
One of India’s best known Modernists, S H Raza 
explored the concept of the bindu in his art over 
several decades. The inspiration for this motif 
originally came from his native Indian village, where 
one of his teachers, Nandlal Jharia, taught him how to 
focus on the significant and eliminate the peripheral 
by concentrating on a small black dot. However, it 
would be many years before this idea would begin to 
manifest in Raza’s oeuvre, which evolved in distinct yet 
connected phases, influenced by his journey and life in 
France before circling back to his Indian roots. 

Raza’s early work comprised mostly of landscapes 
that were strongly inspired by the forests that he was 
surrounded by while growing up in Madhya Pradesh, 
and this preoccupation with nature remained a 
constant in his practice. After his move to Bombay 
in the 1940s, where he enrolled at the Sir J J School of 
Art, the artist began to paint evocative cityscapes, and 
held solo exhibitions in Bombay in 1946 and Kashmir 
in 1948. Raza was also one of the founding members 
of the Progressive Artists’ Group, which essentially 
defined the Modernist movement in India. His work 
first began to be noticed at this time, amplified 
by collectors such as Rudy von Leyden, Walter 
Langhammer and Emmanuel Schlesinger. In 1950, 
Raza moved to Paris, where he studied at the École 
des Beaux‒Arts on a French Government Scholarship. 
His education here, as well as the exposure to Western 
artists such as Paul Cézanne, brought a greater sense of 
structure to his work. In the next phase of his practice, 
Raza moved away from the figurative towards a more 
gestural, expressionistic style.   

In the late 1970s and early 1980s, Raza – who was 
based in Paris – frequently travelled to India, and 
began to question the “Indianness” of his work. This 

period of travel and self‒reflexivity ushered in a deeper 
engagement with forms, colours and philosophies 
rooted in his home country. Both forests and cities 
found expression in his fluid, abstract brushstrokes, 
and he gradually shifted from oil painting to using 
acrylic as his medium. From the late 1970s, the 
recurring motif of the bindu started to appear in his 
paintings, introduced at first as an abstract “black sun.” 
Eventually, his works began to emphasise structure and 
geometry, and Raza claimed to have been reborn as 
an artist. The circle, which has been revered in ancient 
cultures around the world, became a focal point of 
Raza’s art, through which he explored concepts such 
as the infinite. Through the repetition of shapes, forms 
and colours, Raza believed that “you gain energy and 
intensity, as is gained through the japmala, or the 
repetition of a word or a syllable until you achieve a 
state of elevated consciousness.” (Artist quoted in 
Geeti Sen, Bindu: Space and Time in Raza’s Vision, New 
Delhi: Media Transasia India Ltd., 1997, p. 128) 

Using this new geometric vocabulary, Raza alluded to 
nature – which always remained an integral part of his 
work – as well as Indian philosophical, spiritual and 
cosmological concepts. He also returned to his native 
language, using Hindi and Sanskrit terms as titles for 
the works of this period. For Raza, the bindu, which 
appears in his work ranging from a concentrated point 
to a large black orb, came to symbolise “…the seed, 
bearing the potential of all life, in a sense. It is also a 
visible form containing all the essential requisites of 
line, tone, colour, texture and space. The black space 
is charged with latent forces aspiring for fulfillment.” 
(Sen, p. 134) At the same time, he retained the strong 
technique and plastic values that he had learned 
through his art education in France.

...it took many long years before I could realise in successive stages of 
my development the real significance of the bindu as a primordial 
symbol of energy, the still centre or the seed. The concept has pursued 
me as a lode star, guiding me in life and my work as a painter, all 
through my life.” – S H RAZA
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S H RAZA (1922 ‒ 2016)

Bindu

Signed and dated 'RAZA '92' (lower centre); signed, dated 
and inscribed 'RAZA/ 1992/ "BINDU"' (on the reverse)
1992
Acrylic on canvas 
39.25 x 39.25 in (100 x 100 cm)

$ 160,000 ‒ 180,000 
Rs 1,10,40,000 ‒ 1,24,20,000

EXHIBITED

Metamorphosis, presented by New Delhi: Aryan Art Gallery at 
Hong Kong: 10 Chancery Lane, 14 ‒ 28 January 2006

PUBLISHED

Metamorphosis, New Delhi: Aryan Art Gallery, 2006 (illustrated)

A significant portion of the present lot is rendered 
in a predominantly black palette, which held a deep 
fascination for the artist, being the colour from which 
all colours emerge. Here, the creative potential of the 
bindu is underscored by the surrounding concentric 
circles radiating outward, which are enclosed in a larger 
square. The work is also subtly structured into four 
quarters, reminiscent of the compositional techniques 
of traditional miniature painting. According to 
Ashok Vajpeyi, Raza’s use of the five primary colours, 
which surround the circle was inspired by his early 
experiences in his native village where “all the five 
elements are active in their pristine purity. Raza may 
not have grasped the full import of this archetypal 
theatre of five elements taking place around him in his 
childhood but he never quite forgot it. In his late life, 
in his art, ‘Panchatatva’ – the five elements become a 
recurring theme…” (A Life in Art: Raza, New Delhi: Art 
Alive Gallery, 2007, p. 19) There is a harmony of form 
and colour – in the artist’s words, “all my efforts are 

directed towards a coherent pictorial logic.” (Quoted 
in Sen p. 137)  

In addition to the dual and opposing concepts of 
presence and absence that the bindu represents, the 
circular forms also allude to the continuity of life and 
nature. When asked why he kept returning to India, the 
artist once said, “It is not a question of nostalgia. This 
is [a] very deliberate and conscious attempt to go to 
my own sources… to my childhood. In fact one’s life is 
formed in the first few years of one’s existence.” (Artist 
quoted in Vajpeyi, p. 18) This belief in the symmetry 
of life pervades Raza’s art. According to Yashodhara 
Dalmia, “For Raza there is an awareness of the past 
which continuously exists in the present… We see that 
his colour cycles are matched by a conceptual stream 
which continuously archives deeper ravines. This 
restless craving for a renewal of means and methods 
is the essential aspect of the works of Raza.” (“The 
Subliminal World of Raza,” Vajpeyi, p. 197)
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THE RISE OF THE BINDU

1970s

1980s

1990s

2000s

Jaipur and Jodhpur, 1976
Saffronart, 27‒28 March 2019, lot 30
Sold for Rs 13.87 crores ($2,040,000)

Horizon, 1979
Saffronart, 10‒11 March 2010, lot 44
Sold for Rs 48 lakhs ($106,950)

Maha Bindu, 1988
Saffronart, 5‒6 December 2007, lot 49
Sold for Rs 2.48 crores ($652,000)

Untitled, 1982
Saffronart, 6‒7 December 2017, lot 57
Sold for Rs 1.73 crores ($270,000)

Surya‒Namaskar, 1993
Saffronart, 10 September 2015, lot 45
Sold for Rs 4.8 crores ($738,462)

Kundalini, 1996
Saffronart, 10 September 2015, lot 46
Sold for Rs 1.2 crores ($184,615)

Prakriti, 2006
Saffronart, 9‒10 September 2009, lot 80
Sold for Rs 1 crore ($209,300)

Kundalini, 2000
Saffronart, 16 February 2017, lot 49
Sold for Rs 2.4 crores ($363,636)

Nad Bindu, 2000 (lot 85)
S H Raza
Image courtesy of the artist

58 59



28 29

Painted in 1982, the present lot was created during the height 

of V S Gaitonde’s career, and represents the precise, deliberate 

technique of this independent‒minded painter. The artist, 

who was by now creating masterful marriages of colour and 

texture using a roller on canvas, preferred to use the term 

“non‒objective” rather than “abstract” to describe his art. 

Known as one of India’s foremost modern painters, Gaitonde 

is remembered for his unwavering integrity, his creative process 

and his silent, private nature, all of which combined to produce 

a limited output that aspired to perfection. By the 1980s, the 

artist had isolated himself from everything he believed was 

superfluous to his art or identity as a painter, and he only 

allowed paintings that he considered flawless to survive beyond 

the confines of his studio, not wishing to repeat himself in 

his work.

Ever since his days as an art student at the Sir J J School of 

Art, Gaitonde sought to break away from academia and art 

movements; he believed in learning through exposure and 

introspection, and preferred to stand alone artistically rather 

than aligning with a group. Even in his earlier phases, he was 

“experimenting with painting itself. The creation of texture in 

an unconventional way, the use of thick lugubrious pigment, 

the evocation of light and, finally, the subtle balancing of the 

image on canvas as if it were undulating on water and gradually 

surfacing in the light...” (Dnyaneshwar Nadkarni, Gaitonde, Lalit 

Kala Akademi, New Delhi, 1983) As a student, his early influences 

included murals, stylised small‒format Jain paintings, Pahari 

and Basohli miniatures, European artists such as Paul Klee and 

Georges Rouault, and other art forms, including theatre, poetry 

and music. All of these led to Gaitonde mastering figuration, 

composition, and eventually “a relationship between linear 

structure and colour in a deceptively simple manner. It is an 

emotionally perceived relationship in which colours ‘speak’ 

without an obtrusive emphasis on their physical properties 

as paint.” (Foy Nissen, quoted in Nadkarni, Gaitonde) This 

technique of using the exact strength of colours such that 

they appeared subtle would remain with the artist throughout 

his career.

By the late 1950s, Gaitonde had moved beyond figurative 

art, employing instead the expressiveness of line and colour 

harmonies seen in the works of artists such as Paul Klee. He 

also began to favour oil as a medium, using it exclusively after 

1959, with a roller and palette knife to layer and add texture to 

his compositions. In the 1960s, calligraphic, hieroglyphic forms 

began to punctuate the largely monochromatic canvases, likely 

inspired by Gaitonde’s exposure to art and philosophy from 

the Far East – this would also remain a central aspect of his 

future works, as evidenced in the present lot. 

“In the large, flat areas of colour (which may be called a thematic 

statement) one finds floating recurring forms which the artist 

has conceived spontaneously while organising his colours. As 

they run through the canvas, these forms are knit together 

by a very strong logic which works two ways: confirming 

an internal relationship endowed with a spinal quality and 

managing a confrontation with the area of pure paint. It is 

worth emphasising that Gaitonde is gradually eschewing the 

accidental element in his work. The play of colour is always in 

control, with the vertebral forms serving as a disciplining factor. 

There is an evocative power in these paintings which operates 

on more than one level: there is a sense of atmosphere, there is 

an approximation of music and, what is most important, there 

is a throbbing mystery about the very process of viewing and 

responding as if one is sucked into some still centre of hitherto 

unknown experience.” (Nadkarni, Gaitonde)

For the inward‒looking painter, the logical continuity and 

development of his oeuvre was vital. These motifs, which 

began to manifest even before his interest in Zen Buddhism, 

performed a stylistic function by dramatising the play of light 

and colour, and served as a bridge to the world of abstraction. 

The artist stated that “the study of ‘Zen’ has helped me to 

understand nature, and my paintings are nothing else but the 

reflection of nature. I want to say things in few words. I aim at 

directness and simplicity.” (Artist quoted in Sandhini Poddar, V 

S Gaitonde: Painting as Process, Painting as Life, New York: The 

Solomon R Guggenheim Museum, 2014, p. 28) Each painting 

“I work as an individual. I do not have a scientific point of view; it is mostly 

my total experience of life [and] nature that comes through me, that is 

manifested on canvas. For me every painting I do is a miracle… So I cannot 

really form a philosophy. It is my sincere belief in life, truth, God, whatever it 

is that prompts me to paint.”  V S GAITONDE

V S Gaitonde at Narendra Dengle's residence, circa 1981

Image courtesy of Narendra Dengle. Reproduced from Meera Menezes, Vasudeo Santu Gaitonde: Sonata of Solitude, Mumbai: Bodhana Arts and Research Foundation, 2016, p. 177
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emerged out of a process of deep and lengthy contemplation 

and conceptualisation, with a period of waiting between one 

painting and the next. 

One of the primary natural elements to appear in Gaitonde’s 

work is that of water, reminiscent of the ocean he missed when 

he moved to New Delhi in the 1970s. In works such as the 

present lot, “The canvas looks like an ocean; to carry the simile 

further, it is as if we are looking down on the mildly lapping 

waters of the sea near a pier and, in the half light, gazing at 

things surfacing or floating in the water. The motifs in these 

canvases literally surface in pool of paint, and they convey a 

variety of associations… Many of Gaitonde’s canvases possess 

that mystery, that tension between a translucent surface – red, 

blue or brown – and the motifs which lurk on the same canvas 

but from a distance.” (Nadkarni, Gaitonde)

Gaitonde’s quiet search for form and harmony in colour was 

at its core a philosophical exercise, driven not only by ideas of 

Zen, with its focus on experience and self‒discovery, but also 

Indian philosophers he was exposed to, such as Sri Ramana 

Maharshi and Jiddu Krishnamurti. Gaitonde once expressed 

his beliefs of being and presence, from which the process of 

painting originates, as rooted in silence, echoing the teachings 

of Maharshi: “The painter starts by absorbing these silences. 

You are not partial in the sense that no one part of you is 

working there. Your entire being is. Your entire being is working 

together with the brush, the painting knife, the canvas to 

absorb that silence and create.” (Artist quoted in Poddar, p. 39)

Gaitonde’s works from the 1980s took this silence to a new 

level of sophistication. Having mastered the blending of 

colour, light and texture through the meticulous layering and 

removal of pigment on his surfaces, the artist was able to create 

paintings with depth and intrigue. The artist’s preoccupation 

with harmony was perhaps best summed up by critic Richard 

Bartholomew as,  “Nature as the phenomenal environment 

– the mountains, the sea, mist, cloud, sunshine and the 

perspectives of the landscape, when recalled as experience, gets 

reflected in forms of feeling… In Gaitonde’s work… the theme 

of the sea, the surf, the play of light, and the sea’s mystique itself 

are orchestrated as music within the mind and expressed as a 

score or an organic fabric, a fine lace‒work of melodic motifs.” 

(Quoted in Poddar, p. 31)

Untitled, 1973

Saffronart, Mumbai, 26 March 2019, lot 37

Sold for Rs 25.2 crores ($3.7 million)

Untitled, 1963

Saffronart, New Delhi, 21 September 2017, lot 13

Sold for Rs 19.99 crores ($3.17 million)

Vasudeo Gaitonde

Image courtesy of Kishori Das

Reproduced from Meera Menezes, Vasudeo Santu 

Gaitonde: Sonata of Solitude, Mumbai: Bodhana Arts 

and Research Foundation, 2016, pp. 231‒232
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V S GAITONDE (1924 ‒ 2001)

Untitled

Signed in Devnagari, dated twice and 

signed ‘V.S. GAITONDE/ 82’ (on the reverse)

1982

Oil on canvas 

60 x 40 in (152.4 x 101.6 cm)

Rs 20,00,00,000 ‒ 30,00,00,000

$ 2,898,555 ‒ 4,347,830

PROVENANCE 

Pundole Art Gallery, Mumbai

Collection of Procter & Gamble, Mumbai

Collection of Glenbarra Art Museum, Japan

Pundole's, Mumbai, 9 April 2015, lot 233

EXHIBITED

Thirty Indian Artists from the Collection of Richardson Hindustan, 

Bombay: Jehangir Art Gallery, 16 ‒ 22 December 1985

PUBLISHED

Nissim Ezekiel, Thirty Indian Artists from the Collection of Richardson 

Hindustan, Bombay: Jehangir Art Gallery, 1985 (illustrated)

The present lot published in Nissim Ezekiel, Thirty Indian Artists from the Collection of Richardson Hindustan, Bombay: 

Jehangir Art Gallery, 1985

Reverse of the painting

This work will be published on the cover of Vasudeo 

Santu Gaitonde: Sonata of Light, a forthcoming limited 

edition publication of two volumes, co‒authored by 

Roshan Shahani, Narendra Dengle, Amrit Gangar and Jesal 

Thacker, and published by Bodhana Arts and Research 

Foundation, Mumbai.



Beijing‒based Chen Ke is a Chinese contemporary artist best known for her unique style inspired strongly by the 

Chinese comics, fables and European fairy tales of her childhood. She has experimented with a variety of media 

including painting, sculpture and fashion design, even using unlikely surfaces such as furniture, fabric and marble for 

her works. Born in 1978 in Tongjiang, she belongs to what is sometimes referred to as the Post 70s Ego Generation 

in Chinese art – artists who explore the self and individual in their practice, impacted directly by China’s One Child 

Policy and growing up as only children. In an interview with British art critic Karen Smith, Chen Ke said, “When I was 

small I was always by myself, entertaining myself. Later on, I found I was used to being alone. This has influenced an 

entire generation of Chinese people.” (Quoted in “Karen Smith Interviews Chen Ke,” artintern.net, 2008, online)

Primarily autobiographical, Chen Ke’s works depict the inner life of her characters and the human condition. Her 

cartoon‒like, innocent faux naïf works, which often featured a young girl experiencing the challenges of growing 

up, have recently given way to a more mature, softer style where difficult emotions including sorrow, loneliness, 

frustration, and pain are expressed through vast, dreamlike landscapes. Many of these works created in 2009‒10, 

including the present lot, are in the circular format reminiscent of timeless classical paintings, and the round canvas 

also suggests “a peep hole by which the viewer can look into and see the world of one’s mind.” (Artist quoted in Carol 

Yinghua Lu, “Untitled – On Chen Ke’s Practice,” Christoph Noe and Cordelia Noe eds., Chen Ke, Heidelberg: Kehrer 

Verlag, 2016, p. 23, online) 

In these works, likely created for the 2010 exhibition Hard‒Boiled Wonderland and The End of the World – titled 

after the novel by Japanese author Haruki Murakami – Chen Ke synthesises the medium with the subject matter 

by manipulating the surface of the painting. The resulting textural effect resembles foam‒like pores and crevasses, 

signifying the passage of time. “This new technique is inspired by viewing once colorful and now faded murals where 

images are no longer clear. Traces of time become markers that reinforces its appeal.” (Noe and Noe eds., p. 24)  

In a 2009 essay, curator and critic Li Xu writes, “The indirect influence of the exquisite beauty of Chinese Song 

Dynasty paintings, early Italian Renaissance religious paintings and the 17th century Dutch still life tradition can all 

be seen to different degrees in her recent work.” (“The Starting Point of Dreams,” Noe and Noe eds., p. 19, online) 

This awareness of traditional art and art history informs Chen Ke’s soul‒searching spiritual journey in creating works 

that are unquestionably her own. The present lot depicts a lighthouse on a rocky, snow‒covered shore facing an 

expansive calm sea, perhaps symbolising the need to find peace within isolation and alienation. 

“When the present generation looks at tradition, it realises that it is 

very precious, very quiet, very comfortable.”  CHEN KE
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CHEN KE
(b. 1978)

Vast Bay and Boundless Sea

Inscribed in Chinese (lower right); inscribed and signed in Chinese 

and inscribed, signed and dated ‘Vast Bay and Boundless Sea/ 

Chenke/ 2009’ (on the reverse)

2009

Oil on canvas mounted on board 

58.75 x 58.75 in (149 x 149 cm)

Rs 10,00,000 ‒ 15,00,000

$ 14,290 ‒ 21,430

PUBLISHED 

Christoph Noe and Cordelia Noe eds., Chen Ke, Heidelberg: Kehrer Verlag 

(Online Edition), 2016, p. 6, 153 (illustrated)
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“[An] artist with no paint, no money to buy paint, paints without 

paint. That’s how strong the creative process is, making something 

out of nothing.”  F  N SOUZA

The following four lots were created using a technique that 

Souza developed in the late 1960s, shortly after his move to 

New York, wherein he utilised chemical solutions to blur the 

print on magazine paper, using the resulting mottled surface 

as his canvas and the extracted colour in lieu of paint. The 

scientifically‒inclined artist had already experimented with 

the altered image as early as the 1950s, rubbing out the ink in 

newspapers and altering print media using chemical solvents.

These innovative paintings or “alterations” contained an element 

of unpredictability in how the chemical would react with the 

surface to create lines, textures and forms, and the layers of the 

new and existing images allowed for more diverse narratives 

and interpretations. Still defined by Souza’s characteristic bold 

line, these works distort the image and background to create 

subversive content. 

It is likely that Souza was influenced by the graffiti and street 

art subcultures prevalent in New York in the late 1960s, as 

well as artists such as Jean‒Michel Basquiat, Keith Haring and 

Andy Warhol. According to art critic K B Goel, “defaced and 

chemically altered, [these works] achieve a new emotional and 

personal content... Their closeness to print culture demands 

that they are read as a self‒apparent play of graffiti space. They 

also speak of how... we ourselves enjoy looking through them 

to admire the compositional sense of how the game is played. 

It is the same old game Souza is adept at, one which allows him 

to break (down) our inhibitions and undo our muscle‒bound 

understanding.” (The Times of India, 1990, online)

14 15



The present lot is reminiscent of a series of ink drawings created 

by Souza in the same year, titled Six Gentlemen of Our Times, 

where the morphed faces of his later works – symbolising 

human degradation – had already begun to manifest. According 

to Geeta Kapur, this series depicted “a combined portrait of 

Dr Jekyll and Mr Hyde, sly, evil, and at the same time terrified.” 

(Contemporary Indian Artists, New Delhi: Vikas Publications, 

1978, p. 27) Using cross‒hatched lines rather than shading, Souza 

“achieves an extraordinary mobile visage with flickering nerves, 

gnashing teeth, and flashing eyes.” (Yashodhara Dalmia, “A 

Passion for the Human Figure,” The Making of Modern Indian Art: 

The Progressives, New Delhi: Oxford University Press, 2001, p. 83) 

In these portraits, Souza seems to satirise the superficial genteel 

demeanour of the upper classes, attired in formal business suits, 

which mask their corruption and complicity in suppressing 

the working classes. According to Dalmia, “A growing skill 

in expressing the grotesque allowed Souza to dwell on the 

cunning manipulation by the rich, thereby extending his liturgy 

of the decadent.” (p. 82) Elsewhere, Dalmia elaborated that “it 

was a damning denouement of an affluent society that had a 

cankerous serpent at its core. For Souza’s piercing vision had 

seen the embittered, hardened man who had emerged from this 

society and had represented him bared of all disguises. These 

were works without redemption.” (Yashodhara Dalmia, Souza in 

London, New Delhi: British Council, New Delhi, 2004, p. 10) 

This was a defining period for Souza, whose work had finally 

gained recognition in London’s art circles following the 

publication of his autobiographical essay “Nirvana of a Maggot,” 

a nd his subsequent solo show at Victor Musgrave’s Gallery One 

in February 1955. 8

F N SOUZA 
(1924 ‒ 2002)

Untitled

Signed and dated ‘Souza 1955’ (upper left)

1955

Ink on paper pasted on mountboard 

7.75 x 10 in (19.9 x 25.2 cm)

Rs 8,00,000 ‒ 12,00,000

$ 11,430 ‒ 17,145

PROVENANCE 

Acquired directly from the artist 

Christie’s, New York, 15 September 2010, lot 374

Louis Armstrong, 1956

Saffronart, 18‒19 June 2008, lot 53

Sold for Rs 28.8 lakhs ($71,875)

Untitled (Priest), 1954

Saffronart, 10 December 2015, lot 6

Sold for Rs 14.4 lakhs ($21,818)
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ARPITA SINGH (b. 1937)

Jars

Signed and dated 'ARPITA SINGH/ 1997' (lower right)

1997

Oil on canvas 

49.75 x 47.5 in (126.3 x 120.5 cm)

$ 125,000 ‒ 166,670

Rs 90,00,000 ‒ 1,20,00,000

PROVENANCE 

Christie's, London, 5 October 1999, lot 135

EXHIBITED

Indian Contempory Art ‒ Post Independence, organised 

by Vadehra Art Gallery at New Delhi: National Gallery of 

Modern Art (NGMA), July ‒ August 1997 

PUBLISHED

Deepak Ananth, Arpita Singh, Penguin Studio in association 

with New Delhi: Vadehra Art Gallery, 2015, p. 145 (illustrated)

Known for her vibrant palette and recurring motifs, primarily of everyday domestic objects, Arpita 

Singh packs many incongruous ideas and emotions into her layered works, which draw from a wide 

range of allusions and influences. After graduating from the Delhi College of Art, Singh worked as a 

consultant with The Weavers Service Centre, and her paintings often reflect the textured nature of 

a weave or patchwork. Singh “recycles her modernist expertise for painting in oil and grafts onto it 

as varied sources as naturalism, picture book illustration and the textile crafts – w eaving, stitching 

and embroidery,” lending a sense of pattern and repetition to the “elaborately coded world” of her 

painting. (Nilima Sheikh, Arpita Singh: Paintings 1992‒1994, New Delhi: Vadehra Art Gallery, 1994)

In the present lot, the central figure is surrounded by an assortment of embedded motifs as well 

as floating numerals, referring to the dates on a calendar or numbers on a watch, alluding to the 

passage of time. “Of late, Arpita often paints the ageing woman – as icon, as protagonist, sometimes 

naked – baring the postmenopausal sexuality of her body, as cavernous as it is vulnerable.” (Nilima 

Sheikh, “Of target‒flowers, spinal cords, and (un)veilings,” Arpita Singh: Memory Jars, New York: Bose 

Pacia Modern, 2003) While the title of the work, Jars, suggests containment and preservation, it is 

juxtaposed with the free and “ceaseless march of calendar dates… Humans may struggle to control 

time, tracking it incessantly with numbers, but it pushes ahead ceaselessly as the natural world 

progresses irrespective of the human. As a compositional device, Singh often lavishes great attention 

on the outer edges of her canvases, creating wide margins that contain ancillary elements… The 

images on the edges of Singh’s pictures may function as footnotes or addendums to the main 

image, in these margins a fleeting thought or a whispered secret can be easily accommodated.” 

(Peter Nagy, “The Simplest of Means of Arpita Singh,” Arpita Singh: Memory Jars, New York: Bose 

Pacia Modern, 2003)
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M F HUSAIN (1913 ‒ 2011)

Untitled (Gaja Gamini)

Signed and dated 'Husain/ '96' (lower centre)

1996

Acrylic on canvas 

40 x 30 in (101.5 x 76.1 cm)

$ 100,000 ‒ 150,000

Rs 72,00,000 ‒ 1,08,00,000

PROVENANCE

Acquired directly from the artist, circa 1996

Private Collection, Switzerland

Striking the graceful tribhanga pose seen in classical art, 

despite the baby on her hip and the gathri balanced on her 

head, the woman depicted in the present lot represents 

the ideal, maternal Indian woman – a theme Husain 

frequently painted. The details of her form, the flowers in 

her hair, the mudras formed by her hands, as well as the 

ghungru on her foot are reminiscent of classical Indian 

art and dance, as well as ancient sculptures. “One reason 

why I went back to the Gupta period of sculpture was to 

study the human form – when the British ruled we were 

taught to draw a figure with the proportions from Greek 

and Roman sculpture... In the East, the human form is 

an entirely different structure... The way a woman walks 

in the village there are three breaks, from the feet, the 

hips and shoulder... they move in rhythm.” (Artist quoted 

in Yashodhara Dalmia, “A Metaphor for Modernity,” The 

Making of Modern Indian Art: The Progressives,  New 

Delhi: Oxford University Press, 2001, p. 102)

Although the elements of the present lot portray a 

picture of domesticated rural life, the title hints at 

Husain’s involvement in the world of cinema. In his early 

days as a painter, he used to paint large movie billboards, 

and he made several films throughout his career. Two 

years after painting this work, Husain began filming Gaja 

Gamini, a film about the facets of womanhood, starring 

Bollywood actress Madhuri Dixit. In the film, which is 

“in many ways an extension of his painted canvas,” Dixit 

played the role of various idealised women throughout 

history, expressing Husain’s belief that women are 

capable of taking on multiple roles during their lifetimes. 

(Dalmia, p. 126)

Postcard of Husain's drawings for his film Gaja Gamini with an image similar 

to the present lot

StoryLTD, 14‒15 May 2014, lot 58
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NICHOLAS ROERICH (1874 ‒ 1947)

Sketch to Tristan and Isolde

Inscribed and dated 'Sketch to Tristan and 

Isolde 1922 NY' (on the reverse)

1922

Pencil on paper 

5.25 x 7.75 in (13.6 x 19.6 cm)

$ 11,430 ‒ 14,290

Rs 8,00,000 ‒ 10,00,000

NON‒EXPORTABLE 

NATIONAL ART TREASURE

PROVENANCE

Acquired directly from the artist

Collection of Louis and Nettie Horch, New York 

Bonhams, London, 30 November 2011, lot 66

EXHIBITED

New York: Nicholas Roerich Museum 

(permanent collection) until 1935

PUBLISHED

Roerich Museum Catalogue, New York: Nicholas 

Roerich Museum, 1930, p. 21 (illustrated)

“...the music of Wagner is also true, and rings remarkably in the 

mountains.”  NICHOLAS ROERICH

Nicholas Roerich’s early career in theatre design stemmed 

from his exposure to concerts and operas at St. Petersburg’s 

Court Conservatory in the 1890s, featuring some of the most 

prominent composers of that time. Roerich was especially 

partial to the German composer Richard Wagner, and created 

the set design for many of his operas including The Valkyrie 

(1907) and Tristan and Isolde (1912 and 1922). The artist’s 

intimate understanding of Wagner’s music enabled him to 

create dynamic scenes, as can be seen in the details of the 

present lot – a sketch for the decor of Tristan and Isolde for 

the Chicago Opera Company, created in 1922 in New York 

during Roerich’s travels in North America. Roerich’s passion 

for music extended to his painting, and he applied the 

relationship between music and colour harmonies to his set 

designs. According to Nina Selivanova, “The original force of 

Roerich’s work consists in a masterly and marked symmetry 

and a definite rhythm, like the melody of an epic song.” 

(Quoted on roerich.org, online) During his time in New York, 

Roerich also founded the Master Institute of United Arts in 

1921, with talented instructors teaching a diverse curriculum 

including musical theory and composition, theatre design, 

and various visual and performing arts.

Cover and list of plates in the Roerich Museum catalogue, sixth edition, New York: 

Roerich Museum, 1930

A chart of performances of Wagner's Tristan and Isolde by Chicago opera companies 

from 1911‒1946, including the 1922 performance for which Roerich likely created 

the present lot. Reproduced from bruceduffie.com. 

Nicholas Roerich, Naggar, India, 1932–33

Image courtesy of Nicholas Roerich Museum, New York
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ATUL DODIYA
(b. 1959)

Cracks in Mondrian ‒ Hyderabad

Inscribed, dated and signed ‘ATUL DODIYA/ “CRACKS IN MONDRIAN ‒ HYDERABAD”/ 2004‒2005/ ATUL’ and 

bearing Christie’s lable (on the reverse)

2004‒2005

Acrylic with marble dust on canvas, hinged on drainage PVC pipe

78 x 77.75 in (198 x 197.8 cm); pipe size variable

Rs 55,00,000 ‒ 65,00,000

$ 78,575 ‒ 92,860

PROVENANCE 

Christie’s, New York, 23 March 2010, lot 37

EXHIBITED

Cracks in Mondrian, New York: Bose Pacia, 3 March ‒ 16 April 2005

PUBLISHED

Cracks in Mondrian, New York: Bose Pacia, 2005 (illustrated)

Atul Dodiya’s deep engagement with artists he admires, such as Raja Ravi Varma, Paul Cézanne, Pablo Picasso, René 

Magritte, Paul Klee, and Bhupen Khakhar – and here, 20th century Dutch painter Piet Mondrian – often manifests in his 

works, which engage in a dialogue with their predecessors while inhabiting new contexts. The present lot is part of a 

series of nine works created by Dodiya in 2004‒2005 for the exhibition Cracks in Mondrian, showcased at Bose Pacia in 

New York in March ‒ April 2005. 

This series was inspired by two events that affected the artist in 2001 – first, a devastating earthquake in his native Gujarat 

on 26 January, which caused widespread destruction of life and property. Shortly after this tragedy, the artist visited the 

Tate Modern in London, where he saw the works of Mondrian on display, with their distinctive grids and cracks. Noting 

the resemblance between Mondrian’s surfaces and the new cracks in the Gujarati landscape, he set out to create this 

series. 

Cracks in Mondrian comprises acrylic and marble dust paintings on large‒format canvases, attached to vertical PVC pipes 

painted white. Each work features bright stains and blotches shaped like maps of Indian states with histories of suffering, 

illustrated in the 18th century by the French diplomat and cartographer Jean‒Baptiste Gentil. The maps are overlaid with 

grids of perpendicular black Mondrian‒esque lines that cut across the canvas, and the works are also inscribed with 

Gentil’s transliterated names of the depicted place, such as “Chadjeanabad” (New D elhi), “Bear” (Bihar), “Gouserate” 

(Gujarat), and in the present lot, “Aiderabad” for Hyderabad. 

According to artist Achia Anzi, “The reference to Gentil’s maps is not accidental. Gentil’s ethnographic maps along with 

their folklorist illustrations are part of the Western effort to represent and thus gain mastery over the territory of the 

other. By abstracting these maps and transforming them into colour planes devoid of lines, demarcations, figures and 

textual references, Dodiya neutralises the oppressive apparatus of representation.” The grille‒like grids, however, “block 

access to the map and its historical territory. Mondrian’s cold and calculated compositions are blind to the agitated 

history of Dodiya’s post‒colonized province.” (“Abstraction De‒Constructed through the Lens of Post‒Colonialism,” Asia 

Contemporary Art Week, acaw.info, online) This series demonstrates Dodiya’s masterful use of layers and subtexts to 

question and explore contemporary narratives.
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The present lot was first exhibited in 2007 as part of Atul Dodiya’s 

exhibition Shri Khakhar Prasanna, in memory of his friend and 

contemporary Bhupen Khakhar. Held at Gallery Chemould in 

Mumbai, the exhibition featured busts and portraits of Khakhar, 

as well as works representative of the people and experiences 

influential to Khakhar’s life and practice, such as Niko Pirosmani, 

a Georgian painter, pictured in the present lot. Pirosmani was 

known for creating works about everyday life and professions 

as well as the social milieu of his time, in the same way that 

Khakhar would do later. Although he struggled financially 

during his lifetime, Pirosmani gained international recognition as 

an artist posthumously. 

In this large photorealistic portrait of Pirosmani, Dodiya combines 

painting with sculptural elements. Created using enamel paint 

on a laminated board, it is overlaid with two items of clothing 

on iron hangers. The cotton kurta and pyjamas, placed on either 

side of the portrait, are partially dyed as a tribute to Khakhar’s 

practice of dyeing his clothes black so that he could reuse them 

as aprons when he painted. 

Dodiya considered Khakhar an important influence and mentor, 

and has recurrently featured and referenced Khakhar in his work. 

“From him I understood how to use elements and details from 

daily life that were conventionally never used in painting… I 

also admired Khakhar’s boldness and his humour. I learnt that 

painting did not always have to be serious – it could also be 

witty and irreverent.” (Dodiya quoted in Chandrahas Choudhury, 

“Mosaic of Gambles,” Tehelka, 10 February 2007, online) Dodiya’s 

works are often semi‒autobiographical and intertextual, and his 

later works employ mixed media, personal and found objects, all 

of which can be seen in the present lot.

PROPERTY FROM AN IMPORTANT COLLECTION, UK
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ATUL DODIYA (b. 1959) 

Portrait of Niko Pirosmani (1862‒1918)

Inscribed 'NIKO PIROSMANI/ (1862 ‒ 1918)' (lower 

centre); signed, dated twice and inscribed 'ATUL 

DODIYA/ ‒'Portrait of Niko Pirosmani'/ ‒2005/ ‒

Atul./ 05' (on the reverse)

2005

Enamel paint on laminate board, cotton kurta and 

cotton pyjamas on iron hangers 

72 x 48 in (183 x 122 cm)

$ 20,000 ‒ 25,000

Rs 14,00,000 ‒ 17,50,000

EXHIBITED:

Atul Dodiya: Shri Khakhar Prasanna, Mumbai: Gallery 

Chemould, 2 February ‒ 3 March 2007

The Empire Strikes Back: Indian Art Today, London: 

Saatchi Gallery, 29 January ‒ 8 May 2010

La Route de la Soie, Lille: Tri Postal, 20 October 2010 ‒ 16 

January 2011

PUBLISHED:

Shireen Gandhy, Ranjit Hoskote et al, Atul Dodiya: Shri 

Khakhar Prasanna, Mumbai: Gallery Chemould, 2007, p. 

61 (installation view), p. 89 (illustrated)    

Zehra Jumabhoy, The Empire Strikes Back: Indian Art 

Today, London: Jonathan Cape, 2009, p. 28 (illustrated)

La Route de La soie, Lille: Tri Postal (TBC), 2010, 

p. 38‒39 (illustrated)

Norman Rosenthal, Richard Cork et al, History of the 

Saatchi Gallery, London: Booth‒Clibborn Editions, 2011, 

p. 799 (illustrated)

Artists Atul Dodiya and Bhupen Khakhar on the sets of Mojila Manilal, 1989 The present lot exhibited in Shri Khakhar Prasanna at Gallery Chemould, 

3 February ‒ 3 March 2007 

Reproduced from Shireen Gandhy, Ranjit Hoskote et al, Atul Dodiya: Shri Khakhar Prasanna, Mumbai: Gallery Chemould, 2007, pp. 19, 61
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Created in 2006, the Fallen Leaves 

series includes eight installations, 

each comprising ‘leaf paintings’ 

– framed oil paintings on dried 

peepal or fig leaves – along with 

a walking cane and a geometric 

panel, arranged in a sequential 

line. In this series, Atul Dodiya 

revisits historical figures who 

shaped the course of the 20th 

century, interspersing their 

portraits with detailed paintings 

of flora and fauna. In the 1990s, 

Dodiya began imbuing his 

paintings and assemblages 

with allegorical meanings and 

observations. The title, Fallen 

Leaves ‒ A Stroll, is reminiscent 

of a walk during autumn, which 

symbolises a journey through the 

past and calm, natural endings 

that wither and give way to new 

seasons or a new world order. 
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ATUL DODIYA (b. 1959) 

Fallen Leaves ‒ A Stroll

2006

Oil on dried leaf, powder coated mild steel and auto 

body solder and red oxide

Variable dimensions

$ 20,000 ‒ 30,000

Rs 14,00,000 ‒ 21,00,000

This work comprises of six parts with five measuring 7.75 x 

5.5 in (20 x 14 cm) approximately and the cane measures 48 x 

16.25 in (122.5 x 41.7 cm)

Third from a limited edition of eight sets

PROVENANCE

Arario Gallery, Beijing

Private Collection, New York

EXHIBITED

Hungry God: Indian Contemporary Art, Beijing: Arario Gallery, 

3 September ‒ 15 October 2006; Busan: Busan Museum of 

Modern Art,12 January ‒ 22 February, 2007; Ontario: Art 

Gallery of Ontario, 23 June ‒ 7 October 2007

PUBLISHED:

June Y Gwak, Chaitanya Sambrini et al., eds., Hungry God: 

Indian Contemporary Art, Beijing: Arario Gallery, 2006, pp. 74 

‒75 (illustrated)

Fallen Leaves ‒ A Stroll #2, 2006

Saffronart, 25‒26 March 2013, lot 20

Sold for Rs 13.7 lakhs ($26,400)
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NALINI MALANI (b. 1946) 

Untitled (from Seeds of Change)

Signed and dated ‘l. malani ‘09’ (multiple locations)

2009

Acrylic, ink and enamel reverse painting on acrylic sheet 

Diameter: 9.75 in (25 cm) each

$ 35,715 ‒ 50,000

Rs 25,00,000 ‒ 35,00,000

(Set of twelve)

EXHIBITED

Nalini Malani: Living in Alicetime, Mumbai: Sakshi Gallery, 22 

March ‒ 2 April 2006

Collection of Works, Mumbai: Sakshi Gallery, 2 ‒ 6 December 2009

“If more attention were paid to the female thought process, perhaps 

we might reach something called progress.”  NALINI MALANI

Nalini Malani frequently uses mythological, literary and historical iconography across cultures as narrative elements in 

her work. On the use of myths, she has said, “There’s a universal truth to them. They’ve come down through generations, 

and there’s no one author. They’re like seeds – you plant one and so much comes out. I’m fascinated by the melding 

of cultures, and subsequently myths.” (Artist quoted in Meara Sharma and Henry Peck, “A Conversation With: Video 

Artist Nalini Malani,” The New York Times, 7 March 2013, online) In the present lot, 12 reverse‒painted, untitled discs – 

collectively titled Seeds of Change – portray angels, worms, seeds, creatures and humans enacting various tableaux and 

metaphors, suspended in a deep blue surface reminiscent of the elemental sea or sky that unite all beings.

Malani was first introduced to the reverse painting method by fellow artists. “In 1988, there were three of us – Bhupen 

Khakhar, Vivan Sundaram and me – who had the chance to make a mural together. It was Bhupen who came up with 

the idea of using the reverse glass painting method, since he had just returned from a workshop in Hungary where he had 

learnt this technique. It was very close to a technique that was brought to South India by the Chinese traders in the 18th 

century… I liked the medium because I realised I was dyslexic, so working in the reverse works very well.” (Artist quoted 

in Ambika Rajgopal, “Indian artist Nalini Malani talks myths, metaphors and women – interview,” Art Radar, 21 March 

2014, online) Reverse painting has become one of Malani’s signature techniques, and she uses it on surfaces ranging from 

acrylic sheets, as in the present lot, as well as bamboo paper and large Mylar cylinders.
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Jagannath Panda often uses animals to demonstrate the effects of urbanisation, 

alienation and environmental degradation. In the present lot, a larger‒than‒

life peacock presides over the scene, towering above a multi‒storied building. 

The Indian national bird is beautifully detailed, rendered in shades of indigo, 

green and earth tones, and the national emblem is visible behind it. Panda’s 

symbolism —which includes a smoky grey sky, likely recalling the polluted air 

in Gurgaon where he lives and works, and images of people and property in 

state of destruction in the background—is perhaps a comment on the price 

of urban development. “In Panda’s paintings, the animal as cohabitor of space 

has served as an interlocutor for violent change.” (Gayatri Sinha, Jagannath 

Panda, London: Berkeley Square Gallery in association with Saffronart, 2006, 

pp. 6‒7) By rendering the bird in oversized proportions, Panda presents it as 

the awkward sole survivor in a dystopian environment. 

The position and gaze of the overarching peacock also alludes to the increasing 

lack of privacy in urban life. “I am talking about futuristic cities where we are 

constantly under surveillance, being watched over by these cameras and 

drones. We lose the sense of privacy and while these structures are being 

made, mindless construction is playing havoc with the ecology.” (The artist 

quoted in Shilpa R, “The world of dark realities,” The Hindu, 29 August 2017, 

online) Through these varied elements, the artist presents both a vision and a 

warning for an increasingly precarious future.

“In my work, I present myself like a witness to urban life – showing 

both the darker and the lighter sides in an equal space.” 
‒ JAGANNATH PANDA

PROPERTY OF AN IMPORTANT COLLECTOR, NEW DELHI 
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JAGANNATH PANDA (b. 1970) 

Untitled

Signed and dated 'Jagannath Panda/ 16' (lower left); 

signed, dated and inscribed 'Jagannath Panda/ 2016/ 

JAGANNATH PANDA' (on the reverse)

2016

Acrylic and fabric on canvas 

60 x 48 in (152.4 x 122 cm)

$ 17,145 ‒ 21,430

Rs 12,00,000 ‒ 15,00,000

PROVENANCE

Acquired directly from the artist

The Urbanscape III, 2007

Saffronart, 18‒19 June 2008, lot 40

Sold for Rs 51.75 lakhs ($129,375)
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JAGANNATH PANDA

32

UNTITLED

Signed and dated 'Jagannath Panda 04' (lower right); 
inscribed, signed and dated 'JAGANNATH PANDA/ 

Jagannath Panda 04' (on the reverse)
2004

Oil on canvas 
36 x 48 in (91.5 x 121.8 cm)

$ 9,725 - 12,500 
Rs 7,00,000 - 9,00,000
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Jagannath Panda’s works typically feature contrasting 
elements highlighting the clash of the natural world with the 
one inhabited by humans, or of the concept of home with 
migration. These are visible in the present lot, a symmetrical 
rendition of a partially revealed bookshelf – a symbol of 
ownership and belonging – infested with ants that traverse 
the surface of the painting in lines reminiscent of a map. On 
the lower edge of the painting, the artist embeds an iconic 
image of Mahatma Gandhi and Lord Mountbatten, perhaps 
a reminder of the end of colonial rule over India, and the 
consequent partition of two countries that led to mass 
displacement, violence and migration. 

Panda is concerned with shared experiences and anxieties, 
and has "... steadily constructed a language of alienation that is 
contained paradoxically within images of settlement, in small 
or large format, he works through the positioning of opposites, 
of the enforcing of structures, and the evacuation of life forms, 
of mythic cycles and contemporary time, of value and its 
imminent loss." (Gayatri Sinha,  Recent Works by Jagannath 
Panda, London: Saffronart and Berkeley Square Gallery, 2006)

Panda holds degrees in Sculpture from Bhubhaneshwar, 
Vadodara and London, and this is evident in the three-
dimensionality of his paintings. He is also influenced by the 
textiles and patterns found in Odisha, where he was born and 
lived before settling in New Delhi. His work has been widely 
exhibited, and he is the recipient of the Lalit Kala Akademi 
Award and the All India Fine Arts and Crafts Society Award.
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BHARTI KHER 

33

THE WALLS HAVE EARS (THE PRIVATE SOFTNESS OF SKIN)

Signed, dated and inscribed 'Bharti Kher 1999/ "The Walls Have Ears"' (on the reverse)
1999

Oil on canvas 
59.25 x 79.5 in (150.2 x 201.7 cm)

$ 69,445 - 97,225 
Rs 50,00,000 - 70,00,000

EXHIBITED

The Private Softness of Skin, Mumbai: Gallery Chemould, 5 - 22 February 
2001; New York: Bose Pacia, 14 September - 18 October 2000

Like Animals (Comme des betes), Lausanne: Musee Cantonal des Beaux Arts 
de Lausanne, 28 March - 22 June 2008

PUBLISHED

Peter Nagy, Bharti Kher: The Private Softness of Skin, New York: Bose Pacia 
Modern, 2000 (illustrated) 

Amrita Jhaveri and Priya Jhaveri (ed.), A Guide to 101 Indian Contemporary 
Artists, Mumbai: India Book House, 2005, p. 121 (illustrated)
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Best known for her unusual use of bindis, Bharti Kher’s work 
explores the spaces between belonging and classification. 
Though she grew up in the United Kingdom and moved to 
India much later, she resists being identified as a diaspora artist, 
preferring instead to “play with the ideas of misinterpretation 
of culture, or the idea of the authentic.” (Artist quoted in a video 
interview, Kochi Muziris Biennale 2014, online) The Walls Have 
Ears is one of the artist’s first works to explore the bindi motif 
through painting. Derived from the Sanskrit term for a point, 
the bindi is associated with the Hindu concept of the third 
eye, and is traditionally worn by married women. It has now, 
however, become a mass-produced fashion accessory, and it 
is this juxtaposition of the symbolic and the material that Kher 
explores, using repetition and contradictions to create visually 
striking compositions. In the present lot, the trope of the bindis 
seems to provide a microscopic view of the eponymous walls, 
while the presence of a large fly undermines the notion of 
privacy associated with the bedroom. 

The present lot is part of a series titled The Private Softness 
of Skin, which was first exhibited in New York in 2000. Here, 
Kher takes the viewer into the interiors of homes, and the 
objects and material culture that form a crucial part of making 
a place one’s own. “Bharti Kher’s artistic project can be said 
to be autobiographical. The institutions of identity, culture and 
community, both received and changing, are that which she 
strives to locate within the home…” (Peter Nagy, Bharti Kher: The 
Private Softness of Skin, New York: Bose Pacia Modern, 2000) 
Each room features a curated set of objects that combine 
traces of the traditional with modern consumer goods. The 
“painted-collage” format of this series, inspired by Indian 
hand-painted photographs and Pop Art, serves as a way to 
explore hybrid and contradictory identities. 

“Everything starts from the home, your journey and your 
consciousness. We always see the big picture and sometimes 
there is more to learn from the small one.” 
– BHARTI KHER



60 61

RINA BANERJEE

17

TAJ MAHAL

2008
Metal, net, glass, wood, fibreglass, leather, cowrie shells and 

feathers 
Height: 106 in (269 cm)

Width: 33.25 in (84.3 cm)
Depth: 31.75 in (80.8 cm)

$ 16,670 - 20,835 
Rs 12,00,000 - 15,00,000

This installation comprises three main parts assembled vertically.

The four-legged metal base has net attached to the upper rim and is layered 
with wooden twigs, with a fibreglass and leather elephant balanced on it.

A square enclosure made of metal and glass bottles is screwed on to the 
base, accompanied by detachable objects (two birds and four doll-heads 

with feathers).

On top is a dome made of glass bottles and cowrie shells, accompanied by 
one detachable doll-head with feathers to be placed on the crown.
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Kolkata-born, New York-based Rina Banerjee creates 
elaborate works out of unconventional materials, as can be 
seen in the present lot – an installation of the Taj Mahal, made 
of metal, glass bottles and cowrie shells, enclosing a fibreglass 
elephant, and standing on a pedestal constructed out of metal 
and net. "I could never be a Minimalist artist: I am interested in 
corrupting fine art with everything I wish for. I want adventure 
and to feel the same sense of command that I imagine an 
explorer or a scientist would – like a visitor trespassing. My art 
is about the value of our desire to travel." (Artist quoted in an 
interview with Zehra Jumabhoy, Artforum, 2011, online)

Travel, according to Banerjee, is about the freedom to explore 
intellectual and emotional narratives, without too much 
attachment to a particular community or place. The artist was 
born in India, grew up in London and eventually migrated to 
New York, and much of her work addresses the conundrums of 
identity and the diaspora. She often places signifiers from her 
home country in her works, such as the Taj Mahal and elephant 
in the present lot. Prior to her MFA from Yale University in 1995, 
Banerjee studied and worked as a polymer research chemist. 
"Even my interest in science embodies an awareness of other 
worlds, worlds that coexist with us, but which we cannot 
experience or know." (Artist quoted in Artforum) Banerjee’s 
work has been exhibited at the Venice Biennale (2017), MOMA 
PS1 (2015) and the Centre Pompidou (2014), among others, 
and is in private collections worldwide.

"I think of identity as inherently foreign; of heritage as something 
that leaks away from the concept of home – as happens when 
one first migrates." – RINA BANERJEE
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ANJU DODIYA

18

PEARL DIVER'S EMBRACE

Acrylic on fabric pasted on board 
71.5 x 41.5 in (181.4 x 105.6 cm)

$ 20,835 - 27,780 
Rs 15,00,000 - 20,00,000

EXHIBITED 

Bhupen Among Friends: A Tribute to Bhupen Khakhar by Friends, organised 
by Gallery Chemould at Mumbai: Museum Gallery, 29 August - 

5 September 2005
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Mumbai-based Anju Dodiya draws inspiration from a wide 
spectrum of sources, ranging from Renaissance masters 
and Japanese Ukiyo-e paintings to French cinema and Greek 
mythology. Her work is often self-referential, and features 
female subjects in various real and imagined scenes. "When 
I started working, using my own self was the only way I knew 
how to paint. At that time, my works were like nocturnal 
diaries, full of stories and narratives. This invented self stayed 
on, it became a useful device, a take-off point, to explore my 
various states of mind – the darkness within, the tenderness 
and the fear. I set up characters and stories around it to explore 
this." (Anju Dodiya, Real in Realism, New Delhi: Vadhera Art 
Gallery, 2002)

The present lot is a whimsical portrayal of a woman embracing 
a squid-like sea creature. The marine environment is minimally 
represented by a diagonal sea-green stroke across the 
otherwise monochromatic painting. A string of black pearls 
forms the symbol of infinity or the number 8, echoing the 
entwined forms beside it. Dodiya has referred to this as the 
eight fold path of dharma in reference to another work titled 
Embrace Vigil, 2005. The necklace recurs in Dodiya’s oeuvre, 
and “connotes adornment, honour and talismanic value. 
Equally, it signals greed, humiliation and death. The necklace 
is both armour and noose, an abacus of sin dragging the 
wearer down to perdition.” (Nancy Adajania, “Burning Closer 
to the Light of Crisis,” The Necklace of Echoes: Anju Dodiya, 
New Delhi: Vadehra Art Gallery, 2010, p. 34) 

Dodiya works with various media, complementing her mastery 
of draughtsmanship and painting. She has experimented with 
textiles, fabric, and even mattresses. “When you work on 
paper, confronting that white is a terribly fearful thing. With 
textile, something’s there already, and I have to interact with 
the textures. It made the painting process more carefree for 
me.” (Artist quoted in “Gieve Patel Talks to Anju Dodiya,” Anju 
Dodiya, New York: Bose Pacia, 2006)



Born in 1964 in Wuxi, Miao Xiaochun is a Chinese artist 

whose practice encompasses photography, new media 

and digital art. He obtained degrees in German literature 

and art history from Nanjing University and the Central 

Academy of Fine Arts in China, and the Kunsthochschule 

in Kassel, Germany. The artist’s works can be found in 

numerous public and private collections, and he also 

represented China at the 55th Venice Biennale in 2013. 

Miao’s conceptual works employing three‒dimensional 

computer‒generated images, such as the present lot, 

have been referred to by critics as “algorithmic painting,” 

involving both digital and manual techniques, presented 

as a physical manifestation of a virtual world. (Wang 

Chunchen, “Save As: On Miao Xiaochun’s Algorithmic 

Painting,” London: Tate, 2 February 2015, miaoxiaochun.

com, online)

Since incorporating these techniques in his art in 

2005, Miao has used new media to reinterpret and 

even subvert canons of art history, especially classical 

European paintings by Renaissance masters including 

Bruegel, Raphael and Botticelli. Updating these to 

reflect contemporary contexts and media, the artist 

demonstrates that “there is not such a big contrast 

between the ancient and modern times. If we look at 

the history of the world, a hundred years or thousand 

years is not that much. The modern times and the classic 

times are not so far away… So I want to make a bridge 

between East and West, between past and present.” 

(Artist quoted in “Miao Xiaochun pushes limits of digital 

art,” Art Radar, 1 December 2010, online) 

The present lot is a triptych whose semi‒circular form 

recalls an arch, reimagining the 16th century fresco it is 

based on – Italian artist Raphael’s masterpiece The School 

“...in the digital works, I can do everything. I am facing my dream, 

facing my imagination.”  MIAO XIAOCHUN
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MIAO XIAOCHUN
(b. 1964)

The New School of Athens

Signed in Chinese indistinctly and inscribed and dated ‘2/3, 2009’ (lower centre)

2009

Digital print on canvas 

80.75 x 118.25 in (204.8 x 300.2 cm)

Rs 3,50,000 ‒ 4,50,000

$ 5,000 ‒ 6,430

(Triptych)

Second from a limited edition of three

Raffaello Sanzio da Urbino, The School of Athens, 1509‒1511

Public Domain

of Athens, which adorned the rooms of the Apostolic 

Palace in the Vatican. Rather than a gathering of some 

of the greatest minds and philosophers, however, Miao’s 

rendition features identical, faceless, sculptural avatars 

engaged in a tableau vivant. Like artists including Raphael 

and Michelangelo, who often painted themselves 

into their works, Miao’s avatars are modelled after the 

artist himself, perhaps representing the potential of the 

individual,  and the multiple roles we are all capable of 

and assume in an increasingly mediated world. 

The result is a blurring of the boundary between the 

real and the virtual, characteristic of contemporary life. 

According to a press release in 2010 for a solo exhibition 

of new works by the artist, “As Mao Xiaochun’s avatar 

encompasses all gender and ethnic demarcations, the 

place where the I can become the Other and the Other 

can become I – wouldn’t this be our “new” Renaissance, 

where we all may start afresh?” (“Miao Xiaochun ‒ New 

Works,” arariogallery.com, 2010, online)
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MANJIT BAWA (1941 ‒ 2008)

Untitled

Signed and dated 'Manjit Bawa/ 2004' and 

signed again in Urdu and Punjabi (on the reverse)

2004

Oil on canvas 

27.75 x 24.5 in (70.3 x 62.4 cm)

$ 70,000 ‒ 90,000

Rs 50,40,000 ‒ 64,80,000

PROVENANCE 

Acquired from Indian Contemporary Gallery, Hong Kong 

Inspired by Indian mythology, Sufi philosophy, and Sikh oral traditions, Manjit Bawa favoured figurative painting over 

abstraction. His paintings are easily identifiable, typically depicting precise, floating characters on flat, vibrant colour 

backgrounds. Bawa deliberately stayed away from artistic movements prevalent at the time, choosing instead to develop 

a style distinctly his own. He associated colour with Indianness, employing a rich palette to counter the sombre tones of 

British art. “Manjit’s figure is at once an assertion of a tradition and its negation. It hardly owes anything to the realism of 

the West and its expressionistic aftermath… There is a certain bonelessness, a pneumatic quality to Manjit’s figure which 

echoes both folk Pahari painting and the tantric frescoes of Himalayan Buddhism.” (J Swaminathan, “Dogs Too Keep 

Night Watch,” S Kalidas, Bhavna Bawa et al, Manjit Bawa: Let’s Paint the Sky Red, New Delhi: Vadehra Art Gallery, 2011, 

p. 36) Bawa also worked as a silk‒screen printer in Britain in the 1960s, and this influence can be clearly discerned in the 

uniform tones of his paintings.

Many of these elements can be seen in the present lot, in which a tranquil, saintly figure drifts in a deep red background, 

cut off from space, time and context. The folds of his turban and clothing are rendered in Bawa’s characteristic free flowing 

curves. The artist has said that his characters are familiar faces from stories, experiences, memories, and the imagination. 

“As far as the figures are concerned, they are figments and fragments of my dream world. The split figures that remain 

suspended in space … convey my innermost emotions. Our life is about being suspended in spatial areas, it’s about 

creatures split up.”  (Artist quoted in “Manjit Bawa in Conversation with Ina Puri,” Bhav Bhaav Bhavya: Frames of Eternity, 

Mumbai: Sakshi Gallery and Synergy Art Foundation Ltd.; Kolkata: Impresario; New Delhi: Gallery Espace, 1999, p. 6) With 

a gently raised hand, perhaps in blessing, the saint emanates a spiritual aura which pervades the entirety of Bawa’s oeuvre.

“As you grow, you realise the need to minimalise and weed out the 

unnecessary. Focus becomes all important.”  MANJIT BAWA
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