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Priyabala Shah, Visnudharmottara Purana, Third Khanda, Il : A 1k JnNIWa TMINKT 1'2W 711 D™MINTT YA
Study on a Sanskrit Text of Ancient Indian Arts (Baroda, India: Oriental Institute, 1961), pp. 3-4.
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TNMIV1DA1N1I ,(2011) MW~ TN JI'7YNAM70 YAV 7w IR X' [TIVN "L N7170 X'
N770701 XX1N X777 0777 12X 7w1 (2007) (3 7X) TINT11D X77 710212 197'W 7w IRV
XM 7w D71V T71T0 TIW70 IRTI TINX RN IWIN 7Y D710V D™D 11701940 ,(2010)
110 TN ANIT T 1IN0 71777V JWN INX 117V7 D'NYM0N 0M7N01 D'IXAN TV 7R TN
TN7Y1 TN'XT - DTN TN'WA XY 077107 T1'w7wi fIXNA N 07710701 D'D71715 D'WUNXYNDY 117
,DDD'771D1 DD DIAIXRA 17X D7 TV D'D7171 TR TIX AX7 1TV X7 101 ' (X ,'2'D11 113N
Di1 JI"TI71 ITIAXYT 71120 TN T11271 DX DAY 7w TINTANGT d1INAXRGT 717127 7V 0'Waxni
DX7X{7 WD 7w 1N TIX JWNTIN T17'7V 11101 D'1721XN1 0NNYXT TN ,0TXR 111 7w DNIXRT DWAIY
7V DIW{7i11 X177 171"1(2010) DT DN X 1N17 UXM 7Y D1'I'N17X0 D717 TIX1(2008) 1 111D 110D
777 "MYWXY 7w IRTTI TIRD IX'T TIX D2 10D XTI T1T12Y IR TIV1, 07100 007171 DX
JWNIIN 1'0I1 7w AT 107 MWIV MDD X177 17171 (2010-2006) 072117 D17 N

TNYAWn 01707 DIj7NN 17i7 TNTMINN WWARNDT YT 7w T 7111 VIXDN ,DINDIRT 1TV
JI'N170 N1'Wa11 01 D701V 0TI DYINX 01771 TNUN NN 07N170 DMYi7i1 VNN IR
TDWNINN ITDIN7AN JI1TNI0N 11T 0™IWIY DRI TN D101 1171171 NMaw1 wIin'y 0'wiy DTVl
7 IR - DWW A7'7Y TIDNAA - TITTNI0NN T TINKRG TR 017X N0 D200 Nwi7w 7w
7w1 Y D1 07170 17X DTD'D1 010 D1, TIXT DY 7121V TTIXINGT T2V 721 DYND o'l
JIMIAT 7Y 7177077121 DTNDA 7Y NNITNWN T12IVNN DYAYINT 7N TITTD1N T 7V DOUTN DI

WIT'N 7w 0271717 001D , 71T TNI0N{ 7W 1IN0 " TINT 1T72717 102 7117111 "In1na 7mnnay”
TN TIX TV 72 TTWA171 01 TX7 71 077707 71171 12Y7 TNWARD 1T 711N 70 T30 T1IRX
D'WIV X7X YI7N1 7171110 N1D NTTNI0NG 71121 0'R1N DI'R 17X DYINX 11INTI1 DUINX 7Y 0iTa
D1' 0'7V1271 D'TIii D'IAKA D7 1NT7Y 020 DUIAXA T1T 100 JNWTN JIRYNNT7 D'010 win'w il
D™ T1I17 D'NTA X217 DNITINT TN T11310W 1107 DR D JN10UN 7V T'Y7 NNl 0NN
JNNM7 TN 7Y 707

WTN fINAN 1T'KD 71 D™IWOY DT DYINXK 7W DIYT TIR 1'A07 17171 X7 2 11719 1T 71D1VINn
101X1 IINY7NNN TTTNINX 7NN 7Y TeAY1 17710 TV T, AWYNY7 "NIRTIIN w701 nn'7any
N{7NY7 710 T T aNA N1 WAYING N1D TNI0N1 0'R11 17X DUINK .11Y D1A7X TIWNN 11 ')
TIVIIXN 7V WAT D'W7 NN TITYXNRI TINX1 TNI0NY 721 0N Dil AT Y 7V IR0 11711
TIVI70 , J1IIIN10 T TTI0 7111001 DR D' 07 .]"N1TN 11V 7w D0N 210 7V1 D''I0N D100
TN TINIXN i X77 NVAWINN VTN AXRXN 7Y TURTN 7707 7V 001200 1ya1n X7X 1TNXT
NT7X Y 7Y

TIDINDZIT X7 DI .'OX DINTL IOV TITNTIN TINX NN TINKT 7W 1100 X TTDAX [DIRD
Unchallenged Dichotomies: TNAD 21X X1 2171 .]17117 TID'DNIIXD 71i7"19X1 DTN *TIN'77 1000 111l
Indian Highway:” nx171w A7 17NXND 7w 11 NNTi71n 1073 .The Difficult Choices of an Indigenous Modernism
nM7ia1 anviznaw “Indian Highway” na1umin 117071 200871 noaTin,"Contextualizing the Contemporary

Indian Highway, Serpentine Gallery and Astrup Fearnley Museum of Modern Art, 2008 :1x1 .11T1171 1"'D121D

21/ DAX IDIXD

JI'DIA7XI DIDNTIA AIXR'Y TN TIVAXTET XN "N TR TV Y 7100100 TIAXRG JINY7 TR

TI7'7V11 TIA'D{72010 21 IRTIN Mi71 WIN'WI1 TTIN'WWI 11MARTI 7Y A71IR 1YY MIDXRTT0 Y
JUITIVAT NN TITIINAK 7Y A1MAXTIAY 791771 7w 11X - TITIXNINN

DTITIVAYWN D™MI'WY7 1771171 185871 T1'D™M1 f1AWINYT 1717 7V 120l DU7XR'NMT71j70 7w 1Myawil
D'INKR TIX 1IX7'KY TR - TIINKA 1100 7w DNYDI1 DI1T1 02 10D ,0'INAK0 7Y Wit 110Nl
17V T12'WN 7V "TTIINX 7IV7 720 TNIXYNT 170 01077001 .71770711 11w 0719 110'an oY TTIN07
1711 X'71 27112 12710 7171 'D™MA DT7X117170 DY 1T 7w Awaan TN TE70 T30 7112190770 10D
D'XW1Ii1 7Y DMOIXI DTN Q™MW 170 TV AR TN T30 7007 12 10190 1101071 10%417
7¥ 1TNVYN1 D1 7NY TIIAN MW TY7 TIXRT DMWY DITTRN 210 7W DINAN 7112031 "TIIRXK A1XM77 121
1017711 .0{717'N1 D'N™7 D7 TN WIN'Y AW1Y 7TV, JIWTN TN 7W TV 7727 712000 TINXD DK
T7a7 X707 1700 TNINXRT, I TINIRT AT 7w 717X Y7071 DW'7 D2 TN TR0 7Y 101D 731111
N1D11 THY'W TIIAIXRANA,T1'DAWT 710D NTTNINK TN100 71V 713 . J1IRNXY7 '0171971 72XN1 DN
DT DUINXRT TIRIW 72071 DTTNI0N D'RWI1I1A1 TTNI1XD 710V7 1D'WNN T 712'Wn

7¥ 21X T2 Nj701V DITY'W D™MIWIY 0TI DUINXR 7w T2V NT7R50 “Ininn many”
MTIAY JINKT DWWV TIRNN 7Y OITWRID 1T IR TIITAXN0 , 00110770 71710 J11000 TR0
IX'X17 7w 1711°X" (2007) 7 XN 'AXD DY WATID 7W fTTIAVi 01 110D ,(2004) "I X 7 1LA11 TI210 7w
,0™MDIN D'¥AN DDA 11X 12¥ "N'DIXMDDIT 121X 7101791 1701V ,(2009) 117 7w 1N1D "TRAIX
D™{7i1,1W1 1'21 WTNi 12 Di77792117 .JTHIDNXT TN '3 1R DTN 12 R0 X TwITR 701
A7 D21 N17XD .1.7 .0 IRNKDIY 7Y D700 7X1TIX IR 7Y 1'TN17XT11 1031, 71100 101771 701
D™111A0 DT .(7N'A07 TT'WINNGN - TI'WY7Wil TIIRNDI) 102100 N7W1Y 7w TIIAKRD T TIR 070700
TINDAAN AW J1MIWIVA TIXYNDN 7Y 179RN7 T3, TN T30 7w 3000 107 7IX DTN 17X
1MD .2003 XN "TINIT 1TIA" TI1N'NAA 1701 1IN0 WIN'W TNY ,0Wanan7n 71N 177273 N7
DDATIN1 DY DMAR D'DIT1' DIMAXN 07T D'DIXI7 D'ONTTIN 178 0700 ,'0Y (WATID 7¥ 111111V
DM11'N ,0'1Y DXM71 NTAA7 DTN T - (01 MOV 710 TI1TIWOY TITN7'1 TR 7Y
.1TDA1 "W{7XRD1 T17X11 710X 7¥ DTTNITIAVA Na1 - TIT 7w, 077" 7w1

1711 .J1MPAX D OX ,1D1YA 11X 111 1112700 7w 171130717 TN TINX 7TV 7w (w1 T1DX7N
'K TINNX T2 7 717'NVN 1130 X 1INy D719 71107971 DAAN71 D113 017710 12017 DINX
D'IW1 1YL 0D ,i1"IWYT TINX 711NN "D TITIAY 77001 0TIIX 010 0I7AXN YD 77071 1T
W1V JITITNGA TINKRT DINA1 TINM1 0711 17X DY TN Y7007 0T TR TTIINNKRA
JNYNWND TN N0 7Y TNY T11DVYN1 WIn'w

JTY7WRI TIT'WAR 7@ ANND 07190 711307 *TIAN 1T T1INXD DYINUN1 07001 N0 WIn'wil
X' TX'XN 1'7Y (maya) "i'RN"1 AwW1Ind TIN"1, 071131 DTT121, 07K 7Y101 17 071V 10T
71 TNIRXN 7Y 17 1120 .0T127 X' 12W 1707 071V7 710'anl nN7annia JINrnr aymin 7w 1yjna
.D"NY7 W7D XX TIMD71TD X7 - D1 1717 7W TIINKRAT 112N "IN 17971 7NN 77TV Y7WR0 IWIn

XY .DT7X171j7°DD1AM DT7XMN 7170 7w WTNN 11'NA7 TIIVAYWA N7 10071 XX 'R 71'A0 DRI °
Homi Bhabha, Nation and Narration (New York: Routledge, 1990), and Gayatri Spivak, A Critique of :Tn1"n1
Postcolonial Reason (Cambridge, MA: Harvard University Press, 1999).

TINDNN 'R MoV / 20



23

India@21st.century

TI'TIWOVi1 1T1N1 0"D'7121 DAINZXTTXYI0 0'DAN
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721,72 'R N7 TV TI1MININT DMDWN 01717, 0°7Y DWIX 7w TIDITZXT 17100 YR, NTAN 71D - 1710
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,0'771N 0'71'DDAN1 010 07X 7Y YIX - 10101'R DDj71 "NT0N Q19X D170 NIDAMI X 11171 . INR
1710 TIX DMY7N 1IX .07{71W D71 7w1 TNWi7M 7Y 17RO D120 011 T30 0R700000 N 7w
;112 T3 . TART 7RN ARD71 N1 XY IRD1 WD MIXYT 7111 N0 ANY7X 7171 TTAIT071 TINNXY7
TITNX1 YAXD 71X DDA 11X, 7120 171 7119201 111V 71010 ,717W01 'w17w D71V NI 1T01 DR 1R
0N TIX7N , T1MIWOVI 1T DX 27721 OX 1121 717 700 7N X .NDW11 D177 1T'W7 2w N XQj7Y
D71 711713700 10N TIX 211WN D'NO1W 111K ORI 211010 '1'U1 DIV DTN 1IRY YIXR AIIR7 10wnd amT
AT 7w WA 71 710X TIXR {71V TTYXA TINTIATNGA DNTNA TN 7077000 IMRVI 1R 07T 7w
7TV IIMI0N 7W YIX X' TINKT DMWY XN 7W 1710 0K 277711 1012”7 ND111 107X 7111071 TIX1
X' XY IR TN DA 17X TITART TIWT7 01 X 0RO 2TAWIWNDT TNV 17272 11791 0170 1IX 'R
MDINAN 712790 7W INDNANN 1NN TIND0 11YDY 0D "TINT 1T DX DRI 2NA7 INX In~aT
20712 111V TINNIT X1 OKXi1,]2 OX1 2200370 1012

TI'OY7INT AN 1T 7701711 ,1947-1 ATNIRNXY TIX 1717w INX7 DYXRIT DMWY TTVIIX TWnl
TIN{7Y . TO™N MIX7 AWNIY N1 YR AT7WNN WX 01 7770111 NDIY MIN7V 7V INnYIng
TIN701 TNATTR 7W YIN NN 7Y 01700 T 7Y NN DDY7XWYI0 17272 7V 1001710 17X
17NW1 17X TII1{7V .0'D1VY'N 07D 71172101 THTT-11 17101 DUNWNAY ,07117'N 021V 7V1 ;M7 nN7nl
1DM{7 VAN - 90711 TIW 117'NTI1 17N TTIYNWAN 1120 7Tj71 JX , DMWY VIR DITIX TWN1 DXDX
1Y 77001 WRY DID71N0 07272 DTTNANG ,DTD7197 MW JJTRAXVA 1T 7Y 1Mool
112N 7V TIVIDN Nyawi 7ud - 717 D'WANI - 11,17 MK T7NNN DAaw1 ,011NNK0 DI Yil
.D'1'N{1 1'2 D'ON'71 TIMTAN 1107 VA0 710°an 7V D2 10D ,1710 7w "TRYNM TN

11VYNi 172721 DINTI 1WNATIN 1T AYTY N1 077" T4 DM'Wi 1T 001771 77001 [1VD7 1711
TI'TIIVNWN 101171 717,807 NIV 7NiY 777N, 71'DODY70'07-11"71177 1170707 1N ND'7w1 117070N
JITINN 172720 112V TIV0N AN 7170 a710NA7 AWK TTIXVINGN 7111 7w an0M7 DY 199171711
JIM71Vi VADNI 1§77 79110 119,07 MDD 71190 INKR7 171021 VI'RY 11000 72700 12wni Mijzyl
MN7272 TIX INT1Q'W 7117270 TIINN12Y D717 TTIY 721 TIRT A71I710 R XN 1707 0wi717 Tnvi Nz
VX171 TINT TNY{7WiTT YIN IND 7Y 17'00W TININNGA 711712700 IR 70217 A17TRO0N T X4 N7100 717
M'7272 7w 11770 np1an

717271 117270 TINNY 7V fIN'WAN [1Q11117 17210 710 172721 7V "MY7Wnni N17'ai 7o
TIAI7110D 7w 1MDWATI A17TRA TIX DWW DTIVNIT TN XN 71 .07 TAYA 7w D1 Ti71 10N
11N71 DT 17 7 DTN IR TIRT 71T TR VN TIX X7 12181 1Y 7w TN TNIwi7n

7T 7Y TITTINTIN 1A 7Y 077y 0770 N

Construction of the elevated sections of the Delhi Metro

77,070 N1 TV TIANIX VY

Urban sunset over Nehru Place, Delhi
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D111, 07 T'AXT 0111 0137 0'10070 D'WTNi 0001 1004 N1 Ti7NRT17 101 TWXR  JTTIIRNXVI
.DMTN71 11777 "1TVIND D'71N1 J1IXXT 7111110031

71N 1X{71 TNANYN A'AWINnN 010 7w DNA N1 107 71 1Y 11101 7172720 7w 717730 2¥§7 2 X
12171 1727211 ™2T7 AINKN 70 DI WTN IWIVAN 0101 DX 711717 'NNTRN 0710 ,0Y07 RN ANT
IXITIA,NIT'AY7 TNYNWN 121X DINT7 17127 Y7270 fINTX” ;1T IXR'T 1727211 10 1'DINKR T 71117 010
ATINA IR IWAR 720 010 D'WIK 11 177100 ANTRXT T11N'AY 107 TAXRTT T2 TTN NNY7NnY
AWIVIT Nj717NN0 NTD7N1N DYND TIN7YT 717 ,iNXY 101 fTDNY7 71772701 fIN'NX{ 71027, 07w D'IVI1D
D™MIYYI D177 TNON A7NTY T1NN7 271 1001 7272 NIITA JT1AW7 171X D177 177171 D2 D'01RANI
D™M717 1,340 7w 1YW 7V 111 TNV wA17 1”771 ,07191 TV TR0 DY 17TV 7101 1710, 0 NKA
TINN M{7n 48) 11312 N1711' 717 77107 (07191 16071 01701 ,0'1Y 66.8) 12101 11 0™Nil 717N171.(2010)
TIMYAN ;44% - D71V M2 X100 77WN 170 0172100 WNn 79 TV D777 1INX ;(IM§711°71 1,000 727
TIIX'XN D D'AWIN 17X DT (N"D1721Xi 7700 61%) 112111 TR TIN11,711722110 N1D~ X 711'NY7
JTNY7 N1V I 1710 1Y 7w 07N

TTINYXi1 2 D'IVID D10 17177 TIX V'MWi7 T1D1T TP 72N 1121010 T1120Wi 02 D1, JIRT nY
ANMD1721X11 DXV NINDWI AWNTNA .07191 71740 T'0710T0 a7 X 1710 79 711 An'wani
ATIAD "OY7INTI DY 7Y N7 TWNRN TIX VA7 X7 w7 WR TIRY7'NN T a1 J71vil
ORI TIM7XRT17157°D01A0 N1YTN0 2101 D2 10D ,J1DYA TITTNL 0ITN0 DMDYWN7 AXNwnl TNl
TIRW 17171 112'Y D'TNNXRT DMWY IY 77001 1703170 7107190 TMNTAnan AW YnT .0i7axa11
TIX 717'2171Y ,DAN7i 72790 .01aN0 7w 07IV0 DYID{700 TIX 1YV TT'710T f1YT0D TRYN NX
ARYIA ANYY7Y 7Y N0 TIX 1T1R ,0M1YY 100N JWN1 07D719i1 DN A7WN1 TIRNXYT 117
T721D§77X N2 111X71 DUAN7 YN 117207 TNWAXDA JTITXY7XR7 1j7'0'712 7w wTN 1TV TINNAna7
NX17N1 "D'71071 7NYNY TIYD D™MIDXN T711D77Xi1 DN1D TIX 11'37Y , 07071 DRI AW S TTIVNYN
100N 11T XWN17 NDD7N T 112931 7ON fIXXITD FINX1Vi

.07 TXN A 717210 711307 7217, 710 T12NT 7Y 71 10100 1MAXN0 7R TTID070 DWW
NN 7Y DY M0 12 TN D'UNT TN TR TV T1IM7Y TNT0 7V NI 17 now
TN T TIMAXTINT Y117 YVIIRN T 717710 NMDD7i N0 ,1NVN1 1WN7 7170w N7 T2 10T

Jean Dreze and Amartya Sen, "Putting Growth in its Place: It Has to be But a Means to Development,
Not an End in Itself!" Outlook India, November 14, 2011.
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Favi agarwal

Born in Delhi, 1958; lives and works in Delhi

As a highly esteemed social and environmental activist,
Ravi Agarwal harnesses his art to promoting public
awareness of urgent social and ecological problems
that stem from environmental pollution in India. His
art responds to the tension between globalization and
the acceleration of urban development and between
different aspects of India's cultural traditions. Agarwal's
artmaking encompasses a wide range of expressive
means, including photography, video, installation,
writing, and curatorial work. He describes his works,
which have a highly performative character, as
"personal ecologies."

Working from an objective, unsentimental point
of view, Agarwal underscores the polarity underlying
all aspects of life in India. The series "Alien Waters," for
instance, features the banks of the Yamuna River in
Delhi, which are littered with the vestiges of religious
offerings. This holy river, which is a tributary of the
Ganges, was once an important source of livelihood
for Delhi's residents. Today, however, it has become a
waste-disposal site, while the accelerated construction
of stadiums, factories, bridges and roads has led to
the evacuation of hundreds of thousands of people

51 / Ravi Agarwal

who formerly lived along the river and drew their
livelihood from it. This river, which is traditionally
believed to purify those bathing in it, has become a
source of lethal danger due to sewage pollution, yet the
rituals performed on its banks continue to unfold as if
nothing has changed. Agarwal examines the twilight
zone in which the boundaries between the pure and
the impure are blurred, as the sacred offerings are
transformed into debris. In Immersion.Emergence, the
holy river similarly appears as a metaphor for ecocide.
This work is imbued with an especially performative
character, since in the course of its production the
artist spent long hours standing on the river bank
while enveloped in a shroud.

The tension between polarities and contrasting
elements is similarly evident in the more personal
work Impossibility of Being Feminine, in which Agarwal
captured himself immersed in a bath of petals used
during purification rituals. This action, which was
designed to undermine gender-related conventions,
enabled the artist — the only son in a family of many
women - to examine certain aspects of his personality
that were considered "feminine." As Agarwal has
stated, he has internalized the social definition of male
identity, as well as the power relations embodied in
the social interaction between the sexes, even though
he resists being categorized according to masculine
stereotypes.

From the series "Alien Waters," 2004-2006
2006-2004 "D D'A" MTON NN

< Impossibility of Being Feminine, 2007 (details)
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[ochah Upadhyay

Born in Rajasthan, 1983; lives and works in Baroda

Lochan Upadhyay frequently makes use of recycled
materials — mostly bits of cloth and string which
he laboriously coils together. His imagery focuses
on themes related to the notion of the home, the
experience of being uprooted, mobility, and migration.
Power of Cloth features a pair of wedding chairs for
a bride and groom, which the artist created using
typical motifs from the rural tradition of Rajasthan,
in western India. The steel frames of these chairs,
which are characterized by high armrests and pointed
backrests, are covered with thousands of colorful
bits of recycled cloth. The celebratory appearance of
these colorful chairs, however, is deceiving, for this
work addresses urgent issues concerning the status of
women in India's class-based society. It raises a range
of questions concerning the institution of marriage,

57 / Lochan Upadhyay

traditional wedding ceremonies, the contemporary
matchmaking market, and the controversial custom
of giving dowries, which is emblematic of deep-seated
discrimination against women and their perception
as their husbands' property.

According to tradition, a bride and groom on their
wedding day are an embodiment of the gods. Yet for
many Indian women forced into marriage against
their will, this day is the cruelest one of their lives. The
traditional wedding gift in Rajasthan consists of bolts
of cloth for making saris, whose price attests to the
social status of their givers. The dowry demanded of
the bride's family includes, in addition to money and
jewelry, expensive fabrics for saris and pashminas that
have been collected since the time of the girl's birth, or
which have been in the family for several generations.
Today, however, the dowry is perceived as a form
of extortion. By transforming the cloth traditionally
given as a gift into a form of decorative excess, the
artist amplifies its resonance to the point of ridicule.
The chairs themselves have become the focal point of
the ceremony, while inviting the viewers to sit down
and experience themselves being observed, as if on
their own wedding day.

Mobile Home 1, 2010 (detail)
(b1n) 2010,1 TMI MM

Mobile Home 2, 2010
2010,2 7M1 MM
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atul bhalla

Born in Delhi, 1964; lives and works in Delhi

Atul Bhalla employs a wide range of expressive means
including sculpture, installation, video, drawing, and
painting in order to focus on man's relations with both
natural and artificial environments. As an environmental
activist whose works usually make use of his own
body, he attempts to bring public awareness to the
eco-political significance of water. For the past two
decades, Bhalla has been concerned with the ecological
implications of urbanization processes in India, and
with the reciprocal relations between the growth of
metropolitan areas and the pollution of rivers. Water
fountains and public faucets, bathing booths, drainage
openings, and sewage pipes frequently appear in his
photographs and sculptures, as well as in the ritual
actions he performs while wandering through the
city. Thus, for instance, in the work Mumbai Walk, 21
July, 10:20 am - 12:54 pm, the artist documented all the
sewage openings he came upon while wanderingin a
specific area during a predetermined stretch of time.
Through the use of symbolic motifs that represent
running water, the artist attempts to reconnect the
city of Mumbai, which has become estranged from
nature, to its roots, and to protest against the injustices
that arise from the commercial use and abuse of this
indispensable natural resource.

In many of his works, Bhalla returns again and again
to the Yamuna River, Delhi's main source of water, and
documents the industrial waste and sewage poured
into it from numerous factories. Bhalla's focus on the
symbolism of water as a source of life, purity and

63 / Atul Bhalla

cleanliness, and as a means of preserving historical
memory and knowledge, enables him to call public
attention to those responsible for polluting it.

Especially well known are the photographic series
in which Bhalla documented himself performing
various actions in the public sphere - including
shaving his head, washing his blood-sullied hands
after he slaughtered a lamb, and bathing in water.
One of these series is | Was Not Waving But Drowning,
which includes the diptych Submerged Again that
is featured in this exhibition. This work documents,
frame by frame, the artist's gradual submersion in
theriver: as his shoulders, neck, chin, ears, nose, eyes
and eyebrows gradually disappear, only the crown
of his head remains visible above water. When the
photographs are observed in the inverse order, it
seems that the man featured in them is rising from the
water rather than sinking into it. The title of this series
alludes to the British poet Stevie Smith's Not Waving
But Drowning (1957) - a poem about a drowning man
flapping about in the water in distress, while observers
mistakenly conclude that he is simply waving to them.
This series was photographed in the Lagatpuri area
in the vicinity of Delhi, which is considered to be one
of the most polluted areas of the river. The act of
submersion in the polluted water, which may prove
lethal, underscores the fate shared by man and nature,
and points to the inextricable connection between
the concepts of purity and impurity.

Day..., 2007
2007 .01

Space, 2007
2007 ,2NN
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3akshi gupta

Born in Delhi, 1979; lives and works in Delhi

The materials used by Sakshi Gupta play an important
expressive role in her work, and to a large extent
also function as its main theme and as the signature
element of her sculptural style. Thus, for instance,
she has created portraits composed of bicycle chains,
pillows composed of locks, an industrial fan composed
of a tangle of rusted rings and coils, a cloud made of
alloy, or a crow whose shadow is made of iron powder.
In most of her works she recycles industrial waste -
various types of metal scrap and bits of junk she finds
piled up outside the workshops in the vicinity of her
studio, on the outskirts of Delhi. Screws, nuts and bolts,
nails, rings, coils, locks, cylinders, barbed wire, chain
links, cogwheels, bearings, and other bits of metal
that have fallen out of use are reassembled and coiled
together like lacework or embroidery, and are thus
put back in use as transmitters of ideas. Engaging ina
meticulous and laborious manual process that seems
to be infused with the magic touch of an alchemist,
Gupta transforms these bits of heavy industrial metal
into images that redefine the very essence of the
material.

Gupta's work Freedom is Everything resembles
a luxurious, stunning, sensuous and seductive rug;
up close, however, it is revealed to be a patchwork
of metal automobile parts that seem to have been
woven together to form a traditional ornamental,

69 / Sakshi Gupta

geometric pattern. Viewers are invited to step on
the rug and to physically experience the dynamic
tension between its soft appearance and the hardness
of the actual materials. In this manner, the artist
extricates traditional weaving from the cogwheels
of industrial production, while restoring a unique aura
to painstakingly created objects. Gupta's work offers
a lyrical commentary on the contemporary economic
reality that characterizes life in India and in the world
at large: the shift to advanced production technologies
based on digital systems, and the transformation of
traditional crafts into nostalgic vestiges of the past.

Crow Work, from the series "Lavish Absence," 2011

2011 ,"Y01W TVYA” MTo0 TINN 101V Ty

Untitled, 2009
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Born in Bihar, 1964; lives and works in Delhi

The tension between an impoverished rural world
and processes of urbanization and modernization is
central to Subodh Gupta's work. Over the past two
decades, he has formulated a distilled artistic statement
concerning the major transformations undergone by
Indian society in relation to the notion of "home." The
fact that he was born in Bihar, one of India's poorest
states, is fundamental to his oeuvre, which addresses
numerous social concerns such as migration, labor,
and class difference.

Gupta began his artistic career as a painter and
member of a theater group, and his initial international
recognition was due mainly to his spectacular sculptures
and installations, which make use of everyday objects.
One of the signature characteristics of his work is
the use of stainless steel utensils associated with
the familiar domestic sphere of the kitchen. Gupta's
highly detailed works often feature plates, jugs, bowls,
pots, thali pans, ladles, pitchers, trays, and the steel
tiffin boxes used by millions of Indians to carry their
lunch to work. In the course of the last century, the
use of traditional Indian bronze dishes was replaced
by stainless steel. Employing a Duchamp-inspired
strategy, Gupta uses this material, whose sparkling
appearance creates an illusion of value, to offer a
poetic and humorous commentary on a flourishing
consumer culture and on the gaps between old and
new, rich and poor. These humble dishes — simply
replicated or enlarged to monumental dimensions
in the spirit of pop art - are upgraded by Gupta into
desirable commodities. In the work Curry, a collection

75 / Subodh Gupta

of impeccably shiny stainless steel dishes is lined on
open shelves and carefully arranged, like a cabinet in
a kitchen where not a single pot has ever been set on
the stove. By enhancing the gap between these dishes'
popular, everyday function and their scintillating
appearance, Gupta transforms the domestic kitchen
into an intimate, sacred space that is, at the same time,
a symbol of modernity.

The work Oman to Madras reflects an additional
aspect of Gupta's work - the use of motifs related to
travel and transportation, which bespeaks his concern
with migration and social class. In this context, cars,
bicycles, rickshaws, tricycles, motorcycles and airport
baggage carts are used to represent class divisions in
India. This work is part of the series "Across Seven Seas"
(2006), which features baggage carts (a charged symbol
in the context of growing international terrorism).
These carts, which are cast in bronze with a gold patina,
are loaded with aluminum baggage: battered suitcases,
boxes, bags, or bundles tied with string. This series
alludes to the changes related to the massive migration
of rural residents, who leave their homes in search
of a better future in large Indian cities or abroad - a
destination viewed as the ultimate form of success. In
this context, the airport itself is perceived as a status
symbol that allows for comfortable traveling from one
place to another. The shiny, modern baggage cart is
thus transformed into a monument to globalization,

and into a symbol of economic prosperity and of India's

aspirations in its current incarnation as a consumer
society.

Three Rounds, 2010
2010 ,0'111'D W17V
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shilpa gupta

Born in Mumbai, 1976; lives and works in Mumbai

A concern with gender and identity, memory and
history, politics, militarism, and the global economy
is central to Shilpa Gupta's multifaceted body of
works, whose interpretive and political aspects may
be affiliated with the field of cultural criticism. Over the
past decade, Gupta's work has focused on the relations
between art and reality, and on the ways in which the
viewer expands upon the meaning of the work through
his own interpretation. Her in-depth examination of
these themes also addresses the existential conflicts
that are central to Indian society. Her range of video,
installation, performance, sculpture, and sound works
offer a re-reading of history; at the same time, they
touch upon injustices related to the exclusion and
disciplining of viewers/consumers, and to the social
constructions to which they are subjected in the age
of globalization. Gupta's oeuvre is also concerned with
exposing the hidden mechanisms that blur the gap
between "reality" and "information," and which are
controlled by various economic interests.

Gupta frequently creates interactive interfaces,
whose use is motivated by a political stance that seeks
to replace consumer culture with a culture of mutual
collaboration and individual contribution. In 2007, she
completed a series of video works that incorporate
the silhouettes of the viewers, thus endowing them
with a central role. The viewer is thus transformed
from a passive presence and automatic consumer
into an active viewer who participates in infusing the
artwork with meaning, while essentially rendering it
non-existent in his absence. In Untitled (Shadow 3), the
third work in this series, the viewer is "kidnapped" into
the work, becoming part of a shadow theater: his body
undergoes a transformation, losing its voluminous

outlines and becoming a flat silhouette that is projected

81 / Shilpa Gupta

onto the screen as if by means of a magic lantern. At
first, he sees his silhouette and controls his movements,
yet a range of objects "falls" upon him and adheres
to his shadow, like an onslaught of parasites that
gradually fill the entire screen. In the Indian tradition,
as in Western culture, a person's shadow is charged
with mythical meanings related to representation,
truth, and illusion. In the West, the shadow symbolizes
man's blindness and limitations, as in Plato's Allegory of
the Cave, or part of the unconscious and its repressed
urges, as in the tradition of Jungian analysis. According
to the Indian tradition, the shadow is an inseparable
part of the body, yet also has a presence of its own, so
that members of the upper castes may thus become
impure even through contact between their own
shadow and the shadow of an untouchable person.

By activating the viewer without his permission,
Gupta transforms the museum exhibition space from
a site of authority into one that critically reflects on
concepts such as belonging and free choice. The
viewer's decision to move away from the work at any
given moment, and thus to impact its very existence,
may be interpreted as a metaphor for the possibility of
change embedded in all forms of belonging — be they
national, religious, or gender-related. The capturing
of the viewer's image, which is achieved without his
permission, calls to mind the surveillance cameras
situated throughout the public sphere. The work's
soundtrack — a cacophonous mixture of sounds,
muttering, church bells, and industrial noise - enhances
this experience, which is at once disturbing, surprising,
and amusing.

Singing Cloud, 2008-2009 (details)
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I.h. talltr

Born in Karnataka, 1971; lives and works in Bangalore and Korea

L. N. Tallur's visual syntax builds on local images,
most of which are culled from religious icons and
myths as represented in temple sculptures as well
as at tourist sites. He transforms India's cultural
symbols and tradition, at times in subtle ways, and
often infuses his work with light humor, in order to
formulate a critical statement concerning the "Indian
image" constructed in the West and the formation of
cultural clichés. Tallur puts an emphasis on the nature
of materials and on their symbolic meanings, while
combining ones that are infused with the aura of the
old alongside materials that have a modern, industrial,
and synthetic appearance. His aesthetic strategy is
based on the dissonance between these two idioms,
whose syntaxes are fused into a new syntax.

85 / L.N.Tallur

Tallur's work Saving Face! was inspired by Darpana
Sundari (The Lady Facing the Mirror) — one of the
sculptures at the Chennakesava Temple in Belur, a
major tourist attraction in the Karnataka region. The
ironic displacement in this work has to do with the
tension between the goddesses' time-ravaged face,
which is reflected in the mirror, and between the bright
industrial paint coating the carved wood. The work's
title thus acquires a literal meaning, for the symbolic
act of "saving face" is undertaken by physically hiding
it from the viewer, even though it is exposed in the
mirror. The industrial finish smoothes and blurs the
natural appearance of the wood and its various
imperfections, calling to mind the Indian souvenir
industry. The seemingly "contemporary" appearance
of the sculpture challenges the manner in which Indian
tradition is read by the West. According to the artist,
the eclectic stylistic sources of the original sculpture
are actually foreign - a fact that further complicates
the attempt to brand local cultural symbols and export
one culture for the consumption of another.

Lamp (Deepa Sundari), 2010
2010 ,("IXTND 12'T) 7N

< Saving Face!, 2006 (detail)
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Fear, Nation and False Promises, 2004
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t.v. sahthdsh

Born in Kerala, 1968; lives and works in Mumbai

T.V. Santhosh's work is suffused with a historical and
political awareness that may be interpreted as a lament
for the constant state of bloodshed plaguing our world.
His imagery is based on visual materials related to
violence - and especially to wars and international
terror — which are culled from television, Internet
sites and the printed press. His paintings are based on
digitally processed images of wars, riots, uprisings and
protests in the context of fascism and other types of
oppression (including the Israeli-Palestinian conflict
and the Holocaust). Inspired by Andy Warhol, Santhosh
addresses our desensitization to the overwhelming
stream of stimuli and images of horror. Much like
Warhol, he translates dramatic episodes from reality
into a stylized language. His large-scale paintings are
characterized by a palette of poisonous neon colors -
blues and greens combined with yellow, orange and
red hues and black outlines, which create the effect of a
photographic negative. These scenes are detached from

91 / T.V. Santhosh

their larger context, and further distanced from reality
by means of a painterly style that blurs the details
and neutralizes the specifics of various narratives
and places. These characteristics enhance the level of
energy that imbues these works, and charge them with
an apocalyptic, universal quality, so that the familiar
scenes and media images appear to be materially
consumed by the flames of a violent reality.

The panoramic painting Fear, Nation and False
Promises features soldiers cutting through a barbed-
wire fence in an area resembling a battlefield. The
colorful, theatrical quality of this image, and the
contrast between the reddish and bluish-green
hues, transform this scene of border crossing and
the images of violence on both sides of the fence into
a stunning spectacle. The barbed-wire fence functions
as a metaphor for the horrors of history, leading us
to reflect on the aesthetic values used to describe
violence - composition, color, rhythm, and brushwork.

When Your Target Cries for Mercy, 2007 >
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Elevator from the Subcontinent, 2011 (stills from video installation)
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SISl scaria

Born in Kerala, 1973; lives and works in Delhi

Modern processes of urbanization and urban aesthetics
are a major source of inspiration for Gigi Scaria. His
range of works - including painting, photography,
sculpture, and video installations - capture the dynamic
life of large cities as an allegory for the processes
that have been transforming Indian society over
the past two decades. Scaria analyzes the structure
of contemporary Indian society in a sensitive and
perceptive manner as he examines its different sectors,
and the ways in which rapid economic growth has
impacted the character of traditional communities
and the old social order. He reveals the tension and
inevitable contrasts between tradition and novelty,
between ephemeral and fixed categories, and between
history and politics, and thus delineates a complex
picture of contemporary urban reality in India.

97 / Gigi Scaria

In Elevator from the Subcontinent, the viewer is
invited to enter what appears to be a regular elevator.
The moment the doors close behind him, however,
an illusion of movement is created by projections
that cover the elevator's three walls - transporting
the viewer on a "journey" through the city's various
geo-urban layers. The elevator "descends" into the
building's underground level and parking lot, while
offering glimpses into the homes of people from
different socioeconomic backgrounds. The viewer then
"ascends" to the top floor of the imagined building,
where he is presented with a panoramic bird's-eye
view of the entire city. Functioning as a metaphor
for India's hierarchical social structure, this simulated
elevator journey introduces the viewer to different
social classes and enables him to experience the gaps
between them, while the direction in which it moves
symbolically represents movement up and down the
social ladder.

< Elevator from the Subcontinent, 2011 (details) >
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Annexation, 2009
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jitish kailat

Born in Mumbai, 1974; lives and works in Mumbai

Mumbai's urban environment suffuses Jitish Kallat's
works in both explicit and implicit ways. Kallat's native
city, where he still lives today, serves as a central axis
and point of reference in his work, and is examined
in a range of mediums - painting, sculpture, video,
and photography. His works probe the impact of
India's rapid economic development and of related
social changes. The housing crisis, the lack of urban
planning, traffic jams, the rise of consumer society,
and various expressions of violence are among the
concerns addressed in his works. Kallat focuses on the
transformation of urban society and on the complex
relations between the individual and the crowd in
the busy urban sphere. His visual syntax builds on
the texture of the surrounding metropolis - a poor,
crowded, chaotic patchwork of different elements. His
monumental paintings echo advertising billboards
designed to encourage consumption, and appear
as a contemporary Indian version of pop art. These
paintings, however, transform the seductive language
of advertising into a dystopic, grotesque, and ironic
form of representation, whose washed-out palette
seems to have been affected by the sun and rain of
the monsoon season.

The Cry of the Gland features 108 photographs of
the front pockets of shirts worn by men commuting
to work. These pockets are all overflowing with
vital belongings: medications, pens, notebooks,
matchboxes, etc. These intimate, personal accessories
are transformed into a colorful, kaleidoscopic collective
portrait of a certain sector of society. In Sweatopia 1,

105 / Jitish Kallat

Kallat reflects on the sorry state of migrant workers
who come to the city in search of a better life. In this
work, the daily struggle to survive and the tension,
bitterness, and frustration to which it gives rise seem
to have literally "gone to their heads." The heads of the
men in this image are crowned by a sort of "Afro" hairdo
composed of a medley of cars, rickshaws, motorcycles,
buses, and pedestrians - an accumulation of images
that reflects the urban cacophony typical of Mumbai.
The title of this work, which is composed of the words
"sweat" and "utopia," infuses it with an additional
layer of irony, and underscores the inherently false
nature of the city's promise of happiness. Mumbai,
which is considered to be India's economic center
and is the seat of Bollywood and of the country's
entertainment industry, thus remains an inaccessible
fantasy of glamour.

The large-scale lead sculpture Annexation further
amplifies this urban drama: in this work, a simple
kerosene burner has been enlarged to monumental
dimensions and carved with images of predatory
animals attacking one another. This motif is based on
a freeze located at Victoria station — the transportation
hub leading in and out of Mumbai. This elaborate
architectural freeze, which was constructed by the
British during the colonial period, has been replicated
by the artist on this simple burner, which serves as
a movable kitchen for people living on the street. It
is thus transformed into a metaphor that ironically
points to the struggle to survive unfolding just below
the frieze.

Autosaurus Tripous, 2007
2007 ,0197MD D1IRDIDIX
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bhartr kKheF

Born in London, 1969; lives and works in Delhi

Bharti Kher's multifaceted sculptures, photographs,
and paintings explore issues related to gender, identity,
and race, and often make use of hybrid, contradiction-
filled mythological and cultural images that combine
human and animal forms. A central motif in Kher’s
work is the use of the bindi, which is traditionally
painted onto the forehead as a symbol of the Third
Eye. In contemporary Indian society, the bindi has
been redefined as a secular fashion accessory sold
in the form of colorful stickers. Kher’s interest in this
motif stems from the performative action of applying
the stickers and their significance as representations
of a metaphysical form of seeing. Kher mainly uses
two types of stickers: countless snake-shaped bindis
which she forms into patterns that cover large areas
like a second skin, appearing at once as a form of
camouflage and as a delineation of various life paths;
and the spot, which is used as a form of punctuation
or a code.

In one of her best-known works, The Skin Speaks
a Language Not Its Own, a life-size gray elephant lies
on the floor in a state of collapse. Its body is covered
with countless individually applied snake-shaped
bindis; like markers or texts running across the body,
they infuse it with movement and life, so that the great
beast seems to be rising from the floor.

In recent years, Kher has continued to delve further
into the contradictions inherent to the domestic sphere,
a persistent theme in her work. In this context, the
home becomes a site where the material, the emotional,
and the allegorical are fused together. Objects such
as chests, chairs, staircases mark absences or reinvent

111 / Bharti Kher

presence. In her work Make Up (As You Go Along),
Kher decorates a teak dressing table with bindis. The
dressing table is precariously balanced with one of its
legs resting on heavy glass bricks, which were made by
melting red glass bangles traditionally used as marriage
ornaments. By smashing the dressing-table mirror, Kher
challenges notions concerning luck or fortune, as well
as balance. Engaging in a Sisyphean, repetitive, and
meditative process, she applied the bindis one by one
to create a flow composed of various forms and marks
that cover the entire mirror. This strategy underscores
the decorative, seductive, and quotidian aspects of this
furniture item, while triggering associations related to
vanity and beauty, alongside a critique of consumer
culture and kitsch.

The Skin Speaks a Language Not Its Own, 2006 A >
(general view and detail)
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Fiyas komu

Born in Kerala, 1971; lives and works in Mumbai

Riyas Komu's works are suffused with political
awareness, and often respond to violent events that
concern international conflicts, as well as to conflicts
within India - especially between fundamentalist
Hindus and Muslims. The riots in Mumbai in 1992
and 2002, and the city's chaotic and contradiction-
filled reality, the attack on the Twin Towers, the war
in Iraq, the charged situation in Iran and the war in
Afghanistan have all left their imprint on Komu's work,
while shaping his identity as an artist. His paintings,
photographs, video works, sculptures, and installations
all relate ancient religious conflicts and historical
violence to contemporary instances of bloodshed.
At the same time, his works create an affinity between
body politics and various issues concerning civic,
national, and religious identity. Especially well known,
in this context, is a series of paintings featuring large-
scale portraits of Muslim women wearing veils.
Prominent motifs in Komu's works include religious
iconography, calligraphy, and elements borrowed from
Islamic architecture, as well as traditional techniques
such as wood carving and metalworking. His status as
a member of India's Muslim minority and his roots in
Kerala, a communist state in south-west India, charge
his works with an ideological, activist dimension,
which is also given expression in his public projects
as a curator and social activist.

Komu's Blood Brothers appears from a distance to
be an abstract, decorative metallic pattern. Close up,
however, one discovers the figures of 196 warriors
brandishing swords and wearing armor made of
hammered aluminum. The warriors are arranged in
pairs facing one another, and spread out over four
registers that are each about eight meters long - like

117 / Riyas Komu

Fragrance of Funeral, 2010

2010 ™7 NN

an endless chorus mourning the fate of humanity and
its constant struggles and conflicts. The warriors -
which recall Anglo-Saxon crusaders or figures from
Islamic miniatures — are represented in half-profile,
in a manner reminiscent of the yogic "warrior pose."
The metal gleam of the aluminum and the repetition
of the same motif seem to represent a never-ending
state of war throughout human history.

Fragrance of Funeral Il features a regal figure carved
in wood, which is reminiscent of the Moghul kings
represented in Islamic miniatures (in this case, the
original image is Turkish). The eyes of this figure, which
is seen smelling a flower, are covered by a strip of
wood - much in the same way that the eyes of certain
figures are masked in media images in order to
prevent their identification. According to the artist,
the expression "Fragrance of Funeral" embodies the
memory of both death and life, like a metaphor for that
elusive essence that survives the carnage of war and
witnesses the eternal repetition of the same mistakes,
from which nothing is learned.

Fragrance of Funeral Il, 2011

2011 Ml 70 mnm

1ni1j7 oxM / 116



119 / Ranbir Kaleka

,(127 D1D 7V N121IN7 DNNAN D12 0*2011 0*2°11XA 0'17N)
, 00N TNN ATIAV7 0Y%7°1VN A7X 70 - 1'M7na NG
TIX YTi1 7V A'7VN 117N .0INWNN XA 7Y TMTh D11)
fYYN IX LAYN WNYNY "IX17" DO AWInn
Mj7N1 .MXA7 OTX TIX 1N1VY7 1INXRA,T10IXA 7121 7V
1719271 7V TN DXV 1YW ,1IMAN1 270 X171 1217 0
JNIVNYNN AKX NL71701 711 V12on 1170 7IX 7IN7an
“M1IDD 1211 117 {7*1VN1 DTN TAN \'D1N 1T1Vi DY
“TI1 170 AN 11V 1'IDDY7A 1Y L,iA7 07D D '71n
T AXD7 TY72D *1'2IXA 1112771 127¥7,1IWN "O0TITI
717nn Nnna

7777900 2 7121710 DY WX XTI NT1AVa 031
712 X711 ATI2Y1.0™N 7V1 1°31 0TX "1 0"DNITIX 0'oN]
VIj7¥ ITNTII 1912 272W) 727V00 NN 1N0Y 117NV 7131
TIA1V 11NN 7n1Ni 71201 71277 noIn 1Tva 1iin 'na
X {711 L7211 DY 170 TN TIX O'YIN 00T
D'V DMIXTT 113 A3 123 JIAT 0V TN 0'Aj7nvn
MW" 127 1NN DTRA JINT JIX D'TNXA 1121 DDOIX
TN NN MDA T XA 1T ATV A7RRn 17
WNWN7W XR7XR 0777 7¢ 1"INMTIAV TR TIMAXN0 170
17WNn 1'wWY 715700 D2 XD 171 0TITIVAN 7801 1IN
.0 N1"101 0T AMWYT 0Y717X

< (D'N0113Xi1 IXON) 2010 ,A17'Dj7L1 XXIN X77 >

Cul-de-Sac in Taxila, 2010 (installation view and video stills)
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FarbiF kaleka

Born in Punjab, 1953; lives and works in Delhi

Ranbir Kaleka's work is rooted in the Punjab - a region
marked by the painful injustices inflicted by the
country's 1947 partition into India and Pakistan, which
caused millions of people to be uprooted from their
homes. Kaleka first became known in the early 1990s
for neo-expressive paintings that were characterized
by rich, crowded surfaces and passionate narratives
centered on identity and sexuality. These concerns
were related to his own identity as a Punjabi Hindu, and
to the changes in the definition of masculine identity
related to the transition from a rural village to a large
city. In recent years, Kaleka has begun combining video
projections and canvases painted in a meticulously
realist style, and has refined his unique syntax into
a poetics of threshold situations: in some instances
painting triumphs over video, while in others video
does away with the presence of painting, hides beneath
it or emerges from within it. The combination of these
two mediums creates multilayered images of reality
that allow for various forms of illusion and deception,
and which are shaped by a subtle lyricism. Kaleka's
painterly abilities are given expression in the digital
medium, which seems to infuse everyday scenes with
life, enriching them with time and movement.

In Cul-de-Sac in Taxila, a bearded man in a business
suit is seen sitting on a chair and staring into empty
space, while drops of water fall and gather in a bowl
at his feet, creating a rhythmic noise that resembles
the ticking of a clock. The illusion created by the
projection is revealed when the body of the painted
figure seems to detach itself from that of the projected
figure, becoming a separate entity. The ability to exit
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and reenter the body, the appearance and subsequent
disappearance of a white horse (traditionally used by
Punjabi grooms on the day of their wedding ceremony),
and the dreamlike atmosphere endow this work with
a mystical dimension, giving visual expression to the
idea of self-transformation. This stream of imagery calls
to mind the Zen-Buddhist term kuon, which refers to
a sentence or act whose near-absurdity is designed to
promote enlightenment. In this case it is an inherently
Sisyphean kuon, since the very repetition of the same
act embodies the failure inherent to it, emptying it of
meaning. The work's title, moreover, endows it with a
concrete historical and political dimension. Taxila, a
town in Pakistan that was once an important Hindu
and Buddhist center, is related in the collective Punjabi
imagination to the painful losses associated with the
country's partition.

The video work Man with Cockerel 2 similarly
addresses enigmatic relations between a man and
an animal. This work features a middle-aged man
whose lower body is submerged in a river. The man
appears to be emerging from a fog, while attempting
to catch a fleeing cockerel. Predatory birds cross the
screen, a boat sails on the horizon, and flashes of light
are reflected in the water together with the figure of
the man, creating optical distortions and seemingly
unifying the human and animal figures into an elusive,
fluid entity. This work gives expression to the lyrical,
painterly spirit characteristic of Kaleka's works, while
the subtle play of light and shadow is accompanied by
arich soundtrack that combines domestic, industrial,
and environmental sounds.

(IXT 1IN 0'DIAT AN TIXIN) 2004 ,2 72171 0V 'R A S>>

Man with Cockerel 2, 2004 (installation view and video stills)
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Hawkers ki Jagaha (A Place for Hawkers), 2006-2010 (still from video/sound installation)
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Fashmi kaleka

Born in Kenya, 1957; lives and works in Delhi

Over a period of five years, Rashmi Kaleka recorded
some two thousand hawkers who make the rounds
of Delhi's neighborhoods as they offer their goods in
amedley of voices and calls. She filmed and recorded
them on the street outside her house, giving them
each a photographic portrait of themselves in return.
Over the years, the artist and the hawkers developed
personal relationships that stand out in contrast to
the experience of estrangement characteristic of
life in large metropolitan centers such as Delhi. The
recorded voices were collected, edited, and sampled,
and the final work A Place for Hawkers includes only
some 20 voices. This sound work is broadcast against
avideo projection featuring Delhi's crowded rooftops,
which appear to be enveloped by a bluish fog. Kaleka
shot these landscapes early in the morning while

127 / Rashmi Kaleka

standing on the rooftop of a neighborhood mosque.
Every so often, various figures may be glimpsed: a
person sweeping the roof of his house, or a builder
at work.

The presence of the hundreds of thousands of
hawkers filling the streets of Delhi is diminishing as
part of a government policy designed to eliminate this
practice by presenting them with various obstacles
and obliging them to acquire licenses. According
to Kaleka, within ten years these itinerant venders
and their mobile stalls will be entirely gone. Their
merchandise is surprisingly rich — ranging from fruits
and vegetables to umbrellas, razors, brushes, pressure
cookers, glassware, flower pots, kites and rugs. Some of
them even offer various types of "treatments," like the
hawker that arrives once a year, in February, to clean
the wax accumulated in the ears of neighborhood
residents during the winter months. According to the
artist, until not long ago a housewife had no need to
leave her house in order to go shopping, since she could
purchase virtually everything on her own doorstep.
By isolating these familiar sounds from their context,
the artist has created a sort of a cappella chorus as
the voices emerge and are fused with one another,
through effects of echoing, repetition, overlap, and the
elongation of sounds. This project constitutes a unique
archive, which preserves sounds and accents alongside
vending methods that have existed for hundreds of
years and which are now threatened by extinction. It
thus constitutes an elegy to a disappearing practice,
and a loving tribute to the city of Delhi.

Hawkers ki Jagaha (A Place for Hawkers), 2006-2010
(stills from video/sound installation)

(TIXD/1X7T'1 1¥'N 717N 0'DIA) 2010-2006 ,0"72117 D7D
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129 / Rags Media Collective
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REVOLTAGE, 2010 (installation view, Project 88, Mumbai)
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Escapement, 2009 (installation view, Frith Street Gallery, London)
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Fads media collective

Jeebesh Bagchi was born in Delhi, 1965; Monica Narula was born in Delhi, 1969;
Shuddhabrata Sengupta was born in Delhi, 1968; they live and work in Delhi

Rags Media Collective was founded in Delhi in 1992
by Monica Narula, Jeebesh Bagchi, and Shuddhabrata
Sengupta. This group of artists operates simultaneously
in several fields — artmaking, curatorial work, research,
and critical writing — and is considered to be one of the
most active and influential interdisciplinary groups on
India's radical art scene. Their artmaking, which may be
described as a sort of "poetic activism," encompasses
different mediums: installation, video, new media, text
works, and performance.

Delhi, a historically charged cosmopolitan city that
represents a fusion between tradition and modernity,
the local and the global, is the underlying source of
inspiration for this group. Most of their works, which
are conceptual in spirit, reveal their shared interest
in the cultural paradigm of modernism and in urban
aesthetics, with an emphasis on urban processes
and on mapping the mechanisms that discipline
the individual's conduct in the public urban sphere.
The members of this group frequently examine
perceptions of time in relation to history and to the
urban experience, as well as the accelerated spread of
media and technology. Thus, for instance, their work
REVOLTAGE is based on the rhythm and movement
embodied in pulsing light. This wall installation, which
is reminiscent of advertising billboards, is composed

The KD Vyas Correspondence: Vol. 1, 2006 (installation view, Museum for Communication, Frankfurt) >

of three rows of blinking electric lights that create a
scintillating form of word play by combining the words
"revolt" and "voltage.' By means of this image, which
resembles an electronic form of graffiti — a subversive
slogan calling for an act of protest or resistance - the
artists seem to be appealing to the viewers to take
a stance.

The sound work N-DI Jn., whose title is the
abbreviated name of one of the city's central train
stations, touches on the centrality of this metropolitan
area as a multi-cultural junction that allows for
encounters, movement, and the transmission of
information. The white noise of the city envelops
the listener, while the motif of approaching and
departing trains dictates the rhythm and underscores
the consistency of everyday noises, the ebb and flow of
urban sound. Writing about this work, group members
described the city as "an electromagnetic field or
pulsing heart that pumps blood into countless veins
[...] a magnetic attractor for migrations, while the
patterns of movement and circulation made by human
presences become a palimpsest of aural traces left
on its surface." For Rags Media Collective, the changing
rhythms and choreography of the city emblematize
the postmodern experience of the twenty-first
century.

(DNAFINA TN 1IXTIN AN IXIN) 2006 ,1 {770 :DX" T .7 DY M50
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135 / Sudarshan Shetty

2006 ,("NANX" 11NYNN 7NN L1717 7110) I X77
Untitled (Double Cow, from the show "Love"), 2006
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Untitled (Double Cow, from the show "Love"), 2006 (detail)
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Taj Mahal, 2007
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stdarshah sheétty

Born in Mangalore, 1961; lives and works in Mumbai

Sudarshan Shetty, one of India's most prominent
contemporary artists, began his career as a painter.
Today, however, he is best known for his monumental
installations and sculptures, which usually combine
a simple kinetic mechanism and multi-media. His
subversive works perform a critique of the consumer
culture and globalization processes that have overtaken
life in India over the past decade. Although they almost
always contain an ironic, ludic, and amusing element,
they critically examine a range of stereotypes related to
Western definitions of Indian identity. Through the use
of distorted scale, replication, and repetition, Shetty
reconfigures banal, everyday objects and endows them
with a spectacular character, creating a postmodern,
Indian version of pop art.

Over the past two decades, Shetty has been
concerned with crossing material, social, psychological,
and physical boundaries, while subverting their
underlying assumptions in a parodic manner. His
seductive yet morbid works are filled with surprising
images - a stainless-steel dinosaur having intercourse
with an expensive Jaguar car, a skeletal hobby horse,
bones and body parts intertwined with everyday
objects, jars filled with milk and blood, a tailored
man's jacket hanging above a bowl of milk, rusted
steel blades swinging like pendulums between carved
wooden columns. These enigmatic objects and magical
constructions, which are operated by various low-tech
mechanisms, resemble adult toys seemingly born
of nightmares. The disturbing hybrids are at once
seductive and repulsive, and appear as contemporary
echoes of Surrealist objects.

139 / Sudarshan Shetty

In Taj Mahal, an installation composed of
multiple parts, Shetty uses a strategy of replication
reminiscent of the one used in Andy Warhol's Mona
Lisa. Miniature copies of the renowned Indian palace,
industrially produced as aluminum tourist souvenirs,
cover a wall that is more than four meters long. The
replication of the world's most famous token of love
thus simultaneously undermines and enhances the
aura of the original. Shetty is concerned here with
the question of authenticity in the ritual context of
architecture. The strategy of slaughtering holy cows is
literally given expression in the work Untitled (Double
Cow). This sculpture features a pair of life-size metal
skeletons of a standing cow and a recumbent bull,
whose positions allude to a sexual act. This work was
included in the exhibition "Love," in which the artist
examined the motif of cows as part of his ethnography
of urban life. The holy cow, like the Taj Mahal, is one
of the quintessential symbols of India exported to the
West, most notably through the tourist industry. As
the viewer approaches the work, a hammer strikes
the cow's udder, and a temple bell rings. A traditional
symbol of divinity, goodness, fertility, and femininity,
the cow, in this work, is stripped of its material presence,
and made to participate in a tragicomic performance
of mechanical eroticism.

Taj Mahal, 2007 (video stills)
(IX*T"1 71711 0'DIAN) 2007 , 78N "AXD
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141 / Shanthamani M.

<

Icarus / Jatayu, 2010 (detail and general view)
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Born in Mysore, 1967; lives and works in Bangalore

Shanthamani M. lives and works in Bangalore - a
city that has undergone an accelerated process of
urbanization over the past decade, becoming a
metropolitan center that is home to international
corporations and factories threatened by collapse
due to the absence of necessary urban infrastructures.
The accelerated process of globalization has artificially
introduced Western imagery into local culture, leading
to various types of cross-cultural hybrids. This hybridity
is given expression in Shanthamani's work, which
involves a double process of material and thematic
recycling. In addition to recycling charcoal, the main
sculptural material used in her work, she makes use
of familiar Western myths and endows them with
new meaning. Her works feature representations of
ancient myths or cultural icons — Venus, the Tower of
Babel, the connecting hands from Michelangelo's The
Creation of Adam, a dollar bill, or Icarus' wings. The
laborious process of sculpting these images using
small bits of charcoal transforms them and ties them
to the global present, lending them the appearance
of cultural firebrands.

The use of charcoal, which has served since
the dawn of civilization as an expressive means of
creating drawings, also alludes to coal, which has

143 / Shanthamani M.

ecological meaning as a non-renewable resource
that is fast dwindling due to its accelerated use to
produce electricity. Coal was one of the quintessential
symbols of the industrial revolution, due to its use to
power steam engines. This mineral is formed of plants
and trees that were part of early ecological systems,
and that underwent various biological and chemical
processes over hundreds of thousands of years before
being transformed into coal. In India, coal has special
meaning as one of the country's only plentiful natural
resources.

The work Icarus / Jatayu addresses these numerous
resonances. In Greek mythology, Icarus' wings, which
were held together with wax, melted in the heat of the
sun when he soared high up in the sky contrary to the
warning of his father, Daedalus. In Indian mythology,
Jatayu - a demigod resembling an eagle - was saved
by his brother Sampati when he soared so high into the
sky that his wings were burned by the sun. The title of
this work relates to these two myths, and points to the
archetypal similarity between two ancient civilizations.
The charred wing is presented here as a vestige of the
sin of hubris - as a dark inversion of an angel's wings
and a symbol of the loss of hope.

Cloud, 2008 >
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Sudarshan Shetty

Taj Mahal, 2007
Multi-part installation: aluminum and

stainless steel fastenings, mild steel
Wall: 213 x 427 x 71

Pedestal: 107 x 25 x 25

Video: 5:32 minutes

Courtesy of Lekha & Anupam Poddar
Collection, New Delhi

Photo: Vinay Mahidhar

Untitled (Double Cow, from

the show "Love"), 2006

Aluminum, brass, hammer with
electric motor and mechanical
device

274 x 277 X 55

Courtesy of Lekha & Anupam Poddar
Collection, New Delhi

Photo: Vinay Mahidhar

L. N. Tallur

Saving Face!, 2006

Wood, silver, industrial paint

170 x 60 x 60

Courtesy of Frank Cohen Collection,
England

Lamp (Deepa Sundari), 2010
Bronze and concrete

140 x 100 x 60

Image courtesy of the artist and
Chemould Prescott Road, Mumbai

145 / List of Works

Lochan Upadhyay

Power of Cloth, 2009

Wood, steel armatures, recycled
cloth, cushions

247 X 127.5 x 120 each

Courtesy of the artist and Anne
Maniglier, Art Wise Initiatives
Photo: Anne Maniglier

Mobile Home 1, 2010

Iron and plastic

147 X 94 x 122

Image courtesy of the artist

Mobile Home 2, 2010

Iron and plastic

123 X 165X 75

Image courtesy of the artist
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Ranbir Kaleka

Cul-de-Sac in Taxila, 2010
Single-channel HD video projection
on painted canvas

3:55 minutes, sound

185 X 244

Courtesy of the artist and Volte
Gallery, Mumbai

Man with Cockerel 2, 2004
Single-channel video projection on
Plexiglass screen

6:00 minutes, sound

g5 X 68

Courtesy of the artist and Volte
Gallery, Mumbai

Rashmi Kaleka

Hawkers ki Jagaha (A Place for
Hawkers), 2006-2010

Video and sound installation

6:28 minutes, sound

Courtesy of the artist and Fiona and
Ziv Gani Collection, England
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Jitish Kallat

Sweatopia 1, 2008

Acrylic on canvas

Triptych: 274.3 x 518.2

Courtesy of Frank Cohen Collection,
England

The Cry of the Gland, 2009

Wall installation composed of 108
c-prints

360 x 820 (60 x 45 each)

Courtesy of Tiroche Deleon
Collection & Art Vantage

Image courtesy of the artist and
Haunch of Venison, London
Photo: Peter Mallet

Annexation, 2009

Painted black lead and steel

183 X 150 X 131

Courtesy of the artist and Chemould
Prescott Road, Mumbai

Image courtesy of the artist and
Haunch of Venison, London

Autosaurus Tripous, 2007

Resin, paint, steel and brass

259 x 135 x 168

Image courtesy of the artist and
Chemould Prescott Road, Mumbai
Photo: Anil Rane

Bharti Kher

Make up (As You Go Along), 2010
Wood, mirror, bindis, glass bricks
(1729 1B0PEZ1

Courtesy of Tiroche DelLeon
Collection & Art Vantage

Drunken Frenzy of Love, 2010
Bindis on painted board
Triptych: 244 x 183 each
Courtesy of Kiran Nadar Museum
of Art, New Delhi

The Skin Speaks a Language Not
Its Own, 2006

Bindis on fiberglass

152 X457 X 183

Image courtesy of the artist and
Galleryske, Bangalore

Photo: Pablo Bartholomew

Riyas Komu

Blood Brothers, 2010

Aluminum relief

135 x 724

Courtesy of the artist and The Guild
Gallery, Mumbai

Photo: Dheeraj Thakur

Fragrance of Funeral Il, 2011
Recycled wood, engraving
1152 % JRERSS)

Courtesy of the artist

Photo: Dheeraj Thakur

Undertakers Ill, 2008

Recycled wood, copper, archival print
on linen and automobile paint

122 X 107 x 61

Image courtesy of the artist

Photo: Berthold Stadler

Raqgs Media Collective

N-DI Jn, 2002
Sound work, 5:00 minutes
Courtesy of the artists

REVOLTAGE, 2010

Text sculpture with light bulbs and
electricity

Three parts: 91.4 X 63.5 x 10;

183 X 63.5x 10; 1525 X63.5X 10
Courtesy of Tiroche DelLeon
Collection & Art Vantage

Image courtesy of Project 88 Gallery,
Mumbai

The KD Vyas Correspondence:
Vol. 1, 2006

18 screens, 9 soundscapes, metal
construction, polystyrene

Image courtesy of the artists
Photo: Norbert Thigulety

Escapement, 2009

27 clocks, high-gloss aluminum with
LED lights, four flat-screen monitors,
video, sound

Variable dimensions

Image courtesy of the artists

and Frith Street Gallery

T.V. Santhosh

Fear, Nation and False
Promises, 2004

Oil on canvas

Diptych: 120 x 304

Courtesy of the artist and The
Guild Gallery, Mumbai

When Your Target Cries for
Mercy, 2007

Oil on canvas

Diptych: 183 x 244

Image courtesy of the artist and
The Guild Art Gallery, Mumbai

Hounding Down, 2007

Installation: Fiberglass, metal and LED
screens

Variable dimensions

Image courtesy of the artist and the
Guild Art Gallery, Mumbai

Gigi Scaria

Elevator from the

Subcontinent, 2011

3-screen video installation,

elevator cabin, steel construction
Variable dimensions

Courtesy of the artist, Lalit Kala
Akademi, New Delhi, and Chemould
Prescott Road, Mumbai

Dry Hard, 2011

Fabricated aluminum sheet, mirror
and automobile paint

102 X191 X 23

Image courtesy of the artist and
Chemould Prescott Road, Mumbai

Steps of Predicament, 2011
Fabricated aluminum sheet, mirror,
steel poll and paint

600 x 150 X 150

Image courtesy of the artist and
the Singapore Biennale, 2011

Shanthamani M.

Icarus / Jatayu, 2010

Wood, charcoal and cotton rag pulp
180 x 90 X 45

Courtesy of the artist and Anne
Maniglier, Art Wise Initiatives

Photo: Mallikarjun Katakol

Cloud, 2008

Wood, charcoal and cotton rag pulp
102X 91 x 61

Image courtesy of the artist

Photo: Mallikarjun Katakol
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List of Works

Measurements are in centimeters, height x width x depth

The underlined works are included in the exhibition

Ravi Agarwal

Immersion.Emergence, 2006
Digital print mounted on aluminum
167.5 X 98

Courtesy of the artist

Impossibility of Being
Feminine, 2007

31 color prints

20 x 28 each

Courtesy of the artist and Gallery
Espace, New Delhi

From the series "Alien Waters"
2004-2006

Digital print

1524 x 102

Courtesy of the artist

Kite String Making, from the series
"Down and Out: Laboring under
Globalization," 1996-2000

C-print

58 X 76

Image courtesy of the artist

Atul Bhalla

Submerged Again, 2005
Archival pigment print
Diptych: 170 x 114 each
Courtesy of Tiroche DelLeon
Collection & Art Vantage

Mumbai Walk, 21 July,

10:20 am — 12:54 pm, 2007

Archival pigment print

109 x 229

Courtesy of Lekha & Anupam Poddar
Collection, New Delhi

Day..., 2007

Sand from the River Yamuna, cement,
glass and water

61 x46 X 121

Image courtesy of the artist

Space, 2007

Sand from the River Yamuna, cement,
glass, water and wood

61 x46 % 121

Image courtesy of the artist

Sakshi Gupta

Freedom is Everything, 2007
Plywood and metal scraps

¢ X B0 DIl

Courtesy of Lekha & Anupam Poddar
Collection, New Delhi

Photo: Vinod Sebastian

Untitled, 2009

Metal scrap

227.5 X 885 %43

Courtesy of Tiroche Deleon
Collection & Art Vantage
Photo: Kushal AN

Crow Work, from the series "Lavish
Absence,' 2011

Fiberglas, cast iron, magnets and
iron dust

111 x38x%x38

Image courtesy of the artist and
Galleryske, Bangalore

Photo: Angelika Krinzinger

Some Beast, 2008

Scrap iron and soldering material
Variable dimensions

Image courtesy of the artist and
Galleryske, Bangalore

Photo: Vinod Sebastian

Shilpa Gupta

Untitled (Shadow 3), 2007
Interactive video installation
Variable dimensions

Courtesy of the artist and Gallerie
Yvon Lambert, Paris

There is No Explosive in This, 2007
Photograph on archival paper

71 x106.7

Image courtesy of the artist and
Galerie Yvon Lambert, Paris

Singing Cloud, 2008-2009
Installation made of thousands of
microphones, 48-channel audio
9:30 minutes audio loop

457 x 61 x 152

Image courtesy of the artist and
Galerie Yvon Lambert, Paris

100 Queues, 2008

Photo-based mechanical installation
[13.304268 X7

Image courtesy of the artist and
Galerie Yvon Lambert, Paris

Subodh Gupta

Curry, 2004

Stainless steel dish rack and utensils
220 x 138 x 40

Courtesy of Frank Cohen Collection,
England

Oman to Madras, 2006

Bronze cast with gold patina and
aluminum

115 X 69 X 90

Courtesy of Micky Tiroche Fine Arts,
Tel Aviv

Three Rounds, 2010

Brass

178 X 63 X 61

Courtesy of the Tiroche DelLeon
Collection & Art Vantage

Everything is Inside, 2004

Taxi and bronze

162 X 276 X 104

Image courtesy of the artist and
Nature Morte, New Delhi

Very Hungry God, 2006

Stainless steel structure and utensils
360 X 280 x 330

Installation view at Palazzo Grassi,
Venice

Image courtesy of the artist, In

SITU Fabienne Leclerc, Paris, and
Francois Pinault Collection

Photo: Thukral and Tagra
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idea is the love story of Nala and Damayanti mentioned above. At one of the story's climactic moments,
Nala enters his beloved's palace as an invisible presence, yet his shadow remains visible on the earth,
provoking confusion and fear among the women in the palace. This same idea seems to resurface in
Shilpa Gupta's work Untitled (Shadow 3) (2007), as part of her poignant statement about the experience
of human existence under capitalism. In this reality, events are related to the world of the shadow - to
the silhouette of the viewer's body — while the body itself is a passive observer. Without words, those
facing the projection screen experience the disturbing transformation of their physical body into a
secondary presence in relation to this realm of shadows. The sensations awakened in the body arise in
reaction to the silhouetted objects that adhere to the shadow. This work powerfully echoes the story
of Chaya. Viewers familiar with this myth cannot help but notice that the shadow gives rise to actions,
experiences, and sensations; perhaps they understand this event as a story of creation. In this formative
context, the objects pushed into the shadow — the products of consumerism and capitalism - become

part of our primeval DNA, and impact the very nature of humanity.

Karma - Epilogue

The following folktale tells the story of two weevils, a male and a female, who lived together as a married
couple in a large, wheat-filled sack in an Indian kitchen. Every Monday following the appearance of
the full moon, the female weevil would fast. She begged her spouse to join her, yet he always refused.
After the two died, the female weevil was reborn as a princess, while her spouse was reborn as a royal
elephant in the palace paddock. When it was time for the princess to marry, she was wed to a prince from
a neighboring kingdom. The elephant was included in her dowry, and joined the wedding procession
that accompanied her to her new home. As the procession marched along, the elephant thought: Back
at the palace | was imprisoned in a paddock, and | will be similarly imprisoned in the new palace -
what is the point of going on? He lay down and would not budge. The elephant trainers attempted
to force him up, but to no avail. They offered him food, pushed him, kicked him, but the elephant had
no interest in moving on. Finally, the princess descended from her carriage and walked towards him.
She picked up his large ear and whispered into it: "You don't remember this, but | do. In our previous
life we were two weevils. You refused to fast every Monday after the appearance of the full moon, and
continued to refuse even when | begged you to. That is why you were reborn as an elephant, and | as
a princess. It is too late for change in this life, but think of your next life. Rise and march on." When he
heard her, the elephant rose and marched on.

What happened here? The elephant becomes cognizant of the ephemeral nature of his current
and previous existences, and of the eternal nature of his deeds. Our form changes, as does what we
remember and forget, and other traits that appear to be part of our essence. Our deeds, however, remain

unchanged; they become palpably present, motivated by an internal urge to assume a concrete form,

5 This story originated in the villages on the slopes of the Indian Himalayas. This version is told in Kirin Narayan,
Mondays on the Dark Night of the Moon (New York: Oxford University Press, 1997), p. 88.
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to come to fruition, to be acted out. They take on one bodily appearance, and then another.To be born
a moth, an elephant, or a man means bearing the consequences of these actions, and undertaking
new actions that will themselves come to fruition in a future life.

Action in Sanskrit is karma - a word that is rooted in a specific world view and understanding
of the meaning of life and its countless rebirths, and which can be equated with neither "fate" or
"determinism." According to these two latter terms, the nature of a person's life is determined by
some divine force, or by a causal series of events that began before him and will endure long after he
is gone. The concept of karma, by contrast, assumes that man is in full control of his life, and that he
is presented with free choice concerning his actions; he is thus held fully responsible for their results.
This view is not predicated upon the existence of a god, deceptive demons, or an afterworld. With his
eyes wide open, man alone faces the consequences of his actions in his own world.

How can art create a portrait of a man whose true essence is not embodied in his face, name, or
form, but rather in his actions? For the artist Subodh Gupta, who is concerned with the gap between
traditional life and between modern life and immigration, man is the sum of his carriages, suitcases,
and simple kitchen utensils; or perhaps one could say that man is the sum of his journeys and of the
food he consumes. It is no wonder, then, that these objects — ready-mades and items cast by the artist
himself - are transformed into a sacred form of art. In Jitish Kallat's work The Cry of the Gland (2009), which
points to the tension between the experience of the crowd and individual existence, man is nothing but
the pockets sewn onto his clothes — those small, private, crowded spaces that are expansive enough to
contain entire life stories. For Rashmi Kaleka, who attentively orchestrates the early-morning sounds of
the Indian streets in the video and sound installation A Place for Hawkers (2006—-2010), a person is his
city and the city is the cries of its people, laboring to earn their daily bread. For all of these artists, the
true essence of human identity is karma - that web of actions that do not change, grow old, or lose
their meaning. These actions are perhaps the main thing we should consider when thinking about

being human in contemporary India.

Maya Tevet Dayan is a lecturer at Tel Aviv University. Her doctoral dissertation focused on the Goddess of
Language and Inspiration in the Sanskrit poetry of the medieval poet Sriharsha and in its accompanying
Pahari illustrations. She is currently conducting research on Hindu femininity and on manifestations of the
goddess in women's folktales. She has published articles on Sanskrit poetry and temple art in books and
journals in the United States, India, and Israel. She is also the author of the novel A Thousand Years to Wait
(Kinneret — Zmora Bitan, 2011, in Hebrew).
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For thousands of years, Indian culture has promoted practices designed to engender such change:
the limits of consciousness are surpassed by means of meditation, the limits of breathing by means
of pranayama, the limits of the physical body by means of yoga and various forms of abstention, and
the limits of matter by means of alchemy. These disciplines all attempt to go beyond what appears
erroneously to be unsurpassable, to gain control of both matter and spirit, and ultimately to transcend
the limits of the self.

Shanthamani M. crosses the line between Greek and Indian mythology in her work Icarus /Jatayu
(2010), which is concerned with the severed, sun-scorched wings of the Greek boy and the Indian eagle -
both of whom, according to legend, flew too high and drew too close to the sun. In this work, the artist
transcends the limits of matter by creating a wing out of charcoal.? In Bharti Kher's The Skin Speaks a
Language Not Its Own (2006), the artist coated a sculpture of an elephant with countless bindis, which
are used in everyday life to ornament and mark women. In this manner, she alludes to the lot shared by
women and elephants in Indian culture — the polarity of being both a divinity and a form of property.
In Power of Cloth (2009), Lochan Upadhyay delineates the limit between a world of luxury and prestige
and one of rags and castaways, as he creates large-scale wedding chairs out of leftover bits of cloth.
In Freedom is Everything (2007), Sakshi Gupta constructs stunning, delicate, decorative compositions
out of crude bits of metal, while Sudarshan Shetty's Taj Mahal (2007) examines the line separating the
magical from the everyday by creating a wall of tourist souvenirs depicting the renowned temple.

Crossing boundaries is a means of challenging the limits imposed by the other — limits determined
by fear; above all, it amounts to a transcendence of the limitations imposed by our nature. Narada
needed to immerse himself in a lake of water in order to do so. One village girl succeeded with no
more than two buckets of water and a mantra. Once upon a time, in an age when the limits of reality
were not yet set, a goose scratched a portrait of a girl into the sand and thus caused a prince to fall in
love with her; this is the point of departure for the greatest Indian love story of all times — the story
of Prince Nala and Princess Damayanti, which is told in the epic Mahabarata.’ Countless Indian artists
have since used artmaking as a means of crossing the tangible and metaphorical thresholds that we

examine with such great fear, describing them as "limits."

2 The story of the eagle Jatayu is told in chapter 51 of The forest, the third book of the Ramayana, in the
classical version attributed to Valmiki. The story of Icarus is told by Ovid in his Metamorphosis.

3 Inthis story, which has been told in countless versions in literature, art, and in televised productions, Nala
falls in love with Damayanti without having ever seen her, due to the words of a golden goose that serves
as a messenger. Yet the gods are similarly interested in wedding Damayanti. So that while she chooses to
marry Nala, whom she never met, she must nevertheless officially choose a groom at a ceremony attended
by suitors from all over India. The gods also attend the ceremony, and in order to enhance their chance of
being chosen, they impersonate Nala. And so, in one of the climactic moments of Indian literature, Damayanti
faces five identical men from among whom she must choose the true Nala, her beloved, the only man
among the four gods disguised in his image. Eventually she is able to identify her true beloved. The story
of their shared life, however, involves the endurance of many other difficult moments before reaching its
happy end.
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In the Beginning Was the Shadow

The Invisible Nala in Damayanti's Harem (detail), Shilpa Gupta, Untitled (Shadow 3), 2007
Kangra, 17th century*

How were the world and humanity created? The Puranas tell of Samjnya, the wife of the sun, Surya,
and the mother of his three children. One day, no longer able to bear his heat and blinding light, she
decides to abandon him - leaving behind Chaya (literally meaning shadow) to replace her as a spouse
and mother. Surya does not notice the change, and he and Chaya give life to three more children. One
of these children is Savarni Manu, the First Man.

Who is this First Man whose genetic legacy we continue to carry? Created by the sun and the
shadow, he is the direct outcome of deception, abandonment and lies. Within the matter he is made of,
there is a mistake based on misidentification. And while he was born into a family, he is also a bastard
and a step brother. What we may infer from this story is that a man can abandon his shadow, leave it
behind and move on; yet this shadow continues to flow through his veins: in fact, it - together with
the sun - is at the origin of all human life. Can our shadow be uprooted from within? This story makes
clear that the everyday manner in which we are accustomed to thinking about our shadow, as a flat
presence that follows us everywhere yet is separate from our body, is fundamentally wrong. According
to the Puranas, we make an additional mistake concerning our shadow; contrary to our perception,
the existence of our body does not precede that of the shadow it appears to cast. Rather, the shadow
was there from the very beginning as the mother who gave birth to Savarni Manu, the first human
being. It is the shadow that casts the body and gives birth to its form and to emotions and thoughts.
This insight also sheds light on the definition of the "untouchables," those people whom members of
the upper casts must avoid to the point of not even stepping on their shadows.

The story of Chaya is deeply embedded in the world of Indian thought, and resurfaces repeatedly in

different forms of cultural and philosophical expression. One of the most familiar manifestations of this

4 B.N. Goswamy, Pahari Paintings of the Nala Damayanti Theme (National Museum New Delhi: 1975), p. 119.
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transcending the limitations of human existence. In one popular folktale, a girl is transformed into a
flowering tree when her sister spills two buckets of water over her head. In another story, a girl pours
water over mounds of garbage, which are transformed into mounds of gold. The importance of water
in Hindu life is not limited to literature, and is similarly manifested in everyday life: bathing in the river
is an essential part of religious worship, purifying the bather and creating a transformative encounter
between him and the goddess-river. In Indian temples, Brahmins wash the temple deities on a daily
basis, reserving the water that touched the bodies of the gods so that it may be imbibed by the believers.
Water is viewed as an endless expanse of transformation where the familiar limits of existence - the
limits of the body, of time and space, and even of consciousness itself — expand or even vanish.

In the age of globalization, water has also become the world's most perishable resource; divested
of its magical qualities, it is doled out to the world's rich, and taken away from the rest of humanity.
Like the sage Narada, the artist Atul Bhalla attempts to feel the water, and dares to immerse himself
in it. His diptych Submerged Again, which is based on his work | Was Not Waving but Drowning (2005),
presents us with a similarly cyclical narrative: as we observe the two photographs, we may wonder when
this process of submersion began and when it will end. What came first? The artist's emergence from
the water, or his submersion in it? Is the person rising from the water the same person that immersed
himself in it? Bhalla's "actual" head is fused with its reflections to create a new form that is neither
human norinhuman, as if the water had truly dissolved the boundaries of his body, transforming him
just like it transformed Narada.

It seems that the watery realm of endless possibilities also contains an element of cruelty towards
vulnerable human beings. Once submerged in water, a person may be rapidly and mercilessly transformed,
while forgetting all earlier experiences of immersion. Narada repeatedly forgets his previous existence.
The girl transformed into a flowering tree becomes a cripple when the tree's branches are cut. The
poor girl who grew rich when the garbage she watered was transformed into gold provokes the wrath
and vengeance of those around her. In Impossibility of Being Feminine (2007), Ravi Agarwal attempts
to transform himself into a woman by immersing himself in bathwater — an attempt which, as the title
of his work reveals, ends in failure. The photographs by Atul Bhalla described above raise disturbing
questions concerning the artist's state of consciousness during those moments of self-dissolution: does
he remember who he was before he entered the water, before the genesis of all things?

These bodies of water may represent our life — a succession of births that each efface any memory
of the previous one. This, to use the Sanskrit term, is samsara. Some would say, in accordance with the
traditional approach, that whoever is familiar with these stories and nevertheless enters the water is
knowingly endangering his life. Indeed, Bhalla's immersion in the water makes use of an image deeply
rooted in Indian culture in order to point to the dangers inherent to the current state of both water
and man. Although globalization may have misled us to think differently, we humans are uprooted as
easily as felled trees, and are no less changeable than water. What does it say about us that we have
allowed this water — which marks our limits, life, memory, and oblivion - to be imprisoned by dams,

stolen, and polluted?
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Liberation

Shanthamani M. Raja Ravi Varma, Ravana James Draper
Icarus / Jatayu, 2010 Cutting Jatayu's Wing, 1895 Mourning for Icarus, 1898

The story of Narada's transformation into a woman or of the village girl's transformation into a tree are
not unique. In numerous tales associated with the Hindu tradition, women are transformed into rocks
or boxes, a god is transformed into a leper, a spider into a god, a boy into a girl, and so on and so forth.
These stories are not esoteric anecdotes, but rather expressions of the most stable axis underlying Hindu
thought: the principle of transformation. This is the principle that allows for the attainment of liberation,
and which amounts to the fulfillment of life's purpose according to this philosophical outlook.

In order to liberate onself, one must undergo a comprehensive and multi-dimensional process
of change. The good news provided by Hinduism is that such change is possible for all — for human
beings, for animals, even for natural elements. This does not mean that transformation is an easy task,
for every change requires difficult sacrifices: the renunciation of definitions and perceptions, and at
times of gender or identity. Those who have undergone such a process of transformation may gaze
back with satisfaction and become cognizant of the great degree of courage required to transcend
existing limits. By contrast, those still facing these limits usually gaze at them with fear. Even when
standing at a border crossing between countries, where stern-looking officials gaze into the eyes of
those requesting to pass through, their hearts beat faster. The mouth delivers a concise statement: my
intentions are simple, all  am requesting is the right of passage. Yet what happens at border crossings
where no officials are on guard? How can one transcend the rigid boundaries imposed by the body, by
consciousness, by memories and fixations? We are usually convinced that such limits are unsurpassable,
but Indian thought experiences a great degree of discomfort vis-a-vis such convictions. We are, in the
end, formed by our journeys, and are transformed by the limits we manage to surpass. What is the
meaning of a life that does not involve such border crossings? Do we even have the privilege of freezing,

of becoming fixed in our ways, of staring at the border and remaining on its one side?
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the structure of the traditional, extended family. In a culture that has always been characterized by
extreme polarities, it is of little wonder that the onslaught of globalization was followed by immediate
resistance. This reaction has lead to a new adherence to an almost forgotten term — svadeshi — that is, a
person whose selfhood is defined above all by his identity as an Indian; gender, class, and even human
identity are all secondary to this definition.

In an attempt to characterize the impact of globalization in India, one may state that products or
ideas that attempted to impose themselves upon the Indian lifestyle and to transform it were rejected
by the public; by contrast, those products or ideas that successfully assimilated into the traditional
Indian belief system and lifestyle have been warmly embraced as if they were always there. One of
India's all-time favorite advertisements, for instance, portrays a slim boy controlling a long procession
of gigantic circus elephants by wielding a small can of Pepsi. The product is Western, yet the visual
language relies on age-old cultural associations unique to India. Once again, India's collective cultural
imagination is tied to contemporary Indian life by means of a transparent thread, so that it remains as
vital and relevant as ever.

India's contemporary art world must similarly engage with the question of globalization and
with ongoing choices concerning the rejection or acceptance of its various aspects. In contrast to
advertisements designed to sell products, artists examine world views, experiences of reality, and ideas
that originated in other cultures, and raise related questions and concerns — giving rise to a highly
precise, carefully calculated amalgam of the local and the global.

Agarwal's photograph communicates a global message within a composition that is highly significant
for Indian viewers: the artist's figure stands on the riverbank just like the Hindu goddesses in the most
classical and popular of images. According to the Hindu world view, every river is a goddess, and
goddesses are thus always portrayed beside rivers. These goddesses — Sarasvati, Parvati, Ganga, Kaveri,
and others — are almost always dressed in white, and always stand on an island or river bank. In other
words, every goddess stands on her own banks or islands. Such images are so integral to everyday life
in India, that it is difficult to detach them from the photographic composition chosen by Agarwal. His
shrouded body is another manifestation of the goddess — motionless yet present, human yet pure and
insisting on her holy existence. Standing erect before us, she silently reveals the devastation wrought
both upon her own being and upon the water. Her face has been erased. Her musical instrument,
shell, ornaments, and lotus flowers have all vanished. All that remains is her white, shroud-like cloak
and the water in the background, which appears faded. Both the river and the goddess seem to have
been effaced, the harm done to one equaling harm to the other; their silence cries out a global cry in

a visual language that is unique to the Indian cultural imagination.
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Atul Bhalla, I was Not Waving But Drowning, 2005 (details)

One popular story whose roots go back to the early Puranas tells of the sage Narada, who asked the
god Vishnu to teach him the secrets of his maya.' The literal meaning of this term is illusion, as applied
to reality in its entirety. Yet Narada was not asking the god for a dictionary definition of this term,
with which he was well familiar. His problem was deeper: he sought to fully know that maya, and to
personally understand the assertion that reality is an illusion. The god Vishnu advised him to abandon
this quest, yet he insisted. The god then sent Narada to bathe in the water of a nearby lake. When he
emerged from the lake he was transformed into a beautiful girl named Sushila, the daughter of the
King of Benares (Today’s Varanasi). Her father wed her to the son of a neighboring king. Following her
wedding, the girl experienced the pleasures of love to their fullest. She and her husband eventually
inherited the throne, and had many children and grandchildren. Sushila was happy. Suddenly, however,
a conflict erupted between her husband and her father, and the two kingdoms went to war. In the
course of a single battle, she lost her sons, grandchildren, husband, and father. When she heard the
bitter news, Sushila left the palace and hurried to the battlefield, where she ordered a huge funeral
pyre to be built. Once the bodies of her closest relations were placed upon it, she lit the fire with her
own hands. Crying out "My sons! My sons!" she threw herself into the flames. The moment she did so,
however, the flames cooled down and subsided, and the pyre was transformed into a lake. Emerging
from its waters, Sushila was transformed back into the sage Narada. The god Visnu held out his hand
to him, helped him out of the water, and said: "This is my maya - sad, discouraging, miserable, dark,
cursed and damned." Narada told the god he wanted to eternally recall this experience.

Narada's story has many versions. In some of them he does not become a woman and remains
himself, while entirely forgetting all that preceded his immersion in the water. In other versions he
lives an entire life following his immersion, yet when he emerges from the water the god complains: "I

have been waiting for you for half an hour!" Many other stories similarly present water as a vehicle for

1 Versions of this story appear in different sources including the Rig Veda and several Puranas — the Markandeya
Purana, the Visnu Purana, and the Matsya Purana — as well as in various orally transmitted folktales.
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Indian mothers today still tell their children the ancient story about the sage Narada, who entered a
lake of water and emerged from it as a woman. Indian schoolchildren collect comic books that feature
stories of various gods taken from the classical Puranas, accompanied by colorful images that seem to
have come straight off the television screen. India's numerous television channels similarly broadcast
series based on the great epics Mahabarata and Ramayana, as well as films inspired by narratives that
date back thousands of years. It is no wonder, then, that classical visual images also infiltrate other
spheres of contemporary Indian culture. Such images may be used in commercials, printed on t-shirts,
and exploited in local and national election campaigns. Female politicians in southern India, for instance,
present themselves as the goddess Durga, flanked by an image of the goddess' mythological lion.
A billboard advertisement created by a well-known soft-drink company, meanwhile, features a scene
that appears to have been taken from the ancient scriptures: the god Krishna, beloved by all women,
is surrounded by a group of female cowherds as he holds a soft-drink can in his hand.

Transparent yet infallibly strong threads tie ancient Indian ideas, concepts, and images to the
contemporary Indian imagination and world of thought. Although at times these threads appear
invisible even to the Indians themselves, such age-old associations resurface in fashion, design, film, and
even in slang. Unlike other empires whose legacy vanished from everyday life following their decline
hundreds or thousands of years ago, the ancient world of Indian thought is still very much alive. In fact,
its manifestations are continuously increasing, and are now being given expression through advanced
technological means. The pantheon of Indian gods maintains a vital presence on the Internet, where
countless temples are active and virtual pilgrimages, prayer sessions, and blessings take place 24 hours
a day. The visual aesthetic that defines these virtual sites leaves no room for doubt: it too is tied by
means of the same transparent threads to the ancient temples of India, which remain full of color and
are pervaded by numerous scents and sounds.

Classical India lives on even in the context of cutting-edge contemporary art, where it is subtly
alluded to in some instances and directly addressed in others. In order to recognize its presence, however,
such artworks must be examined as if through the artists' own eyes, so that we may identify the point
of reference underlying their cultural experiences - the seeds buried deep within their consciousness
before the work developed and assumed its finished state. This essay examines a number of the works
included in the exhibition "Critical Mass," and attempts to point to the different ways in which the old

reverberates within the new.

The Goddess and the River

Ravi Agarwal The goddess Kaveri, known also as
Immersion.Emergence, 2006 the "Southern Ganga"

Look at the figure of the artist Ravi Agarwal in his work Immersion.Emergence (2006). He is nothing but
a body clad in a shroud, standing on the river bank like one of the walking dead. It is unclear whether
he is living and breathing under the white shroud, or rather attending his own cremation ceremony
and the scattering of his ashes in the flowing water. This photograph seems to portray the artist in a
state of helplessness, his hands literally tied as he faces the body of water that has been devastated
by human beings. His concern with the environment is also evident in additional artworks, and even
more so in his personal life. In another photograph by Agarwal included in this exhibition, remainders
of festive offerings to the gods appear as debris littering the river bank and the water. India, as is well
known, is plagued by severe ecological problems. The artistic preoccupation with the environment,
however, is not Indian in essence; rather, it is related to a growing global awareness of ecological
processes, as part of the discourse on the impact of globalization. India is embroiled in a deep internal
conflict concerning the possible implications of globalization, which is given expression in consumer
culture, in domestic architecture, in product design, and even in the changing structure of the family.
Over the course of time, mental and cultural attitudes, much like the country's physical borders, have
alternately condoned and condemned different products, values, and fashions. The Indian public favors
Pepsi-Cola and rejects Coca-Cola; Indian women appear on advertising billboards in jeans, yet most of
them are still required by their families to wear saris; high-rises containing millions of small, modern

apartments are constructed in the country's metropolitan centers, parallel to a major struggle to preserve
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Indian public life was permeated by Hindu nationalist rhetoric that drove the BJP, India’s right-wing
party, into power in 1998. Recent elections in 2004 and 2009, however, signaled a departure from this
fundamentalist discourse, and ended the rule of the BJP. The masses in India, it would seem, are more
concerned with the development of roads, the connection to electricity, and the availability of drinking
water than with fighting a demonized Muslim Other.

The turbulence of the past two decades has also affected the status of women in India. The
globalization of the Indian economy has opened up new education and employment opportunities
for females, and Indian cities are witnessing the increasing presence of women in the public sphere.
The growing consumer culture has created new spaces of recreation such as cafes, bars, and shopping
malls, where women assert their independence and enjoy a greater degree of freedom: they can spend
time with female friends, follow a more liberal dress-code, and explore new ways of interaction with
the opposite sex. In the political sphere, some of the most powerful Indian leaders to emerge in recent
years are women, such as Mayawati, Jayalalithaa, and Mamata Banerjee. During this period, India
also developed a strong feminist movement, represented by a host of vocal and assertive women's
organizations. At the same time, women's representation in Parliament has remained poor (less than 10%),
and violence against women continues to be an acute problem. Especially troubling is the worsening
sex ratio (108 males to 100 females in the general population, and 113 males to 100 females in the
population under 15). This troubling ratio is reflective of the preference given to boys, whose families
provide them with better health care and nutrition, as well as of the illegal yet widespread selective
abortion of female fetuses. Responding to these problems, women's groups have pushed for a series
of legislations targeting violence against women and seeking to amend their under-representation
in elected bodies. At the forefront of this struggle is the Women's Reservation Bill, which proposes to
reserve 33% of parliament seats for women, triggering a heated debate that is still ongoing.

India is often perceived as a remote and isolated region that has only recently “awakened”and burst
onto the global stage. In reality, of course, India’s ties with the rest of the world go far back. Suffice is
to mention the millennia-old spice and silk trade, as well as the subjugation of the Indian economy to
foreign interests during the two hundred years of British colonial rule. It is true, however, that over recent
decades, India has gained significant prominence within the larger world order. Especially noteworthy
are the important transnational links created by members of the Indian diaspora — that is, by the large
communities of Indian immigrants who have settled overseas. Diaspora Indians have come to play a
pivotal role as mediators in an economy shaped by foreign investment and multinational corporations.
As a result, the old resentment and criticism of what was seen as a detrimental process of “brain-drain”
have given way to admiration and recognition of these diaspora communities' great potential to advance
India’s global reach. Another aspect of India's growing prominence on the world stage is its relatively
new membership in the "exclusive" club of nuclear powers. In 1998, India put an end to its policy of
nuclear ambiguity when it performed a well-publicized nuclear test. When Pakistan soon followed suit,

the decades-long tensions between the two neighbors took a new turn, demanding the attention of
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the world community. Finally, since the end of the Cold War, India’s foreign policy has shifted towards
the US and its allies. This shift has led to the establishment of diplomatic relations with Israel in 1992,
and to ever-growing economic, military and strategic ties between the two countries. Over the past
two decades, Israel has become the second largest defense supplier to India.

At the same time, the ties between India and Israel exceed such financial and military connections.
Since the early 1990s, Israelis of all walks of life have been flocking to India, where they spend weeks,
months, and sometimes even years: young backpackers who have just completed their military
service, students during semester breaks, senior citizens on guided tours, artists and musicians in
search of inspiration and training, as well as businessmen and entrepreneurs. This is, no doubt, a
fascinating phenomenon whose complex underpinnings are beyond the scope of this essay. It should
be mentioned, however, that even this intense inter-cultural encounter has failed to correct many of
our misconceptions about India. The multilayered and dynamic reality of present-day India described
above remains opaque for many of us, who continue to see it through a romanticizing and exoticizing
prism. Tradition, religion, and spiritual quests are no doubt important aspects of India’s history and
rich legacy. Yet contemporary Indian culture is no less shaped by the political, social, and economic
transformations touched upon in this essay. Without taking all of these elements into consideration,

our understanding of India today, including its art and popular culture, remains incomplete.
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“gone urban.” Whereas village life was the focus of many films in the early decades after independence,
the new Bollywood heroes are urban and wealthy, driving shiny cars and hanging out in flashy high-
end nightclubs.

Thus, while India is the second fastest-growing economy in the world (after China), and the living
standards of many of its citizens are improving faster than ever before, many Indians do not share the
benefits of the country's newly generated wealth, and are lagging very far behind. “Growth, of course,
can be very helpful in achieving development,” write the Indian economist and Nobel laureate Amartya
Sen and the economist Jean Dreze, “but this requires active public policies to ensure that the fruits of
economic growth are widely shared.”’ Economic growth in India, as Sen and Dréze argue, is pursued
as an end in itself, with little attention to the ways in which wealth is actually distributed or harnessed
to encourage widespread development. Despite its unprecedented growth in recent decades, then,
India is still among the world’s poorest nations, with a GNI per capita of $1,340 (2010). Life expectancy
is low (66.8 years, ranked 160" in the world), the infant mortality rate is high (48 deaths per 1,000),
and the percentage of underweight children under the age of five is the highest in the world (44%).
Access to long-term education is limited, and the literacy rate is low (61%). These statistics reveal the
ever-gloomy reality of India's poor.

Nevertheless, the lower strata of Indian society do not remain voiceless. Many argue that India’s
greatest achievement is the fact that it remains the largest democracy in the world. Given its vast
territory and huge population (over one billion), it is impossible not to appreciate the accomplishment
involved in maintaining a democratic regime, especially if we consider the authoritarian path taken by
India's neighbors and by most postcolonial countries throughout Asia and Africa. In fact, developments
in India since the 1990s have deepened the hold of democracy even further, empowering the poorer
sections of society. The Congress party that led India to independence and dominated the political
scene ever since has lost its hegemony. Its decline has ushered in a new era of coalition politics, enabling
new parties to mushroom and gain considerable strength. Having realized their potential electoral
power, the rural classes now join the political game with a vengeance. In this context, caste-related
issues have come to center stage.

The caste system, perhaps the most widely known characteristic of Indian society, is probably also
the one least understood by outsiders. This system is predicated upon a set of principles that orient the
complex relationships between the many social groups making up Indian society. In contrast to popular
misconceptions, however, the caste system includes more than four groups. It is dynamic and changes
over time, as well as in different geographical and social contexts; it is, in fact, much less "systematic"
than what the term implies. Nevertheless, the notion of caste does indicate a fundamentally hierarchical

social structure, which grants status and privileges to certain groups while depriving others. The most

T Jean Dréze, and Amartya Sen, "Putting Growth in its Place: It Has to be But a Means to Development, Not
an End in Itself" Outlook India, November 14, 2011.
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infamous of its many characteristics is undoubtedly the practice of untouchability, which restricts the
lowest castes from having any direct physical contact with members of the higher ones.

For the past several decades, caste has been considered by the Indian elites a disappearing relic of
the past, which has no room in a secular and democratic India. And yet, despite India's constitutional
commitment to equality, and the legal ban on untouchability, caste discrimination and even oppression
continue to be a formative experience for millions of Indians. This reality has led new politicians of
humble backgrounds to re-introduce the subject of caste, turning it into the focus of their political
agenda and mass-mobilization strategies. A radical affirmative action program was announced in 1990,
granting considerable quotas in government employment to India's “backward classes.” The upper castes,
which had thus far held the key positions in the Indian bureaucracy, felt threatened and responded
with violent protests throughout northern India. Interestingly, the politicization of caste identities
has produced contradictory effects: on the one hand, it has deepened democratic practices, enabling
the lower strata of society to stake claims for better representation in the country's bureaucracy and
government institutions. At the same time, the turning of caste into a central topic serves to reinforce,
rather than dissolve, caste distinctions.

The other main social development during the 1990s was the resurgence of religious violence. The
colonial period witnessed growing tensions between religious communities, which culminated in the
partition of the subcontinent along religious lines. New borders separated provinces populated by a
Muslim majority from the rest of the country, thus dividing it into two new states: India and Pakistan.
Partition, probably the bloodiest event in Indian history, provoked unprecedented massacres and
the exodus of millions of refugees across the new borders. Tensions between religious communities
have continued to underlie Indian politics ever since, though for several decades they were largely
contained by the legacy of Nehru's vision of India as a secular, pluralistic country. In 1992, religious
violence erupted in the town of Ayodhya, when a crowd of right-wing Hindu nationalists demolished
the Babri Masjid — a mosque they argued was built on the ruins of a temple marking the birthplace of
the Hindu god Ram. This event sparked violent anti-Muslim riots that spread to Bombay (now Mumbai),?
resulting in nearly one thousand dead. Muslim retaliation soon followed: a well-coordinated series of
lethal bomb blasts, orchestrated by Bombay’s Muslim underworld dons, struck the city on what has

come to be known as “Black Friday,”killing over 300 people. For more than a decade after these events,

2 During the post-colonial period, and especially over the past two decades, many Indian cities were renamed:
Bombay became Mumbai (1995), Madras became Chennai (1996), and Calcutta became Kolkata (2001),
to mention but a few recent examples. The replacement of colonial place names with indigenous ones
constitutes a symbolic gesture of de-colonization and an assertion of national identity. At times, however,
this process may be fraught with internal political tensions; this was the case, for instance, with the renaming
of Bombay — whose new name, Mumbai, represents a particular regional identity. Opponents of this new
name argue that it undermines the city's cosmopolitan spirit, and its tradition of tolerance towards extra-
regional communities and other minorities that reside in it.
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that would open the country’s economy to the global market. It required India to do away with its
severe restrictions on foreign trade and investment, and to pursue an overall privatization of its
economy.

Economic deregulation brought about staggering economic growth, and led to an unprecedented
expansion of the Indian middle class. The influx of Western consumer goods, along with the spread
of new media technologies, radically transformed the aspirations, desires, and lifestyles of millions
across the country. Whereas the Nehruvian economic order was marked by an ethos of self-reliance
and austerity, grounded in Gandhian and socialist ideals, the 1990s saw the rise of a consumer-driven
society. Air-conditioned shopping malls, international food chains, luxury apartment blocks, gated
communities, and multi-corporations have sprung up across Indian cities. Washing machines, refrigerators,
television sets, and, more recently, a variety of electronic and digital appliances have become central
features of urban and small-town India. A case in point is the automobile market: up until the 1980s,
only a small number and variety of cars were seen on Indian roads. The market was dominated by the
Hindustan Ambassador car — an Indian model that had hardly changed since it was first produced in
1958. Moreover, buying a car, or even a scooter, was a complicated process, which required a long
wait of several years. Today, by contrast, Indian roads are experiencing an explosion of various new car
models, and Delhi's roads alone need to accommodate 1,000 new cars every day.

Communication and media technologies quickly followed suit. Until the 1990s, the Indian government
could not provide enough jobs to the many excellent engineers trained in the famous Indian Institutes of
Technology (IIT), which were set up by Nehru in the 1950s. Many of them immigrated to North America,
which welcomed this high-quality brainpower with open arms (by the turn of the current century, a
quarter of the high-tech companies in California’s Silicon Valley were run by Indian immigrants). In the
1980s, however, things started to change. Realizing India’s huge potential, Texas Instruments became
the first multinational company to establish a development center in the country. With the loosening
of bureaucratic reigns in 1991, General Electric also entered the Indian market, opening the door for
other international companies.

The real economic boom, however, came in the late 1990s, when India became linked to the US via
submarine fiber-optic cables, which enabled the transmission of digital data in unprecedented volume
and with ultra-high speed. Information technology flourished. Software companies mushroomed
everywhere. Call centers became the buzzword of the day. Every imaginable sort of task, from tracing
the lost baggage of European airline passengers to transcribing audio medical reports from the US,
was outsourced to India. The city of Bangalore, the booming hub of these activities, became widely
known as the Indian Silicon Valley.

Innovations in communication technologies soon trickled down. This process is perhaps best
demonstrated by the “mobile revolution” Whereas in 1991 there were only 5 million phone lines in
India (with a waiting list that ran to 2 million), today there are 34 million landlines and nearly 600 million

active wireless subscribers. There is hardly anyone in India today who does not own a mobile set or,
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at least, has access to one. With many of these devices connected to the Internet, the number of web
users in India has become the third largest in the world, after China and the US.

Unsurprisingly, the media broadcasting market did not lag behind. For nearly 50 years, a single
government broadcaster operated only a small handful of TV channels. This situation started to change
in the early 1990s when the government began releasing its grip on the market. Today, a host of
domestic and global media companies — including the News Corporation, Sony Entertainment, and Walt
Disney - offer hundreds of channels to roughly 105 million households with televisions. With programs
running the spectrum from daily sermons of religious gurus and cartoons based on mythical tales to
soap operas and reality talent shows, as well as local, national and international news programs, Indian
TV generated an estimated $6.7 billion in revenue in 2010.

These exciting developments, however, have taken place mainly in the cities, which underwent a
process of rapid expansion. As often happens in such cases of speedy urbanization, it was the rural poor
who paid, and still pay, the price. The growth of Indian cities has created a demand for land, leading
shrewd real-estate investors, aided by the state, to engage in land grabs in the rural surroundings of
cities. Taking advantage of the financial ignorance and powerlessness of the peasants in such rural

areas, investors acquire huge profits for themselves. The peasants, meanwhile, are left with no viable

Office complex near Connaught Place, Delhi Traffic jams during monsoon time near Pahar Ganj
Metro Station, Delhi

source of livelihood or dwelling, and are forced to migrate to the cities in search of shelter and work.
Their meager earnings as a cheap labor force do not enable them to afford proper housing, and many
soon find themselves living in the notorious, constantly expanding slums. The plight of the rural poor,
however, remains below the radar of most members of the urban middle class. The mainstream media
has largely lost interest in the countryside. A recent study found that rural issues get only two percent

of the total news coverage in national dailies. Even Bollywood, the famous Indian film industry, has
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as an attitude towards life. It is articulated and nuanced in Gigi Scaria's video work Elevator from the
Subcontinent (2011), in Shilpa Gupta's Untitled (Shadow 3) (2007), and in Ranbir Kaleka's Cul de Sac in
Taxila (2010) — works that all highlight the contemporary manifestations of the concept of maya. The
medium of video art, which is especially related to the world of two-dimensional representation and
illusion, demands viewers to immerse themselves in a continuous narrative structure, much in the same
way as sculptural friezes dating from the third century BCE did in the service of Buddhism. Although
ancient Indian art was not designed to represent reality, temple friezes are replete with naturalistic details
that reveal their creators' keen sense of observation, and exhibit many of the qualities that have come to
be viewed as distinctive features of Indian art. These friezes evidence an abundance of human, animal,
and plant motifs, and are characterized by a continuous narrative structure. Jitish Kallat's Sweatopia 1
(2008) and Riyas Komu'’s Blood Brothers (2010) may be seen in the context of these traditional friezes,
while the video works, as well as Rashmi Kaleka’s sound installation A Place for Hawkers (2006-2010),
may be viewed as contemporary expressions of this continuous narrative.

In the present Internet age, with offers instantaneous access and is characterized by ease of travel,
international influences are absorbed, incorporated, and assimilated with unprecedented immediacy.
Indian artists reflect local concerns through the use of global languages, while also weaving contemporary
narratives into traditional formats. The continuing relevance of figuration, narrative, and ornament is
apparent in all of the works featured in "Critical Mass." Today, however, these fundamental elements
are refracted through educational institutions, shifting systems of patronage, and identity politics.

"Critical Mass" is a testament to the unique and indispensable role of Indian tradition as a sanctuary
for artistic and cultural reinvigoration — as a vital construct that permits past and present to coexist,
while being constantly reshaped by contemporary artists. In this context, each form of artistic innovation
re-inflects the languages inherited from the past, while tradition is viewed as a catalyst for invention
rather than as a monolithic, unchanging force. Like their predecessors, contemporary Indian artists
appreciate their role as keepers of tradition, and as healers of cultural tensions and social inequities.

As this exhibition reveals, contemporary Indian art cannot be understood simply as a recent trend
evolving in an international context. Rather, it is the latest manifestation of an unbroken tradition
sustained for five thousand years. Contemporary Indian artists appreciate that the notion of tradition
is rooted in social life rather than in time alone, and that traditions are created through the selection
of certain historical events and invented pasts. They recognize Indian tradition for what it is — not
a seamless, unchanging, unified entity, but rather a continuously evolving, consciously invented

phenomenon that is regularly subject to new forms of creation and improvisation.
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India. The Jewel of the East, a faraway and exotic land of dazzling colors, intoxicating spices, and age-
old spirituality. This, in any event, is how we usually tend to think of it. For many Israelis, as for most
Westerners, India represents the quintessential Other. In our minds, it remains a place of endless enigmas,
mysteries, and magic — a land of many gods and fascinating festivals, of the majestic Himalayas and
mighty Ganges, of bustling markets and man-pulled rickshaws. We associate India with vegetarianism
and Gandhian non-violence, with breathtaking silk saris and with the legendary Taj Mahal. At the same
time, India is viewed as a backward, third-world country, unsafe and stricken by poverty and epidemics.
Above all, we imagine India to be an eternal land frozen in time, trapped in a forgotten age of ancient
history. Yet what, if any of this, is true? Is the vibrant, contemporary India anything like we imagine it to
be? Aren't we forgetting something? The flashy ultra-modern Delhi malls, the rapidly expanding, highly
lucrative hi-tech industry, the country's arsenal of nuclear weapons, the hit television show “India's Got
Talent”? Is the twenty-first-century India a land of ancient traditions, or the seat of a booming emerging
economy? Is it a synthesis of both, or something completely different? Is “India Shining,” as the Bharatiya
Janata Party’s famous election slogan in 2003 declared? And if so, is it shining for all?

For the first four decades after India received its independence in 1947, the country was largely
governed in accordance with the principles established by Jawaharlal Nehru, the country’s first prime
minister and the "founding father" of the modern Indian state. Chief among these principles were a
state-planned economy based on a socialist model; a foreign policy of non-alignment and neutrality in
the Cold War; and an emphasis on secularism, which, in India, means religious pluralism and tolerance
towards minorities. Although these principles were gradually eroded over these four decades, a radical
shift took place only in the early 1990s, a critical moment in recent Indian history. The resulting political,
social and economic changes have had far-reaching and complex effects on class, caste, religion, and
gender relations, and form the focus of the following discussion.

Perhaps the most radical transformations that took place during this period were those in the
economic sphere. The shift from a state-planned economy to a liberal, capitalist one, which began during
the 1980s, gained full momentum in 1991 following the collapse of the Soviet Union — previously an
important supporter of India's economy. The severe financial crisis that ensued led India to turn to the

International Monetary Fund (IMF) for aid. The IMF conditioned its loan on the institution of reforms
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A variety of rich treatises on art and on artistic traditions and techniques were preserved for
generations by means of oral transmission. Every artistic guild communicated and preserved both
general paradigms of artistic creation and specific stylistic secrets through the guru-shishya (teacher-
student) system, which encouraged apprenticeships and promoted workshop structures. Accordingly,
the language and terminology of rasadhvani pervaded the vernacular languages of India, ensuring its
endurance and continued relevance.

Art was the principle agency through which Indian society perceived and defined itself; as such,
it served to give visual credence to a wide range of customs, forms of social organization, and beliefs
associated with India's various religions. Successive military invasions and the consequent absorption of
new ideas effected organic processes of change in Indian society and in different religious philosophies,
and lead to a selective, meaningful, creative, and often highly original assimilation of new techniques,
materials, ideas, and forms. Although this historical reality resulted in a continuous recreation of
forms and styles, it was also marked by an affirmation of artistic continuities. Consequently, Indian art
throughout the centuries has manifested a palimpsest of changing influences, alongside unbroken
formal and stylistic characteristics traceable to the earliest phases of urban civilization. In the epigenesis

of a specifically Indian visual culture, tradition has been a constantly accessible presence.

Towards the Contemporary

Over the centuries, hybridity and the eclectic appropriation of tradition produced rich art forms reflecting
the patterns and rhythms of Indian life, and highlighting the relationship and interdependency between
purush (man) and prakriti (nature). Art persisted to be a celebration of the multiplicity of life and forms,
and its principle focus remained the cosmos in all its profusion. In a society largely dependent on
oral transmission, art provided a visual means of reinforcing the philosophies of everyday life in the
service of religion. The medium of sculpture in particular confirmed the multi-dimensional hierarchy
of interdependence characteristic of Indian society. Each body and hand movement was imbued with
meaning, creating a language of motion that imparted the sacred myths while promising the ultimate
transcendence of mundane human existence into a part of divinity. The intimate relationship between
painting and sculpture, which was nurtured over the course of many centuries, was altered under the
influence of Islamic art. This process of change, which stemmed from the introduction of a different world
view, manifested itself in an efflorescence of painting. Under the courtly patronage of the Mughals, the
best of Persian galam (literally, pen), or calligraphic art, was combined with indigenous practices. At its
height, Mughal art exhibited an urbane wit and elegance, while providing a documentary recording
of courtly pursuits. Mughal miniatures embraced linear flattening, multiple perspectives, and concise
narratives, thus heralding a phase of highly refined artistic creation.

The advent of British colonialism in 1858 was followed by a momentous change in art-education
and traditional patronage systems, resulting in shifting tastes and presenting artists with a significantly

altered worldview: in this context, the imitation of reality became paramount. Like previous cultural
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upheavals, India’s encounter with colonialism was extremely complex, and cannot be reduced to a simple
dichotomy between polar attitudes.” The nature of artistic subject matter and the understanding of
different mediums and of the relations between them was transformed, as was the status of the artist.
Art became a vehicle for recording new experiences, yet it also served to reinforce existing paradigms.
During this period, the strength of visual imagery was fully exploited in the process of forming a pan-
Indian identity, and art began to play a critical role in the political struggle for independence. At the
same time, rural and tribal art forms, with their more direct approach and immediate appeal, continued
to engage with tradition and to invigorate Indian artists.

"Critical Mass" showcases the works of a generation of contemporary Indian artists whose creative
impetus involves the exploitation and exposition of the colorful dissonances of life in twenty-first century
India. Subodh Gupta's Curry (2004), Sudarshan Shetty's Taj Mahal (2007), and Lochan Upadhyay's Power
of Cloth (2009) all involve the deconstruction of stereotypical, clichéd objects in order to illustrate the
dichotomy between the living and the inanimate, or between spirituality and consumption. Ever-present
dichotomies such as the conflicts between old and new are explored in the photographic works of
Ravi Agarwal. The sculptures by Shanthamani M., Bharti Kher, and L. N. Tallur, meanwhile, echo forms
associated with the Gupta dynasty (third-fifth centuries AD). These stylistic resonances, which recall
the "golden age of Indian civilization," stand out in contrast to the recently coined notion of "India
Shining" that is popularly bandied about in India, even though its promise of trickle-down prosperity
has yet to fulfil itself. Like Shetty’s works, moreover, these sculptures also rely on a nuanced reading of
epic myths though the prism of contemporary deconstruction. Another contemporary concern — the
preoccupation with the formulation, representation, and denigration of identity, is explored in the
works of Atul Bhalla and Sakshi Gupta.

The interpretation of works of art that originate in cultures unfamiliar to one’s own is a difficult,
although by no means insurmountable, task. Yet while cultural specificities can be explained and
worldviews can be translated, insight into different cultures is not a natural process. As theories of
deconstruction have demonstrated in recent decades, various cultural aspects are lost in translation;
nowhere is this better exemplified than in the visual arts, with their inherently different systems of
signification.

The pervasive use of symbols and signifiers in Indian art is vital to decoding a world perceived to
be one of impermanence and illusion. This view of the world is rooted in Hinduism, Buddhism, and
Jainism and in the concept of maya, which deems reality to be a function of a mind limited to the purely
physical world, in which everyday consciousness becomes entangled. This understanding of reality and

illusion still plays a central role in contemporary Indian culture and art — not as a doctrine, but rather

5 Gayatri Spivak and Homi Bhabha have both made a major contribution to rewriting the colonial encounter
and to re-examining post-colonialism. See especially Bhabha's Nation and Narration (New York: Routledge,
1990), and Spivak's A Critique of Postcolonial Reason (Cambridge, MA: Harvard University Press, 1999).
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the eye moves out from the center to the periphery as it charts a spiralling path through the image,
in accordance with the Indian concept of cyclical time. The stylistic logic of such images demanded
that movement and gesture be described within a compositional structure where everything is
foregrounded, existing simultaneously in an eternal present. In this context, time and being were not
conceived of teleologically, but rather as a system of interconnected cycles in which past and present
coexist — a conception that encourages the positive referencing of tradition. The creation of images
was not perceived of as competing with divinity, yet the concept of linear perspective and the use
of a vanishing point were deemed unimportant, since humanity was not viewed as the center of the
universe: that position was reserved for the Supreme Being. Whereas time was related to the principle
of change, space was seen as related to the principle of conservation.

As early as the third century AD, texts concerning the origin of art were compiled in order to
illustrate its divine source, as well as the interrelation of the different arts. Art forms were categorized
depending on whether they elicited visual or auditory sensations, or a combination of both. According
to Indian myth, as eloquently phrased in the Visnudharmottara Purana in the story of King Vajra, the
arts are interrelated, and knowledge of one presupposes knowledge of the others.” In this story, the
pious and devout ruler aspires to make an idol to worship, and asks the sage Markandeya to reveal the
secrets of image-making — principles closely guarded by priests and art guilds. Mindful of the king's
sentiments and position, the sage inquires whether the king understands the techniques of painting.
The king confesses that he does not, and asks to be taught painting as a pre-requisite to learning
sculpture. The sage informs the king that in order to learn the basics of sculpture, one must first learn
to dance; and that in order to learn how to dance, one is required to have rudimentary knowledge of
instrumental music, which in turn necessitates a foundation in vocal music. King Vajra thus comes to
understand how painting is related to sculpture, sculpture to dance, dance to drama, drama to poetry,
and poetry to music.

Notwithstanding this interrelationship between the arts, each art form conformed to a specific set of
canonical rules concerning its creation and appreciation, which were collectively codified in specialized
treatises compiled both for theoreticians and in order to provide practical advice for artistic production.
Significantly, these rules were not perceived as restrictions, but rather as a means of liberating the artist
and encouraging the creation of time-honored forms that reiterated, glorified, and perpetuated the
cosmic law upholding all life.

These codified texts also counselled the viewer on matters concerning aesthetic appreciation and

connoisseurship, and elaborated upon the notion of rasa (aesthetic pleasure or rapture) first described

2 The Visnudharmottara Purana is an encyclopedic text of ancient origin and is considered to be a supplement
to the Visnu Purana, which appeared in written form in the first century BCE. The Visnudharmottara Purana is
divided into three khandas or parts. Chapter | of the third khanda elucidates the concepts of image-making
and the interdependence of the arts. See Priyabala Shah, Visnudharmottara Purana, Third Khanda Il : A Study
on a Sanskrit Text of Ancient Indian Arts (Baroda, India: Oriental Institute, 1961), pp. 3-4.
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in the Natyasastra, a theoretical treatise on stagecraft and dramaturgy written by the venerable sage
Bharata, an early musicologist. This treatise, with its enumeration of the different gunas (virtues), dosas
(faults), and alamkaras (ornaments), contributed to the development of rasa and anticipated modern
theories of semiotics. Indian art is distinguished by its dependence on figuration, strong narrative content,
and exquisite ornamentation. Ornamentation, together with the elements of narrative and figuration,
were among the fundamental features of Indian art, and continue to characterize it, either individually
or in combination. The concept of rasa, which originated in the theater, was challenged, expanded, and
elaborated upon over the centuries,’ so that it also came to refer to the other arts. This expanded theory
of rasa facilitated the formulation of a semantics of emotive communication, by equating different
colors and gestures with a range of human emotions. Additional treatises demonstrated that rasa was
dependent on complex combinations of bhavas, or emotions, elicited by a work of art. In spite of the
demands made by this multifaceted model of connoisseurship, Indian aesthetic theories insisted that
the prerequisite of an informed viewer did not presuppose art to be the purview of an elite minority.
On the contrary, art was integral to everyday life, and the practice and appreciation of art was — and
still is — deeply woven into the religious warp and the secular weft of Indian life.

Rather than being constrained by formulaic interpretations and stereotypical embellishments
that might have arisen from strict adherence to the theory of rasa, art forms were expanded through
the introduction of the concept of dhvani, which privileged the notion of suggestibility and layered
meanings. Dhvani accentuated the subtle aspects of a work of art, and its ability to generate subjective
interpretations that exceed a specific style and form of ornamentation. According to the combined
theory of rasadhvani, aesthetic pleasure was independent of the imitation of an external reality.
Rather, art was successful if it led the spectator to disengage his experience of the work both from
the perception of reality and from the concept of imitation.*

A truly aesthetic object was thought to stimulate the senses, while exciting the imagination
and transporting the viewer. Successful art possessed not just abhida (literal meaning) and laksana
(metaphorical meaning), but also vyanjana (suggested meaning). According to the tenets of rasadhvani,
artistic communication, which is achieved through the act of artistic creation, is also dependent on the
intentionality of the artist. Within this aesthetic system, the responsibility for successful communication -
which is perceived to be the basic function of a work of art - is allocated both to the genius of the artist
and to the perceptive acumen of the spectator. The theory of rasadhvani encompassed the depiction,
inference, and transmission of emotions through a work of art. Although the artist played a central
role in suggesting a particular emotion, the viewer was equally important, due to his ability to perceive

this form of suggestion.

3 Most notably by Abhinavagupta (ca. 975-1025).

4 Fora more detailed account of these various theories of aesthetics, as well as a chronological analysis of the

commentaries that led up to the formulation of rasadhvani theory, see Rekha Jhaniji, Aesthetic Communication
(Delhi: Munshiram Manoharlal,1985).
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"Critical Mass" does not attempt to encompass the entire field of contemporary Indian art or to
represent the numerous trends and undercurrents that define it; nor does it attempt to present a full
picture of this complex, polarized and dynamic reality, for any such attempt is doomed to fail. At the
same time, the three essays included in this catalogue attempt to provide a sociopolitical, historical,
and aesthetic background that allows for a deeper understanding of the accelerated processes of
change that have been taking place in the subcontinent since the 1990s, and thus to provide a historical
and artistic context for the works featured in the exhibition. The essay by literary scholar and writer
Maya Tevet Dayan focuses on India's long tradition of visual imagery, and points to the ways in which
the old resonates within the new and to the affinity between Indian mythology and contemporary
popular culture, while demonstrating how certain ancient ideas have made their way into the world
and imagination of contemporary Indian intellectuals and artists. The essay by art historian Savita Apte
anchors contemporary Indian art within a historical continuum of ancient traditions, and provides a
theoretical background for major aesthetic themes in traditional Indian art — including repetition,
multiplicity, ornamentation, narrative, and a strong affinity between painting and sculpture. This
historical perspective sheds light on the works featured in the exhibition, and attests to the flexibility
of an artistic tradition that is repeatedly reshaped over time. The essay by religion scholar Udi Halperin
and by historian Rotem Geva analyzes the experience of contemporary life in India, and provides a
sociopolitical context for the works featured in this exhibition. This essay examines the tremendous
changes that have taken place in India over the past two decades, with an emphasis on economic
prosperity, globalization, and accelerated processes of urbanization, as well as on growing nationalism
and religious violence. It discusses the influence of these changes on the growing gap between India's
rich and poor, on the formation of a new middle class and the rise of consumer culture, and on the
status of women, and examines the ways in which India's traditional, class-based society is responding
to these changes.

In today's global, international, and borderless art world, it seems that there is no longer a need
to group artworks and artists on the basis of national affiliations, and to categorize them through
the use of a limiting local identity circumscribed by specific geographical boundaries. Nevertheless,
we have chosen to present this selection of works by contemporary artists living and working in the
Indian subcontinent as a fascinating embodiment of the encounter between old and new, the local
and the global. In doing so, we have sought to enable the local public to encounter, for the first time
in Israel, a comprehensive selection of works from this dynamic and unique art scene. We hope that
the joint presentation of these works in a conceptual context that is both formal and thematic will
allow for a deeper understanding of contemporary artmaking in India, and give rise to new readings
and insights.
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Contextualizing the Contemporary

Savita Apte

There exists a widely prevalent Western perspective, which views tradition as an unchanging, outmoded,
static, and backward force. In India, on the other hand, tradition is acknowledged to be an elastic,
constantly evolving and reinvigorating energy. For contemporary Indian artists operating in the space
between these two perspectives, this dichotomy forms the basis of an unusual cultural paradigm.
The artists featured in "Critical Mass" exploit this paradigm to produce works that demonstrate an
enduring consciousness of past traditions, while accentuating the experience of life in a rapidly

changing present.

Contextualizing Indian Art

Early Indian art, which dates back to the Indus Valley Civilization around 2600 BCE, was produced for
ritual use in the service of religious architecture, and functioned as a symbolic representation of divine
forces believed to be contained in sculptural and painted forms. Sculpture was the more sensuous
and vigorous of these two mediums, while painting tended to be more lyrical and emotive. The distinction
between two and three-dimensional forms was intentionally blurred in early cave paintings, which - like
subsequent temple sculptures - reveal the synaesthetic character of Indian art, as well as the syncretic
use of multilayered media. These paintings are characterized by a notable absence of recession; instead,
the figures all advance towards the eye, so that they seem to engulf the viewer. This visual equivalent
of surround sound is the result of the intentional use of little tonal gradation. Directional light is also
intentionally absent from these compositions, and the figures appear to bask in their own light. The
full effect of this art form is apprehended only when all the senses work in harmony, and the eye is
subordinated to the totality of experience.

Wall paintings and temple friezes were created for an audience unconditioned by the type of linear
reading demanded by a written text. Instead, these forms were intended to be perceived through a
process of scanning. Piecemeal scans enable viewers to take in the shifting viewpoint and multiple
perspectives of a continuous narrative." Multiple images compress linear time into a simultaneous
description of various actions, while past, present and future are all apprehended at once. Contemporary
experiments in cognitive psychology have demonstrated that scanning vision imposes its own non-

linear scheme on an existing narrative: rather than coming to rest at the center of the composition,

T See Manfredo Massironi, The Psychology of Graphic Images, translated by Nicola Bruno (Mawah, N.J.: Lawrence
Earlbaum Associates, 2002).
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Internet. Komu's sculptural works, meanwhile, forge a connection between ancient religious conflicts
and violence and contemporary instances of bloodshed, as well as between body politics and concerns
related to civic, national, and religious identity.

Finally, a preoccupation with gender-related issues in a sociopolitical context is evident in the works
of Bharti Kher, which are concerned with the status of women in Indian society and with the numerous
ways in which they are repressed in both the public and the domestic spheres. Ranbir Kaleka, meanwhile,
examines male identity and the frequent transformations it undergoes in the context of the transition
from village to city, as well as men's status in the context of different social hierarchies.

Numerous factors have come together to bring about the efflorescence of contemporary Indian
art. One of these factors is the global orientation of today's art world: international biennials, residency
programs, and collaborations have dismantled the colonialist hierarchy between East and West. At
the same time, the rise of post-colonial theories has influenced thinkers and social activists in various
fields, as well as a generation of artists whose local practices are impacted by an engagement with
critical thinking and with the international art discourse. In the absence of major contemporary art
museums in India, new and established galleries — located mostly in Delhi, Mumbai, and Bangalore -
have encouraged the creation of experimental art, the exploration of a range of media, and the use of
new technologies. These influences gradually led to the establishment of a local art market, and to the
growing prominence of contemporary Indian art in the international arena. At the same time, there are
now several active foundations that support research, as well as think tanks, non-profit organizations
such as KHOJ and SARAI, and private museums such as the Devi Art Foundation and Kiran Nadar Museum
of Art. In addition, universities and art schools have begun opening art-exhibition spaces designed to
give voice to the ideas and projects of both young and established artists.

Within the Indian art community, the argument is often made that the public attention enjoyed by
Indian art is strongly motivated by the demands of the art market, which has prospered economically
in recent years. In this context, Indian art is presented as the "next thing" following the wave of interest
in Chinese art — at the expense of a more serious, in-depth examination of the themes it addresses,
and of artists who do not star at auctions. In contrast to numerous mentions of Indian artists in finance
and gossip columns, a serious artistic discourse is only beginning to develop. To a certain degree,
this is due to a dynamic of cause and effect: the growing interest in the Indian art scene is related to
the impressive volume of sales in recent years; this economic success, in turn, has led to large-scale,
generously funded exhibitions at major international venues — exhibitions which, in turn, have further
increased the popularity and demand for art from the subcontinent, thus contributing to a rise in the
price of works by Indian artists. Indeed, this economic success may be one of the explanations for the
bold decision of a growing number of artists to create spectacular, monumental works that involve
high production costs.

The initial exposure of Indian art in the West, which began in the 1980s and grew during the 1990s,

took place largely in university art galleries and peripheral museums. In fact, only over the past decade
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has the number of comprehensive exhibitions featuring contemporary Indian art at major museums and
international biennales accumulated into a critical mass. In 2001, "Century City: Art and Culture in the
Modern Metropolis, Bombay / Mumbai 1991-2001" (curators: Geeta Kapur and Ashish Rajadhyaksha)
opened at the Tate Modern in London. This exhibition examined the impact of economic change on
urban life in Mumbai in the early 1990s. In 2007, "Horn Please: Narratives in Contemporary Indian Art"
(curators: Bernhard Fibicher and Suman Gopinath) opened at Kunstmuseum Bern, in Germany, focusing
on the narrative dimension that characterizes the works of many modern and contemporary Indian
artists. That same year, "New Narratives: Contemporary Art from India" (curators: Betty Said and Johan
Pijnappel) took place at the Chicago Art Center. A year later, in 2008, "Chalo! India: A New Era of Indian
Art" (curator: Akiko Miki), which examined artmaking in India from a broad conceptual perspective
and featured several generations of artists, opened at the Mori Art Museum in Tokyo. That same year,
Serpentine Gallery in London mounted the exhibition "Indian Highway" (curators: Julia Peyton-Jones,
Hans Ulrich Obrist, and Gunnar B. Kvaram), which featured numerous participants and has thus far
traveled to major museums in European cities. The principle underlying this comprehensive traveling
exhibition, whose last station will be in Delhi in 2012, is that curators at the different venues may each
choose additional artworks and shift the exhibition's nuances. The title of this exhibition, which relates
to the National Highways Network of India (constructed over the past decade in order to link major
urban centers to one another), serves as a metaphor for the accelerated state of flow, movement, and
change that characterizes the subcontinent. In the summer of 2011, the Centre Pompidou in Paris
organized another large exhibition, "Paris — Delhi — Bombay" (curators: Sophie Duplaix and Fabrice
Bousteau), which examined India through an ethnographic prism, from a perspective based on a
dialogue with contemporary French art.

An exhibition of Indian art in Israel holds special interest in a local context, due to the range of
affinities between the two countries. In addition to the growing interest of Israelis in India and in Indian
culture, and to the country's status as a preferred destination for spiritual seekers young and old, there
are numerous similarities in the modern history of the two countries: both are young democracies
founded, respectively, in 1947 and 1948, following a struggle against British rule; both countries gave
rise to a national revival movement based on a connection to an ancient culture; both were founded
following a partition plan that has led to an ongoing ethnic and religious conflict; in both cases, the
cultural producers continuously examine issues related to identity and conflict and to the tension
between the "local" and the "international” — a tension that seems to act as a trigger for contemporary
artistic production. The attempt to elude or question fixed definitions of identity is similarly shared by
both cultural fields. The cultural and ethnic identities that define contemporary India are as entangled
as the identities that make up Israeli culture, which crystallized in the context of a local "melting pot."
Moreover, it seems that in both countries, the conflicted and multifaceted social and political reality

serves as a significant catalyst for artistic production.
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for instance, constructed a wall featuring dozens of miniatures of the Taj Mahal; Jitish Kallat created a
monumental work composed of 108 photographs of shirt pockets worn by men commuting to work,
and filled with various belongings; Lochan Upadhyay constructed a pair of wedding chairs made of
thousands of bits of recycled cloth; Atul Bhalla documented dozens of sewage drainage openings that
he came upon in the course of a performance based on wandering through the streets of Mumbai;
Rashmi Kaleka created a sound work composed of the recorded cries of dozens of street hawkers; and
these are only several examples.

This state of multiplicity echoes the visual texture and chaotic expanses of the Indian megalopolis,
which is characterized by multitudes of people, animals, vehicles, objects, commodities, debris, and
filth. This overwhelming experience of density, ornamentation, noise, flow, and rich materiality is clearly
reflected in the themes, materials, and visual aesthetics of the works featured in this exhibition.

These works were created in a wide range of mediums including photography, painting, video,
sculpture, and installation. They tend to consciously deconstruct stereotypes and clichés related to
national, regional, gender, or class identity, and share a number of central thematic concerns: a dynamic
tension between tradition and modernity; accelerated urbanization and development processes and
their impact on the environment; a critique of consumer culture and globalization; religious tensions
and political conflicts; and gender-related issues. The preoccupation with these themes addresses, in
different ways, the sociopolitical, economic, and technological transformations that have taken place
in the subcontinent over the past two decades, and reflects cultural concerns born in the context of
a particular time and place.

The unique character of most of these artworks, however, lies in their ability to eschew, to varying
degrees, narrow geopolitical definitions, and to offer a reading shaped by the tension between the local
processes of change taking place in India, and global concerns and problems that are mediated by means
of a clearly legible artistic syntax. This duality is one of the most prominent aspects of contemporary
Indian art, which - like India itself — is characterized by numerous contradictions, contrasts, and polarities.
It may be given expression through the choice of a specific technique or formal syntax, the processing
of the surface, or various iconographic references. Indeed, the power of these works seems to lie in the
changing dialectic between these two registers, which is based on the viewer's own cultural identity,
and in the ways in which they examine the limits of language and interpretation - revealing various
gaps in cross-cultural understanding. This perspective raises a range of questions: how do Indian artists
perceive their own culture in contrast to its perception through foreign eyes? And does the foreign
gaze, which examines India through the prism of Orientalist stereotypes and clichés, forever remain
aromantic and exoticizing one?

As mentioned above, the works featured in this exhibition address a range of urgent questions,
which are related to the changes taking place in the Indian geopolitical sphere over the past two
decades. A concern with the relations between ancient traditions, progress and modernity is reflected

in the work of L. N. Tallur, who transforms traditional cultural symbols and brings together materials
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suffused with the aura of the past and ones that are given a modern, industrial and synthetic appearance.
Sakshi Gupta similarly builds on the symbolic resonances of various materials, while making use
of industrial debris in a labor-intensive manual process reminiscent of traditional weaving. Lochan
Upadhyay, meanwhile, uses bits of recycled cloth to create wedding chairs with motifs typical of the
rural tradition of Rajasthan.

The point of departure for a number of works is India's accelerated process of urbanization and
the unique texture of the country's megalopoli: Delhi, the capital; Mumbai, which is considered to
be a cosmopolitan business center; and Bangalore, the subcontinent's "IT capital,”" which is known as
India's Silicon Valley. Gigi Scaria's work involves a journey through the various geo-urban layers of the
highly dynamic Indian metropolis, as an allegory for India's hierarchical, class-based social structure.
The visual syntax of Jitish Kallat's work is inspired by the urban texture of Mumbai, and is centered on
the encounter of migrant workers with the urban sphere and on their daily struggle to survive. Subodh
Gupta also examines the themes of survival and migration — underscoring the tension between an
impoverished rural world and processes of urbanization and modernization as he transforms everyday
domestic stainless-steel dishes into a monumental display of luxury. Rashmi Kaleka, meanwhile, collects
vestiges of a disappearing urban reality embodied by the cries of numerous hawkers, transforming
this archival collection of voices in an a cappella chorus - a requiem for a disappearing profession. The
members of Ragqs Media Collective have also created a sound work concerned with Delhi's centrality
as a multi-cultural junction that allows for encounters, movement, and the transmission of information,
alongside a wall installation reminiscent of a blinking billboard - an electronic form of graffiti calling
for an act of protest or resistance.

The ecological implications of urbanization processes, which have had far-reaching effects on Indian
cities, are reflected in the works of Ravi Agarwal and Atul Bhalla. As activist artists and environmentalists,
they both examine the impact of environmental pollution on the public sphere. They document
performative acts, and use them to comment on the eco-political significance of water, on the overtaking
of private land by wealthy entrepreneurs, and on the displacement of hundreds of thousands of people
who once lived on the river banks and for whom the river was a source of livelihood.

A critique of consumer culture and globalization is central to the ironic works of Sudarshan Shetty,
which examine images mediated by the tourist industry and thus undermine Western clichés and
stereotypical attempts to define the "essence" of Indian culture. Shanthamani M.'s sculptural works
create hybrid combinations of myths from different cultures, which she "imports" into the context of
contemporary global culture. Shilpha Gupta offers a rereading of history that addresses injustices
related to exclusion and policing, to power relations, and to the social constructions that activate the
viewer/consumer in the age of globalization.

Religious tensions and political conflicts are evident in the works of T. V. Santhosh and Riyas Komu,
which respond to violent events stemming from international conflicts, as well as to conflicts within

India. Santhosh's paintings make use of images of war and violence culled from newspapers and the
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Critical Mass: Beyond Aesthetics

Tami Katz-Freiman and Rotem Ruff

Over the past decade, contemporary Indian art has experienced unprecedented growth, and has been
arousing increased attention worldwide, as well as in India itself. "Critical Mass" features 17 participants —
both established, well-known artists and several young, emerging artists; together, their works represent
a cross-section of a fascinating art scene that is largely centered in three of the subcontinent's large
cities — Mumbai, Delhi, and Bangalore. The works included in this exhibition are anchored in the
tumultuous social and political reality of late twentieth-century and early twenty-first century India,
and their multiple layers of meaning reflect different responses to the deep transformations that have
been taking place in Indian society over the past two decades.

The conception of this exhibition was motivated by a deep sense of curiosity and a desire to attain
an in-depth understanding of contemporary Indian art. The aesthetic, formal, and conceptual qualities
that guided our choices were based on two related terms — "critical mass" and "material density."
The term "critical mass," which is borrowed from the field of nuclear physics, refers to the smallest
amount of fissile material needed for a sustained nuclear chain reaction. Metaphorically speaking, it
is a turning point at which a gradual and invisible accumulation gives rise to a transformative process,
whose development is inevitable from the moment it erupts. In the context of this exhibition, "critical
mass" relates to the dynamic transformations that are sweeping across India. These transformations,
which include accelerated economic growth, technological developments, rising urban density, social
changes, and a range of related conflicts and contradictions, are clearly conveyed through the physical
and visual experiences offered by this exhibition. The second term, "material density," is similarly related
to the world of physics, and is defined as a material's mass per unit volume. This term alludes to the
exhibition's dense material texture, as well as to the human density and crowdedness typical of India's
metropolitan centers, and to the rise of a capitalist, materialist culture in these large cities.

The choice of matter as a metaphor for contemporary life in India's large cities is one choice among
many, and contemporary Indian art could doubtlessly have been examined through numerous other
prisms. In our case, this metaphor functioned as a catalyst for essential questions, which guided our
selection of works: what is the "critical mass" that defines these works as "Indian," and which has led
to the eruption of Indian art on the international scene? And how does the term "material density"
relate to the principle on which we attempted to focus? One of the salient characteristics of the
works included in this exhibition is the repetition, multiplicity and duplication of images or motifs
that are densely arrayed together. In the work of some artists, this principle constitutes an underlying

strategy, while in the case of other artists, it may be detected only in certain works. Sudarshan Shetty,
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Foreword

What do we truly know about India? In recent years, this country has been visited by numerous Israeli
travelers, who express a great degree of interest in its ancient religious and spiritual traditions and
customs. Yet much of this vast, crowded, and heterogeneous subcontinent remains a mystery. What is
contemporary India? How may one characterize the multifaceted art created there today, and what is its
affinity with Western art? To what degree does contemporary Indian art engage the rich cultural legacy
of the subcontinent and its variegated religious traditions? How does it critically address modern life,
and does it stand out in opposition to traditional world views? These questions are indeed intriguing,
and we can only hope that this exhibition will answer at least some of them.

An understanding of contemporary Indian art obviously requires a closer acquaintance with the
social, political, cultural, and economic concerns that currently preoccupy the country at large. This major
exhibition, which presents contemporary Indian art for the first time in Israel, offers a glimpse of the
multifaceted experience of life in India today, beyond the country's well-known symbols. "Critical Mass,"
which is taking place in conjunction with the events marking the twentieth anniversary of diplomatic
relations between India and Israel, reflects the growing international interest in Indian art. It includes
works by both established and young artists and presents a cross-section of contemporary Indian
art, whose unprecedented development may be seen in the context of the technological, economic,
social, and cultural changes taking place in India in recent years. Indeed, this exhibition provides the
Israeli public with a rare opportunity to discover this fascinating, heterogeneous, and ebullient art
scene. Moreover, this selection of works enables viewers to consider the cross-cultural resonances of
the artistic practices employed by contemporary Indian artists. These practices are shared by artists
worldwide, who work within the framework of a global culture increasingly characterized by shared
affinities and concerns.

The exhibition is accompanied by an impressive catalogue, which includes essays on contemporary
Indian culture and its ancient legacy, as well as on the major political and economic developments of
the past two decades. | would like to thank the exhibition curators, Tami Katz-Freiman and Rotem Ruff,
for the efforts they invested in organizing and producing this exhibition and catalogue.

Dr. Doron J. Lurie

Senior Curator, Tel Aviv Museum of Art
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