light on his nation’s dashed dreams—its fight for
freedom from a dehumanising, oppressive colonial and
neocolonial past only to find itself in the throes of militarisation
and de-secularisation shortly after its independence.

Al Mamoon draws upon traditional scroll paintings, cinema
banners and rickshaw paintings to forge a diction that
challenges the uncritical embrace of nonrepresentational art
and the insidious invasion of global Pop culture in the local
artistic and cultural matrix.
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While They Make Speeches

1988

Qil on canvas

118.8 x 273.9 cm

Collection of Fukuoka Asian Art Museum
Courtesy of the artist
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Tsherin Sherpa
b. 1968, Kathmandu
Lives and works between California and Kathmandu

Noted for his unique stylistic amalgamation of traditional
thangka (a Tibetan Buddhist painting genre enshrined in
temples) and expressions of contemporaneity, Tsherin Sherpa
began his artistic training as a 13-year-old, under his father,
Master Urgen Dorje, a renowned Tibetan thangka artist. In
1998 Sherpa moved to California to work as a thangka artist
and teacher at a Buddhist centre, where he was introduced
to modern art theories and histories, leading to his eventual
explorations of visual idioms outside the periphery of
conventional thangka.

Early on in his career, Sherpa worked with the grid
measurement system, mastering it through repetition. Alongside
his lessons in Buddhist symbolism, he learned the art of making
mineral pigment and the technique of fine outlining with ink

and gold. An extension of his early grid compositions, Luxation
2 (2016) consists of 16 canvasses in luminous shades of red,
green and blue. Resonating with the title, which means the
dislocation of an anatomical part, fragmented images break
the continuity and familiarity of the figure, as if trapped in a
mismatched jigsaw puzzle. The accidental twists in the colours
and composition create an iconoclastic image more ferocious
than its traditional counterpart.

Luxation 2

2016

Acrylic on cotton

203.2x203.2cm

Courtesy of the artist and Rossi & Rossi, Hong Kong



118

Ramesh Mario Nithiyendran
b. 1988, Colombo
Lives and works in Sydney

Ramesh Mario Nithiyendran moulds ideas of gender and

race with references to various South Asian religious idols

to make ceramic sculptures that look like gods of the future.
Whether it is his monumental figures or table-sized miniatures,
Nithiyendran’s experiments with scale are as fascinating as his
approach to religiosity and sculpture.

Nithiyendran explores global histories and languages of
figurative representation. While he is best known for his
irreverent approach to ceramic media and his audacious use of
colour and ornamentation, his material vernacular is broad. He
has specific interests in South Asian forms and imagery, as well
as politics relating to idolatry, the monument, gender, race and
religiosity. His art is born out of the anti-art impulse to break
conventional notions and meanings of beauty through raw, bold
and irreverent forms that are simultaneously attractive and
repellent, utopian and dystopian. The works come across as
being both archaic and futuristic, typically encompassing

an extravagant color palette, polymorphous shapes and
mythical evocations.
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Figure with Spiky Head

2022

Earthenware

64 x 41 x 25 cm

Courtesy of the artist and Jhaveri Contemporary, Mumbai
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Baseera Khan
b. 1980, Denton, US
Lives and works in Brooklyn

Psychedelic Prayer Rugs (2017-2018) were fabricated by
rug makers in Kashmir, who interpreted the artist’s designs
that are based on secret psychedelic spaces adhering to the
reverence of practicing prayer, while also pushing against
prevalent ideas of repressed sexuality, military presence

in society, and imprisonment. The work brings histories of
agitprop and protest posters into the mental space of prayer
and meditation, linking internal and external liberation to
activate a different personal consciousness—being awake.

Khan’s lantern-like Chandelier (2021) sculptures rotate
and reflect light, referencing the joyous, cross-cultural
associations evoked by disco balls. Each of the patterns,
though, specific to Khan's family’s collection of Islamic
Arab and South Asian textiles and embroidery designs.
This matrilineally assembled, over-a-century-old archive is
currently cared for by the artist’s mother, who had been

a seamstress and dressmaker in India and then later

in Denton, Texas, in the 1970s, sewing clothing for her
communities and embroidering traditional designs on textiles
purchased at local fabric and craft stores.

121

nut kS PL>

Act Up

2017

From the Psychedelic Prayer Rugs Series

Handmade wool rugs custom designed by artist, made in Kashmir
121.92 x 76.20 cm

Courtesy of the artist and Simone Subal Gallery, New York
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Anant Joshi of time. Joshi recalls encountering Swiss-made automation

b. 1969, Nagpur, India at the Salar Jung Museum, Hyderabad, as a child, which may

Lives and works in Mumbai have influenced him to recreate a broken-down museum clock,
frozen in time.

Anant Joshi’s oeuvre offers a dynamic commentary on
the sociocultural alienation that marks contemporary life,
illuminating aspects of suppressed violence within the
mundane that are often shrouded under colourful and
popular motifs.

In Happy New Year (2013), Joshi presents a set of twelve
colourful dioramas, each representing a month of the year
2013. Using a wide assortment of materials like fibreglass, kite
paper and readymade objects, these miniaturised spectacles
allude to actual events that took place that month, through
references to specific objects and figures. For instance,
January relates to the ‘Fall’: the aftermath of the Arab Spring
and eventual cessation of the anti-corruption protests led by
Gandhian social activist Anna Hazare. The figure of the lone
Tiananmen Square protester, who represents the crushing of
democratic demands, is placed in a swimming pool instead

of in front of a marauding tank. The dioramas of the other
months similarly present cases of moral policing, inflation,
failure of government policies, the struggle for women'’s rights,
sports controversies, state executions and sexual harassment.
Restaging the narratives of each event, Joshi conjures detailed
and metaphorical capsules that share an aesthetic similarity
with home altars.

llluminated by LED lights and ornamented with its own version

of antennas in the form of sculptural objects, each diorama Happy New Year

. .. . . - 2013
repl.|cates a television momtor. broadcasting political and Fibreglass box, acrylic, mirror, steel, resin, industrial paint,
social events. The pendulum-like feature at the bottom of each kite paper, LED lights, ready-made objects

box further invokes old-fashioned time-keeping devices like Various dimensions, each box 38.1 x 48.26 x 45.72 cm

. Collection of Kiran Nadar Museum of Art, New Delhi
cuckoo and grandfather clocks, commenting on the passage Courtesy of the artist
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Bharti Kher
b. 1969, London
Lives and works in Gurugram, India

Bharti Kher experiments with and investigates numerous
materials, forms and aesthetic possibilities, creating
unexpected relations between geographical and sociopolitical
environments. Kher was born and raised in London, and her
shift to India echoes the transient state of being that has
informed her work’s transformative disposition.

Bindis, worn by women in India in the centre of their foreheads,
often in the form of a mass-produced sticker, denote the

third eye connecting the realms of the real and the spiritual,
while also traditionally signifying a woman’s marital status. In
Kher’s Throb (2012), a large cluster of bindis emanate from
the centre and trace sinuous contours towards the edge of
the canvas. The multi-coloured spots move in unison, whirling
in an abstract pattern that evokes a brooding rhythm. The
work brings together elements of mass production, tradition,
metaphor and Op art, suggesting diverse interpretations,
such as the relation between tradition and modernity, and the
tension between narrative forms and abstraction.

Throb

2012

Bindis on board
243.84 x 183 cm
Collection of HCL Tech
Courtesy of the artist
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Thukral & Tagra
Live and work in New Delhi

Jiten Thukral
b. 1976, Jalandhar, India

Sumir Tagra
b. 1979, New Delhi

Jiten Thukral and Sumir Tagra are an artist-duo who work with
a panoramic range of media, including painting, sculpture,
installations, interactive games, video, performance and
design. Their propositions of everydayness, urban-architectural
planning and immersive ambience express a witty socio-
political commentary on global consumerism. The artists blur
distinctions between fine art and applied art, the imperatives
of design and the playfulness of ornamentation, the world of
virtual reality and the contemplative questions posed by one’s
lived experiences.

Deriving from the expression ‘master of air’, Dominus Aeris
Lighthouse-1 (Diptych) (2014) has a set of conical light fixtures
on the left and a candid skyscape on the right, reminiscent

of a snapshot from a computer game with floating herbaria,
‘power-ups’, and hidden treasures. The image of the sky

and the related branding phrases like ‘sky is the limit’ and
‘skyrocketing’, as they are used especially in the context of

the real estate business and speculative marketing, take
further dramatic shape in Dominus Aeris - Middle Class
Dreams Il (2010). This painting renders a fathomless high-rise
apartment complex, evoking a reinterpretation of Constantin
Brancusi’s iconic sculpture Endless Column (1918) in the age
of consumerist fantasies and neoliberal excess. The apartment
complex disappearing into the sky also suggests a cryptic

and disturbing message regarding the ever acquisitive and
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aspirational middle class; the dangers of building castles in the
air; and of fast, though ill-gotten, gains suddenly dissipating in
a blinding haze.

Dominus Aeris - Middle Class Dreams Il

2010

Oil on canvas

279 x 218 x 6.4 cm

Courtesy of the artists and Nature Morte, New Delhi
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L. N. Tallur
b. 1971, Karnataka, India
Lives and works between Bengaluru and Seoul

L. N. Tallur’s artistic practice investigates cultural traditions
and identities, charting the routes through which they are
absorbed, morphed and distorted. Drawing from a wide
assortment of genres, from religious iconography to traditional
crafts, the artist critically examines ideas around the
museumisation and institutionalisation of history, informed by
his academic training in museology.

Mastering the art of subtly mimicking artistic mannerisms, Tallur
went on to shape a subversive artistic language, furnishing his
work with visual puns, and baptising them with humorous titles.
Working in a variety of mediums, using lens-based and artisanal
methods and incorporating found, natural and industrial objects,
Tallur explores the tensions between the traditional and the
modern in a rapidly transforming, complex society.

Interference (2019), a slow-motion video, captures the
presumably mundane act of manually dusting a carpet. The
giant carpet that occupies the video’s frame, was originally
installed at a palace in Junagadh, Gujarat, and is alleged to
have been produced by imprisoned freedom fighters during
British colonial rule in India, serving as a historical reminder of
the nation’s painful heritage. The carpet’s ornamental features
and geometric patterns, executed within a green colour field,
are reminiscent of modernist design, reiterating that the
historical roots of modern art and design are intertwined with
the flat, nonprojective aesthetic legacies of the non-western
world, as exemplified by Owen Jones in his 1856 pictorial
treatise, The Grammar of Ornament. As two men rhythmically
beat the heavy rug, a cloud of dust emerges, obstructing our
view of the active figures, thereby effacing their labour. The
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reverberating soundtrack of the video resembles mortars from
a distance, evoking zones of conflict in the contemporary era.

Interference

2019

4K video, sound, colour

4 minutes 48 seconds

Collection of Kiran Nadar Museum of Art, New Delhi
Courtesy of the artist
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Self, Identity, Diaspora

The present understanding of social categories

and normative gender relations in South Asia has
been deeply shaped by British colonialism and
Victorian morality. Contemporary artists are not
only attempting to imagine a more plural future

for themselves and their communities but also
underscoring discrepant historical and seemingly
marginal popular practices that had been occluded
under narrow biopolitical norms consolidated from
the mid-nineteenth century onwards. The formation
of large-scale diasporas from South Asia has

led artists to profoundly and playfully investigate
important questions of displacement, identity and
belonging. In this regard, diaspora artists, on the
bleeding edge of subjecting the self to interrogation,
are among the most vital and imaginative
practitioners, who, in a critical, deconstructive and
expanded sense, bring unexpected insights into what
it means to be South Asian in the world today.

1. Anwar Saeed
2. Chitra Ganesh
3. Sunil Gupta
4. Ram Rahman

5. Chila Kumari Burman
6. Tejal Shah

7. G. Ravidner Reddy

8. Jeanno Gaussi
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Anwar Saeed
b. 1955, Lahore
Lives and works in Lahore

Anwar Saeed'’s artistic vocabulary is informed by his extensive
knowledge of premodern South Asian and Islamic art as

well as his interest in world literature, especially in Urdu and
Punjabi poetry. The painter, printmaker and photographer

is concerned with a range of themes, such as exploring
masculinity and probing the relation between South Asia’s
past and present, as well as investigating the experience of
fantasy-infused reality. Saeed’s early illustrations, drawings
and collages manifest his deep interest in contemporary art
and design, Surrealism and Pop art.

In the works featured in this exhibition, Saeed records the life
of his friends and associates, juxtaposing them with elements
of surreal fantasy. Inaugural Print Zahoor ul Akhlaq Gallery
(1994) was created in collaboration with his artist friend and
colleague Afshar Malik to support the then newly established
art gallery at the National College of Arts (NCA), Lahore. The
print irreverently layers premodern and colonial-era images
associated with the Mayo School of Art (the NCA's original
name) with portraits and artistic motifs of former and current
faculty, creating a galaxy of fragmented iconography evoking
the institution’s rich, storied history.

In Different Possible Endings for a Story (1993), Saeed
juxtaposes fragments of a calendar with images of the past
along with contemporary images of artistic materials, violence
and nuclear blast sites. The work suggests that while the
unfolding future of South Asia remains fraught, it continues

to be dependent upon the mutual co-existence of its diverse
communities. The series ‘Tender Burdens’ (2006) series
brings together a portrait of the artist’s father at the age of
24 with fragments of undergarment advertisements,
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Gandhara-era Buddhist sculptures, a popular depiction of the
Buraq [a winged creature, usually a horse with the face of a
woman and the tail of a peacock], popular musical performers,
and Arabic calligraphic text. The montage suggests the artist’'s
feeling of conflict between fidelity to familial and historical
legacies, religious expectations and gender roles, as well as

a bodily and imaginative desire to inhabit and embrace the
present beyond narrow societal norms.

Different possible endings for a story
1993

Photo-etching and aquatint

35.56 x 66.04 cm

Courtesy of the artist
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Chitra Ganesh
b. 1975, Brooklyn
Lives and works in Brooklyn

For the past 20 years, Chitra Ganesh’s drawing-based practice
has pioneered narrative representations of femininity, sexuality
and power typically absent from artistic and literary canons.
Ganesh’s installations, comics, animation, sculpture and
mixed-media works on paper draw from historical and mythic
texts, repurposing them as points of departure from which to
complicate received ideas of iconic female forms.

Sultana’s Dream (2018) is a suite of 27 prints based on the
eponymous story published by Bengali feminist, educator and
social reformer Rokeya Sakhawat Hossain (1880-1932) in
1905. Hossain’s story is set in Ladyland, a futuristic utopian
city where the gender hierarchy between men and women

is reversed. Ganesh’s linocuts amalgamate science, myth
and fantasy, to underscore the original story’s collective

and feminist subjectivity. Speaking to this work, the artist
notes: ‘This series of prints draws on Hossain’s vibrant
imagery, translating a written story into a visual grammar
that connects with problems that shape 21st-century life,
such as apocalyptic environmental disaster, the disturbing
persistence of gender-based inequality, the power of the
wealthy few against the economic struggles of the majority,
and ongoing geopolitical conflicts that cause widespread
death and suffering.’
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Sultana’s Dream

2018

Relief prints

51.1 x 41 cm each

Courtesy of the artist and Gallery Espace, New Delhi



136

Sunil Gupta
b. 1953, New Delhi
Lives and works in London

A photographer, curator, writer and activist, Sunil Gupta
migrated to Montreal, Canada, from New Delhi with his family
at the age of 15. Gupta’s art and activism have addressed
longstanding and complex issues of sexual and racial identity,
migration and home, and have articulated a critical stance on
the notion of the diaspora.

This set of photographs from the Homeland series (2003),
titled and composed as binary oppositions and intended as
diptychs, embraces many different spaces that Gupta called
‘home’, from Delhi and Rajasthan, to Northeast USA and
Canada. Pairing one frame from India and the other from
North America generates an intentional conflict; the frames
superficially opposing each other as they outline broad notions
of the ‘west’ and ‘east’. A commonplace images like that of the
pehelwan [bodybuilder], often found in the suburbs and alleys
of many north Indian cities, is juxtaposed with an image of a
popular Dairy Queen outlet in Yarmouth. This initiates a tongue-
in-cheek dialogue, which may be distanced by continents, but
still evokes a common theme.
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Ajmer, Rajastan / Great Yarmouth, Nova Scotia

2003

Pigment print on archival paper

60.96 x 149.86 cm

Courtesy of the artist

Images courtesy of the artist and Hales Gallery, Materia Gallery,
Stephen Bulger Gallery and Vadehra Art Gallery.

© Sunil Gupta. All Rights Reserved, DACS 2022.
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Ram Rahman
b. 1955, New Delhi
Lives and works in New Delhi

A photojournalist, artist, curator, designer and activist,

Ram Rahman is known largely for his engagement with portrait
and street photography and as an architectural photographer.
Rahman’s photographs exude a visual ethnography of
suburban India and reveal an intimate familiarity with

street culture.

Rahman imagines Wishmachine (2019) to be a working
apparatus of his memories, which he operates manually to
conjure up both private and public personas from the past.

He imagines the machine as a replica of a bioscope, a popular
device of moving images, from which the artist can wilfully
summon personalities like Indira Gandhi, F. N. Souza,

M. F. Husain as well as his mother, Indrani Rahman.

A significant reference is the foundational photograph of the
apparatus, a Hyderabad-based optician’s clinic entryway,
showing large round, painted eyes. The dime-sized display
window cuts right in the middle of the two eyes, while the
machine is animated with a movable hand and an enlarged
ear, and topped with a Nehru topi [cap]—extensions that render
it almost as an animal or an organism, a form of bionic jugaad
or bricolage, unrecognisable yet familiar.
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Wishmachine

2019

Digital photo prints mounted on sunboard, Meccano parts
construction, found clock parts, rubber band, wood

68.5 x 71 x 35.5 cm

Courtesy of the artist
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Chila Kumari Singh Burman
b. 1957, Bootle, UK
Lives and works in London

Chila Kumari Singh Burman'’s feminist practice challenges

stereotypical assumptions about South Asian women in the UK.

Her work is informed by Bollywood, fashion, found objects, self-
portraiture, the relationship between popular culture and high
art, and gender and identity politics.

A key figure in the British Black Arts movement in the 1980s,
Burman often uses self-portraiture as an empowering, self-
determining tool and integrates diverse aesthetic strategies
ranging from the use of found objects and collage to Arte
Povera-style use of diverse materials with a post-Punk

DIY attitude. She also draws on her Punjabi roots and her
upbringing in Liverpool. Burman’s works suggest a playful
subversion of identity, wherein the private and the individual
confront wider social issues, proposing a dual cultural heritage
in relation to historical and political context.

The etching Rebel Without a Pause (1990) illustrates a
sequential narrative of Rani of Jhansi, a nineteenth-century
queen from India who fought against British rule, as a symbol
of resistance. The same character and theme, inspired by
the visual language of the children’s comics Amar Chitra
Katha, appear in Rage and Treats (2006), with an additional
autobiographical reference. Her migrant father’s 30-year
occupation as an ice cream van driver and vendor had a
profound influence on Burman’s oeuvre, visible in the images
of frozen treats.

From bindis and other fashion accessories to ice cream
cones and ice lolly wrappers, Burman incorporates everyday
materials in her work, giving new meaning to items otherwise
perceived as worthless, cheap, or kitsch. In All Loved Up
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(2014) Burman composes strands of jewellery spanning
across a figure of the Hindu deity Ganesh collaged with images
of women taken from comic books. The speech bubble is
situated with collaged comic images of women and gods,
underscoring the earthly and transcendent relations that
underline Burman’s feminist politics.

All Loved Up

2014

Mixed media

12.7 x 12.7 cm
Courtesy of the artist
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Tejal Shah
b. 1979 in Bhilai, India
Lives and works in New Delhi

Tejal Shah addresses the experiences of subjects whose lives
are discrepant from dominant social expectations. Her visual
vocabulary subverts gender stereotypes and explores the
inter-relational spaces between identities, different species
and multiple states of being.

The works in this exhibition are from a series in which the
artist interprets, through the realm of fantasy, the responses
she receives to the question ‘what are you?’, posed to people
largely living beyond the normative public sphere. You too can
touch the moon - Yashoda with Krishna (2006), for instance,
portrays one of Shah’s collaborators, Malini, with a child,
translating their ardent maternal yearning. Shah references
artist Raja Ravi Varma'’s popular painting Yashodha with
Krishna, creating a luminescent dream-space of maternal
fulfilment. Southern Siren - Maheshwari (2006) developed
from Shah’s encounter with a flamboyant and bold person
called Maheshwari, and their dreams of becoming a

South Indian film heroine. The work is in the form of a song
sequence, an important narrative element in popular Indian
romantic melodramas.
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You too can touch the Moon - Yashoda with Krishna
2006

Digital photograph on archival paper, pasted on board
147 x 96 cm

Collection of Kiran Nadar Museum of Art, New Delhi
Courtesy of the artist



144

G. Ravinder Reddy
b. 1956, Andhra Pradesh, India
Lives and works in Hyderabad, India

G. Ravinder Reddy is recognised for his larger-than-life
sculptures of the human form, which traverse the everyday
sensuality of modern life and formal conceptions of sacred
figurines characteristic of South Indian temple architecture. The
popular cultural milieu of Andhra Pradesh and his exploration
of antiquities from Egyptian and Mexican civilisations have
informed his visual grammar.

Reddy’s sculptures include large, disembodied heads and
busts of Indian women who wear markers of cultural identity
that bridge tradition and modernity. The use of ornamental
patterns, luminous colours and bold shapes endows his
monumental works with a captivating, alluring quality, while
the hypnotic gaze of the figures emanating from their oversized
eyes references the Indian tradition of darshan [sacred vision].

The works Relief Il and Il (1981) exemplify the artist’s early
interest in life-sized scale and the appearance of modern
Indian women, dressed in relatively subdued colours, shirts
and trousers with little trace of traditional sensibilities.
Conceived during the cusp of ascending middle-class
aspirations and rapid urbanisation in India in the 1980s, the
works mark an era when the transforming identity of urban
women was beginning to congeal in public consciousness.
While depicting these new typologies, Reddy’s sharp eye also
charts intimate details, as if extrapolating from the idealised
yet sensuous Didarganj Yakshi, the famous Mauryan sculpture.
These works constitute a language that epitomises the
feminine form in a delicate balance, neither appearing vulgar
nor fully distant from concerns regarding the objectification of a
female body, yet also suggesting a conscious self-projection by
the depicted characters.
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Relief Il

1981

Paint on polyester resin fibreglass

184.15 x 72.3 cm

Courtesy of the artist and Vahedra Gallery, New Delhi
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Jeanno Gaussi
b. 1973, Kabul
Lives and works in Berlin

Jeanno Gaussi creates intimate installations about memory
and transcendence, while working across a variety of media,
including video, photography, installation and text. A central
theme of her practice is the exploration of the places in which
she has worked and lived. Born in Afghanistan, and growing
up across Kabul, New Delhi, and Berlin. Gaussi developed
interests that spill beyond national borders and genres.
Drawing from personal journeys, her work engages with the
social and cultural processes of remembrance, as well as the
search for identity.

While travelling in Afghanistan, Jeanno Gaussi met Abdullah,
a truck painter who had learned the profession as a refugee
in Pakistan and had been adorning vehicles with colourful
and ornate depictions of his dreams, stories and imagined
scenes for 20 years. ‘Painters are lucky,” he told Gaussi in a
conversation that sparked their collaboration. ‘We can paint
people's dreams.’

Gaussi commissioned Abdullah to paint on skateboards, which
resulted in Dreams on Wheels (2013-2015). While truck art
involves adorning long-distance vehicles that ply the road
between countries, skateboards are much smaller moving
objects, and this presented Abdullah with a challenge. For the
two collaborators, truck and skateboard painting symbolised
vibrant cultural practices encountered as refugees, for Abdullah
in Pakistan and Gaussi in India and Germany. Presented on
mirrors, the skateboards also reveal the hidden surfaces of the
embellished objects.
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Dreams on Wheels, Kabul

2013

Wood, acrylic paint

Dimensions variable

Painted by Ustad Abdullah, commissioned by Jeanno Gaussi
Courtesy of the artist
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List of Works

Abdul Halik Azeez
World Class City
2020

Single-channel video
1 minute 13 seconds

Pics or It Didn’t Happen (Memory)
2016

Single-channel video

10 minutes 20 seconds

Courtesy of the artist

Ahmed Ali Manganhar
Imaginary Homeland

2020

Oil on canvas

97.5 x 225.5 cm
Collection of Fatima Yousaf

Untitled [Bhai Ram Singh and Shakir Ali]
2007

Oil on canvas

46 x 31 cm

Private collection

Untitled
2006-2007
Acrylic on slate
25 x20cm
Private collection

Courtesy of the artist

Anant Joshi

Happy New Year

2013

Fibreglass box, acrylic, mirror, steel,
resin, industrial paint, kite paper, LED
lights, ready-made objects

Various dimensions,

each box 38.1 x 48.26 x 45.72 cm
Collection of Kiran Nadar Museum
of Art, New Delhi

Courtesy of the artist

Anwar Saeed

Double mindedness: Looking at two
asonell

1979

Pencil and collage on paper

45.09 x 40.03 cm

Naazish Ata-Ullah Collection

Tender Burdens 1

2006

Photo-etching and aquatint

54.61 x 33.02 cm

Collection of Ruby Chishti and Khalil
Chishtee

Tender Burdens 3

2006

Photo-etching and aquatint
54.61 x 33.02 cm

Inaugural print Zahoorul Akhlaq Gallery
1994

Photo-litho and photo-etching

58.42 x 38.1cm

Different possible endings for a story
1993

Photo-etching and aquatint

35.56 x 66.04 cm

lllustration for hearts
1983

China ink on paper
35.56 x 22.86 cm

Portrait of a graphic designer friend
with a strange bed sheet

1981

Repido pen on paper

35.56 x 22.86 cm

Courtesy of the artist

Atul Dodiya

Gangavataran after Raja Ravi Varma
1998

Qil, acrylic and marble dust on canvas
213 x 152 cm

Courtesy of the artist and the ACG
World Collection

Gabbar on Gamboge

1997

Qil, acrylic, marble dust, charcoal on
canvas

213.5 x 152.5 ¢cm

Collection of Fukuoka Asian

Art Museum

Courtesy of the artist

Ayesha Jatoi
Lockdown Posters
2022

Offset prints

Various dimensions
Courtesy of the artist

Baseera Khan

Chandelier (Feat. Purple)

2021

Acrylic, insulation foam, wood, disco
ball motor, metal carabiner, cotton,
cochineal dye

152.4 x 1562.4 x 152.4 cm

Chandelier (Feat. Yellow)

2021

Acrylic, insulation foam, wood, disco
ball motor, metal carabiner, cotton,
marigold dye

152.4 x 152.4 x 152.4 cm
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Column 7

2019

Pink Panther foamular, plywood, resin
dye, custom handmade silk rugs made
in Kashmir

182.88 x 182.88 x 62.23 cm

| AM A BODY

2018

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm

iammuslima

2018

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm

I’'m As Good As You Are

2018

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm

Act Up

2017

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm

Lunar Countdown

2017

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm



Purple Heart

2017

From the Psychedelic Prayer

Rugs Series

Handmade wool rugs custom designed
by artist, made in Kashmir

121.92 x 76.20 cm

Courtesy of the artist and Simone
Subal Gallery, New York

Bharti Kher

Intermediaries 1

2017

Clay, resin, wax, cement, brass
186 x 29 x 29 cm

Intermediaries 3

2017

Clay, resin, wax, cement, brass
141 x 29 x 29 cm

Intermediaries 4

2017

Clay, resin, wax, cement, brass
145 x 29 x 29 cm

Intermediaries 6

2017

Clay, resin, wax, cement, brass
156 x 29 x 29 cm

Courtesy of the artist and Nature
Morte Gallery, New Delhi

Throb

2012

Bindis on board
243.84 x 183 cm
Collection of HCL Tech
Courtesy of the artist

Bhupen Khakhar

Phoren Soap

1998

Etchings and aquatints on paper
25.4 x 29.21 cm

Private collection
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Janata Watch Repairing
1972

Oil on canvas

93.5 x 93.5cm

Collection Vivan Sundaram

Interior of @ Muslim House No.1

1965

Collage and mixed media on canvas
91.4 x 76.2 cm

Collection of Lorenzo Legarda Leviste &
Fahad Mayet

Pan Shop No. 1

1965

Collage and mixed media on canvas
83.8 x 83.8cm

De-luxe Tailor

1972

Oil on canvas
106.68 x 83.82 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

C. K. Rajan

Mild Terrors Il (Collage 1-10)
1991-1996

Cut and pasted printed papers on
paper

29.7 x 21.1 cmor

21.1 x 29.7 cm each

Collection of Ishara Art Foundation
Courtesy of the artist

Chandraguptha Thenuwara
Barrelscape

1998-ongoing

Painted barrels

Dimensions variable; each barrel
88.9 x 58.42 cm

Barrelism Tourism Map
1997

Mixed media on paper
82 x 98 cm

Courtesy of the artist and Saskia
Fernando Gallery, Colombo

Chila Kumari Burman
All Loved Up

2014

Mixed media

12.7 x 12.7 cm

Rage and Treats
2006

Mixed media
118.87 x 84.07 cm

Rebel without a pause
1990

Mixed media

40.64 x 58.42 cm

Courtesy of the artist

Chitra Ganesh
Sultana’s Dream
2018

Relief prints

51.1 x 41 cm each

Tales of Amnesia
2002-2007

Digital prints
Dimensions variable

Courtesy of the artist and
Gallery Espace, New Delhi

Dhali Al Mamoon

While They Make Speeches

1998
Oil on canvas
118.8 x 273.9 cm

Collection of Fukuoka Asian

Art Museum

In the Time of Pregnancy -1

1988
Oil on canvas
136 x 114 cm

Courtesy of the artist
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G. Ravinder Reddy

Relief Il, Il

1981

Paint on polyester resin fibreglass
184.15 x 72.3 cm each
Courtesy of the artist and
Vahedra Gallery, New Delhi

Hangama Amiri

Bazaar

2020

Cotton, chiffon, muslin, silk, suede,
digitally woven textile, camouflage
fabric, sari textile, inkjet prints on paper
and canvas, paper, plastic, acrylic
paint, marker, polyester, tablecloth,
faux leather and found fabric
426.72 x 792.48 cm

Courtesy of the artist and

T293 Gallery, Rome

Jeanno Gaussi

Dreams on Wheels, Delhi
2014-2015

Embossed iron on skateboard
Dimensions variable

Dreams On Wheels, Kabul
2013

Wood, acrylic paint

Dimensions variable

Painted by Ustad Abdullah,
commissioned by Jeanno Gaussi

Family Stories

2011-2012

Oil on canvas, sound recording,
single channel video

60 x 45 each

Courtesy of the artist



K. G. Subramanyan

The Tale of the Talking Face

1989

43 illustrations: ink, paper cuts
27.94 x 27.94 cm each

Collection of Kiran Nadar Museum
of Art, New Delhi

Girl With Chojalata Flowers
1980

Paint on acrylic

58.4 x 43.2 cm

Private Collection

K. M. Madhusdhanan

Power & Knowledge

2016

6 pieces: oil on canvas

48.26x 76.2 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Courtesy of the artist

Power & Knowledge

2016

12 pieces: oil on canvas
48.26 x 76.2 cm

Courtesy of the artist and
Vadehra Art Gallery, New Delhi

L. N. Tallur

Interference

2019

4K video, sound, colour

4 minutes 48 seconds
Collection of Kiran Nadar
Museum of Art, New Delhi
Courtesy of the artist
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Lala Rukh

Poster for Pakistan Women’s Day:

10 Years of WAF
1993

Screenprint on paper
78.84 x 54.96 cm

The Unholy Trinity
1986

Screenprint on paper
68.6 x 45.72 cm

Women'’s Action Forum Calendar
1985

Screenprint on paper

60.5 x 40.75 cm

Masawi Hugqooq
1983-1984
Screenprint on paper
68.58 x 48.26 cm

Courtesy of Estate of Lala Rukh

Lubna Chowdhary
Certain Times LV
2021

Ceramic

50 x 110 cm

Certain Times LVI
2021

Ceramic

46 x 90 cm

Certain Times LIX
2021

Ceramic

48 x 95 cm

Courtesy of the artist and Jhaveri
Contemporary, Mumbai

M. F. Husain

Culture of the Streets

1980s

C-prints on archival paper

35.5 x 45.7 cm each

Courtesy of Aicon Gallery, New York

Elephant

1950s

Painted wood

29 x 35.56 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Untitled

1950s

Gouache on plywood, thick iron wire
20 x 27 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Untitled

1950s

Gouache on plywood

22 x 14 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Untitled (Nadi Kinare)

1950s

Painted wood

34 x25.4 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Maligawage Sarlis

Prince Siddhartha and Queen Maya
Mid-twentieth century

Watercolor, lithograph on paper
53.4 x 36.8 cm

Queen Mahamaya Returning from
the Lumbini Gardens
Mid-twentieth century

Offset on paper

36.7 x53.4 cm
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The Birth of Prince Siddhartha
Gautama

Mid-twentieth century
Lithograph on paper
37.1x52.9¢cm

The first adoration to Prince Siddhartha

Mid-twentieth century
Lithograph on paper
36.9 x53.4cm

The Great Renunciation: Prince
Siddhartha Cutting Off His Hair
Mid-twentieth century
Lithograph on paper

37.1 x53.4cm

Collection of Fukuoka Asian
Art Museum

Mehreen Murtaza

An Anthology of Cosmic Snippets
2006

12 digital prints

38.1 x 38.1 cm each

Courtesy of the artist and

Grey Noise Gallery, Dubai

ljaz ul Hassan

Thah

1974

Oil on canvas

121.5 x 183.3cm
Collection of Fukuoka Asian
Art Museum

Courtesy of the artist

Muvindu Binoy

Avilenasului

2022

Giclée print on archival photo paper
33 x 48 cm



Legend of Balu

2022

Giclée print on archival photo paper
42 x30cm

Moon Men

2015

Giclée print on archival photo paper
25.4 x 25.4 cm

Courtesy of the artist and Saskia
Fernando Gallery, Colombo

Naiza Khan

Henna Hands and its Afterlives

2022

Single-channel projection, digital prints
19 minutes 02 seconds, 82 x 55 cm,
41 x 62 cm, 60.5 x 82.3 cm, 62.5 x
42 cm

Courtesy of the artist

Pushpamala N.

Lakshmi (after oleograph by

Raja Ravi Varma)

2004

From the series, Native Women of India:
Manners and Customs (2000-2004)
Colour photograph

55.9x 37.6 cm

Lady in Moonlight (after 1889 Raja Ravi
Varma oil painting)

2004

From the series, Native Women of India:
Manners and Customs (2000-2004)
Colour photograph

55.9x36.8 cm

Cracking the Whip (after film still of J.
Jayalalithaa c. 1970s)

2004

From the series, Native Women of India:
Manners and Customs (2000-2004)
Colour photograph

55.9x37.6 cm
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Returning from the Tank
(after oil painting by Raja Ravi Varma)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Colour photograph
55.9x34.3cm

Flirting (after 1990’s Kannada film still)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Colour photograph
55.9x41.9cm

Flirting (after 1990’s Kannada film still)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Colour photograph
55.9x41.9cm

Toda (after 1898 British
anthropometric study)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Sepia photograph
54.6x41.9cm

Criminals (after 2001 newspaper
photograph)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Black and white photograph
38.1x55.9 cm

Circus (after photograph by
Mary Ellen Mark)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Colour photograph
38.1x55.9 cm

Yogini (after 16¢ Bijapur
miniature painting)
2004

From the series, Native Women of India:

Manners

and Customs (2000-2004)
Colour photograph
55.9x43.2cm

Our Lady of Velankanni (after
contemporary popular print)
2004

From the series, Native Women of India:

Manners and Customs (2000-2004)
Colour photograph
55.9x37.6 cm

Collection of Kiran Nader Museum of
Art, New Delhi
Courtesy of the artist

Raja Ravi Varma
Ciba (India) LTD
1939
Chromolithograph
71.5 x50 cm

Ciba (India) LTD
1937

Litho offset print
71.5x51cm

Sunlight Soap
1930s
Oleograph

59 x 39.5 cm

Collection of Museum of Art and
Photography, Bangalore
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Ram Rahman

Wishmachine

2019

Digijtal photo prints mounted on
sunboard, Meccano parts construction,
found clock parts, rubber band, wood
68.5 x 71 x 35.5 cm

Courtesy of the artist

Ramesh Nithiyendran
Fertility Figure Ill

2022

Earthenware and leather collar
140 x 53 x 35 cm

Figure with Spiky Head
2022

Earthenware

64 x 41 x 25 cm

Figure with Spiky Head Il
2022

Earthenware

73 x 37 x 29 cm

Courtesy of the artist and Jhaveri
Contemporary, Mumbai

Saba Khan

Gymkhana Bearer with the Aunties
2021

Resin diamonds on 'Diamond
Painting Kit’

91.4 x 149.46 cm

Gymkhana Ladies Swimming
2021

Resin diamonds on 'Diamond
Painting Kit’

91.4 x 124.46 cm

Suitable Boy with the Lands
2021

Resin diamonds on 'Diamond
Painting Kit’

167.64 x 124.46 cm



Overheard a Phone Conversation

in an Office

2018

Thread on 'Cross-Stitch Embroidery Kit'
48.26 x 58.42 cm

Partition Stories with my Grand Aunt
2018

Thread on 'Cross-Stitch Embroidery Kit'
50.8 x 68.58 cm

Courtesy of the artist

Samsul Alam Helal
Love Studio
2012-2013

Digital prints, backdrop
Various dimensions
Courtesy of the artist

Seema Nusrat

Future Facades 05, 06

2020

Screen prints on acrylic sheet
133.35 x 50.8 x 3.81 cm each
Collection of Shamain Akbar Farugue

Future Facades 07

2020

Screen print on acrylic sheet

132.08 x 63.5 x 3.81 cm

Collection of Shamain Akbar Faruque

Future Facades 10

2020

Screen print on acrylic sheet
52.07 x 111.76 x 3.81 cm

Courtesy of the artist

Seher Naveed
Protest Walls |
2021

Pencil on paper
33.02 x 24.13 cm

Protest Walls I
2021

Pencil on paper
33.02 x 24.13 cm
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Protest Walls Il
2021

Pencil on paper
33.02 x 24.13 cm

Protest Walls IV
2021

Pencil on paper
33.02 x24.13 cm

Protest Walls V
2021

Pencil on paper
33.02 x24.13 cm

Tip

2021

Painted MDF
Dimensions variable

Courtesy of the artist and Aicon Gallery,
New York

Seher Shah

The Black Star Project

2007

25 archival giclee prints

17.78 x 17.78 cm each

Courtesy of the artist and Green Art
Gallery, Dubai

Shishir Bhattacharjee

The Picture 3

2002

Acrylic on canvas

135 x 135 cm

Collection of Durjoy Bangladesh
Foundation

Could Have Been the Story of a Hero 5
1987

Oil on canvas

108.7 x 123.2cm

Collection of Fukuoka Asian

Art Museum

The Story of a Hero- No.2

1987

Acrylic on canvas

122 x 152.20 cm

Collection of Durjoy Bangladesh
Foundation

Courtesy of the artist

Sunil Gupta

Aimer, Rajastan / Great Yarmouth,
Nova Scotia

2003

Pigment print on archival paper
60.96 x 149.86 cm

Connaught Place, New Delhi /
Car Boot Sale, Tooting, London
2003

Pigment print on archival paper
60.96 x 149.86 cm

Jama Masjid, Delhi / Blvd. René
Lesvesque O., Montréal

2003

Pigment print on archival paper
60.96 x 149.86 cm

Courtesy of the artist

Tejal Shah

Southern Siren - Maheshwari

2006

Digital photograph on archival paper,
pasted on board

147 x 96 cm

You too can touch the Moon - Yashoda
with Krishna

2006

Digital photograph on archival paper,
pasted on board

147 x 96 cm

Collection of Kiran Nadar Museum
of Art, New Delhi
Courtesy of the artist
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Thukral & Tagra

Dominus Aeris Lighthouse - 1 (Diptych)
2014

Oil on canvas, ink on birch wood,

light fixtures

122 x 183 x 20 cm

Dominus Aeris - Middle Class Dreams Il
2010

Oil on canvas

279 x 218 x 6.4 cm

Courtesy of the artists and Nature
Morte, New Delhi

Tsherin Sherpa

Luxation 2

2016

Acrylic on cotton

203.2 x 203.2 cm

Courtesy of the artist and Rossi
& Rossi, Hong Kong

Vivan Sundaram

Interior

1968

Oil on canvas

81.28 x 81.28 cm

Collection of Kiran Nadar Museum
of Art, New Delhi

Indeterminacy
1967

Oil on canvas

90 x 120 cm

Touch of Brightness

1966

Mixed media and painting
183 x 122 x 15 cm

Artist Collection, New Delhi
Courtesy of the artist
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That is where the visitors pass.

They grew flowering hedges

on the sides of the roads.

They tilled the fand behind,

three fieids deep, and grew rice,

maize and mustard from special
imported seeds.

They sprayed them with white manive,
They dusted them with pesticides,
They bred birds and beasts

[from glode to glade.

Peacock, burtbul aad long-toiled parakest.

Nilgai, tigerand spotted antelope.
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