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Chapter 1

Introduction

The idea of this research was sparked inadveytentien the present
researcher revisited the image of an installatidrcalled Far Away from Hundred
and Eight Feeffig.1) by N. N. Rimzon, a key figure among modémdian artists.
This specific work of art somehow suggests thatattist has developed the idea of
this work from Ambedkar's ideology and philosophiyruly amazed with the
explanations given by Rimzon in interviews and othéatings, a close monitoring
and attempts to understand Rimzon’s works wereethmout. His works reflect
certain socio-cultural and political concerns sbarg the marginalized communities
in India. After collecting and recollecting all tlavailable images of his works of
art, comparisons and cross-checkings were madedomhether there were any

similar artistic interventions in contemporary ladiart.

Preliminary readings and review of literature #ed that Rimzon’s
approach is unique and essentially a counter-@lltpractice in the history of
modern Indian Art. Also, it was found that few slkgre have worked on Rimzon’s
contributions to Indian art. In order to fill in ith substantial gap in cultural
knowledge, the necessity of the present researchesiblished. The topic of this
research emerged from this specific context atwriied out to be a critical analysis

of contemporary Indian visual art from a subalteenspective.

In order to situate the discussion of contemporasyal art in relation to
socio-cultural and political contexts, the histaftidevelopment of Indian visual
from the colonial period has to be briefly discuks@ne need also to critically look
at what the mainstream artist, art critics andonisgraphers described as modern
Indian art. Modern Indian art practices have ewltlerough different phases and
various styles. From the colonial period to thetpai®nial and till the contemporary

scenario, the developments in art have been predotly focusing on the themes
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related to mythology, nationalism, religious harmonunity in diversity,

globalization, urbanization and so on.

Since the late 1®century, Indian art showed drastic changes inp{sroach,
particularly a relative insensitivity to native araditions. The European aesthetics
and techniques were imposed on the traditionaradtcrafts of India. Gradually, the
English educated elite Indian artists slowly acedpthe cultural hegemony of the
West. Consequently, Western academic realism agel painting techniques were
introduced to Indian art. The emergence of the Gomstyle of Indian painting has
to be viewed from this angle. The neoclassicalhetisis, which was already out of
fashion in the West was transmitted to India bydbanial immigrant artists. Raja
Ravi Varma’s painting style, which has been muckelrated by the Indian
mainstream art historiography is an outcome of shene. Varma’'s ability to
amalgamate Indian subject matter and the Europgde and techniques were
considered as “...the strength of his non-traditimaland eclecticism, [and] he is

widely regarded as the first modern Indian artjgimar “Modern Indian”, 15).

The nationalist cultural movement which flourishaader the “orientalist”
thoughts, promoted by the scholars like E. B. Ha{®#861-1934) and Ananda
Coomaraswamy (1877-1947) urged for challengingatteedemic realism endorsed
by the colonial propagators. The Bengal School untee leadership of
Abanindranath Tagore with the moral support of theentalist” and nationalist
leaders like Rabindranath Tagore, and Gandhi tigedevive indigenous cultural
traditions and aesthetics, which resulted in fognamother kind of “eclecticism”.
This was projected as one of the major charadesisf modernism in Indian art
followed by the mainstream art critics and histosiaGandhi’s ideas likgrama
swaraj orthodox religious belief and thevadeshimovement had a strong influence
on the artists of this specific school and it hasrbreflected in their works except in
the works of few artists like Ramkinkar. NandalasB, who is known for shaping
the pedagogy of the school of Santiniketan, hac bmmnsistently following the
ideology of Gandhi. Such efforts to revive the gethous elements and incorporate

them into their art practices often ended up inr@ppating the cultural expressions



of the marginalized. It was almost similar to tipppriation of the African cultural
expressions by the European artists in order tonckheir artistic practices as

“modern”.

On the one hand, the Indian nationalist elitestgtused indigenous cultural
expressions as a tool to project “nationalism”dsist the colonial power; and on the
other hand, they did not recognize the subaltesrsgaal citizens. Such paradoxical
approaches were very prominent among Indian art@iics and art historians
during the colonial and even in the postcoloniaiqek In short, these artists were
trying to hold the elite/brahmanic “tradition” irhé name of resistance against
colonialism. Since the elite artists did not possasy distinctive cultural form,
which can be used as a “counter” to the Westerthegss, their “theoretical”
hegemony made them easy to appropriate the vibcahtral forms of the
marginalized without any compunction. Among thasgsts who practiced art in
Bengal as a counter to the orientalist approacthefBengal School during the
1940s, Chittaprosad BhattacharyZainul Abedin and Somnath Hore were
prominent. Their drawings, sculptures, and graphipants were the real
representation of the Bengal famine of 1943; aradr tldeological approach was

based on the discursive practices of dialecticaenadism and Marxism.

The Bombay Progressive Artists’ Group, formed 844, which was also
ideologically left, challenged the indigenous agmto of the nationalist artists of the
Bengal School and endorsed the formalistic apprazchEuropean modernism.
Though the focus of the art practices in Indiatekifrom a nationalist approach to a
more individualistic approach in the postcolonialipd, the majority of the artists
could not come out of the influences of the “oradist”, “Indologist”, and
Gandhian perspectives completely. Apart from thsee perspectives, Nehruvian
secularism, unity and diversity were also addetihéar art practices. The brahmanic
intelligentsia of the postcolonial phase contintedirgue the necessity of holding
Indian culture and “tradition”. While K. G. Subram@an was vocal about the
“living tradition”, J. Swaminathan stood for antlieographic perspective” in art

practices focusing oAdivasi arts as a counter to European formalism. In south



India, K. C. S. Paniker initiated Western formalimough his art practices which
was carried out through the usage of words, symbais tantra motifs which
evoked and cherished a brahmanical past. Ultimabelg can easily observe that the
elite Indian artists have been inspired by thedwtalist”, “Indologist”, “brahminic

ethnographic”, and Gandhian perspectives.

At the same time, The Narrative Groop artists challenged the “living
tradition” and tried to move away from the formalisapproach by showing a
common interest in figuration and narration of coomnife. Their idea was very
much explicit in the group shoRlace for Peopl€1981) which are considered as a
“transition from modernist to postmodernist artliiia” by many mainstream art
historians and critics (Kabir). The Indian RadicBhinters' and Sculptors'
Association (1985), an artist group formed with arkMan perspective, negated
hitherto art practices of India. The Radical Groegpecially challenging the Bengal
school tradition, indigenous revival and the NavexGroup,offered an alternative
art practice focusing on social realism. Global@atorought multiple possibilities
to Indian artists by the 1990s due to the growthindébrmation technology and
through their interaction with the other parts bé tart world. Since the 1990s,
majority of Indian artists started dealing with ieais issues of the globalilised world
and they also tried to create a global languageutir their works incorporating
multiple mediums and elements instead of projectimijaness alone. They also
tried to present the local subjects and themesglolaal perspective. However, the
influence of the nationalist, Gandhian, Nehruvianspectives has always remained
a strong factor among the majority of modern Indsatists and such an influence
was evident even in the approach of the artists hdne strong affinity towards
dialectical materialism. On certain distinctive @eristics of modern Indian art,
Carter L. Curtis makes the following observation:

After independence, a distinctive Indian modernddraracterized by
ecclecticism, incorporating Western, Asian, andimtsively Indian
elements continued to develop. Throughout thisestégdian artists

increasingly experimented with the theme of reafiyo between



their own histories and the changing societal fericea postcolonial
environment. As India moves beyond initial settlintp its stature as
an independent nation, the focus of artists rafigabn the use of art
as a means of social change shifts from nationaltsmore concrete,
fragmentary issues relating to class, caste andagemncreasingly,
artists of the 1990s and beyond have employed septational
strategies in painting and sculpture, as well aparformance and
media arts to address such concerns. (31)

The new exposure to globalisation made at leafwa artists to think
independently beyond the baggage of the “orientalisationalist, Gandhian and
Nehruivian perspectives. There is nothing wrong aiists sticking onto any
ideology or following such legacies if they wantdarry forward it intentionally.
However, if they follow it without having a deependerstanding of it and at the
same time claiming to be “modern” is really prob&im. The significant question
here is, whether these legacies are enough toifigenbdernism in Indian art or
not? In order to find out answer to this, one nedglentify the presence or the
absence of the characteristic of modernism intideah visual art.

The Indian mainstream contemporary art world hasnbpredominantly
approaching the art practices from a formalistigla. These modern Indian artists
try to categorize a work of art by identifying isylistic origin and technical
features. Such a formalistic approach of analyzangwork of art is purely
Eurocentric. Therefore, Eurocentric aesthetics ancriticism, which is rooted in
Kantian- Hegelian-Orientalist-Indologist perspeetvs not adequate to analyze the
representation of the doubly or triply marginalisedbjectivities like the Dalit or the
Adivasis of India. The second argument raised engresent study is that there is a
conspicuous and conscious attempt from the sidelif historiographers, critics,
artists, and patrons to exclude the representasfosubaltern identity from the
mainstream art practices in India. The term “sualt is not used here in the
general sense it was used by a group of South Asiaolars of subaltern historians.

As they looked at history from the Marxist perspegtthey did not consider the



caste factor, which is unique to the socio-cultaakic of India. Therefore, the term

subaltern is used in this study refers to Dalitsl #&udivasis who are socially,

economically and educationally ignored or undernepsesented in the context of

modern Indian art too.

While problematizing the generalized applicatidrthe term “subaltern” in

the Indian scenario, Y. S. Alone, an Indian neo-dust art critic, categorically

states that,

[The] Subaltern as it is understood and applied aategory in India
becomes problematic, particularly when it is regdiast Ambedkar’s
understandings of caste. Ambedkar defines cast@oasonly a
division of labor but also of laborers. The expecie of division of
laborers cannot be understood by the nomenclatufsubaltern.”
“Subaltern,” being a generic rubric and more clagented, does not
empower us to understand caste differences andiasnfCaste
entails graded hierarchy, whereby levels of distration and

exclusion are different in each case. (141)

Though European modernism has imbibed and practaedernism beyond

the formalistic approach, the Indian mainstreamwamtid could not accept it in its

total spirit. The major characteristics of Europenadernism include rationality,

withdrawal from the baggage of the tradition of tpagich include orthodox

religious belief, logic, scientific attitude, edalianism, humanism, pluralism,

democracy and so on. While perceiving it from tleig-political angle one can

observe that it emphasizes an egalitarian ide@agt mong the western population.

On the essence of modernity, Heidegger opined that:

The essence of modernity can be seen in humarigesng itself
from the bonds of the Middle Ages in that it fredself to
itself....Certainly the modern age has, as a conseguef the
liberation of  humanity, introduced  subjectivism  and
individualism...What is decisive is not that humariitges itself from
previous bonds but, rather, that the essence ofahitynaltogether
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transforms itself in that man becomes the subject¥When, however,

man becomes the primary and genwaobiectumthis means that he
becomes that being upon which every being, in @y wf being and

its truth, is founded. Man becomes the referemtater of beings as
such. But this is only possible when there is adf@mation in the

understanding of beings as a whole. In what doestridginsformation

manifest itself? What, in accordance with it, ise tessence of
modernity? (qtd. in Young 66-67)

Modern Art represents an evolving set of ideasragreo number of painters,
sculptures, photographers, performers and writet® Woth individually and
collectively seek new approaches in making of warkart. Although Modern Art
started emerging around the 1850s with the arwvalealism, its approaches and
styles were defined and redefined throughout thenti®th century. Each art
practitioners were determined to develop a visaagliage that was both original

and representative of the times.

Major characteristics of Modern Art is the rejeatiof religious orthodoxy
and the morality principle as the only means ofaotig social progress, and
repudiation of the moral codes of the society inggolosn people from time to time.
Modern artists questioned academic art for its lafickeedom and flirted with many
isms like impressionism, fauvism, expressionisnhigm, futurism, constructivism,
Dadaism, surrealism, etc. for developing new typésart including collage,
assemblage, kinetic art, land art, performance ettt using new materials,
expressive use of colour, and employment of nelWwnieies through the formalistic

approach.

Realism in the 1840s is widely considered as #grning of the modern art
movement due to its philosophical-aesthetic pusin¢orporate modern life and art
together. It was from this period artists begamejoresent socially relevant themes
in their artistic endeavors for the first time. rHastance,The Gleaners(1857)
(fig.2) by Jean-Francois Millet anthe Stonebreakerd849) (fig.3) by Gustave

Courbet depict the life of common people and these artigtse “rejecting the



idealized classicism of academic art and the extimmes of Romanticism”(
Finocchio). Courbet stated that “painting is aseesiallyconcreteart and can only
consist in theepresentation of real and existing things” (gqtdtinocchio).In other
words, the artists of that period began to thirdependently beyond the restrictions
of religions or other commitments. But Clemente énteerg, who has been a great
influential figure in the art criticism of the 20tbentury of the West with his
advocacy of formalism which he acquired and progdeeough essence of Kantian
subjective enlightenment philosophical systemdttie interpret modernism as “art

for art’'s sake”.

Greenberg observes that “Modernism appeared iwean® a crisis [and
that] the surface aspect of that crisis was a icectanfusion of standards brought on
by romanticism” (44). He also adds that, “Innovationewness have gotten
themselves taken as the hallmark of Modernism, es@/m@as something desired and
pursued. And yet all the great and lasting Modérmi®ators were reluctant
innovators at bottom, innovators only because thagt to be—for the sake of
quality, and for the sake of self-expression....”)(48reenberg considered realism
to be irrelevant and incompatible with avant-gandgning. But his approach is
inadequate to read the work of art beyond its fdisi@a and subjective expressions.
For instance, reading Vincent Van Gogh from thenfalistic approach could not
address the idea of his poverty and mental illmdssh play a central theme in his
works and which makes his art more significant yoda other words. reading Van
Gogh’'s Potato Eatergfig.4) from a formalistic perspective is problatic. Georg
Lukacs observation, “ fetishistic illusions enyglny all phenomena in capitalist
society succeed in concealing reality”, cautions against such blind application of
formalism in the reading of work of art (qtd. ind 13). What is argued here is
that the modernism, which is interpreted through Kantian-subjective-formalist
approach, has failed to understand modernism ifultssense. Even the Janson's
History of Art which is considered to be a very authentic artohisgjraphy of the
West, also ignored the social context. In this ipalkar juncture, the method
proposed by art historians like Frederick Antal §28954) and Arnold Hauser



(1892-1978) who approached art history from Mandslectics to understand

European modernism is followed.

Arnold Hauser observes that art making is depagdan impression of
socio-cultural practice. He explains through hiokdhe Social History of Art
(1951)that the Paleolithic craftsman drew animals onddne wall to accomplish a
sort of supernatural energy to overcome the reaathfrom animals effectively.
Since they had no other means of survival excepinting, the manifestation of
inscribing pictures of the same animals over th# before the real hunting was an
inevitable part of their day-to-day life. Subseqierthis routine of drawing animal
on the cave wall became a materialisation of sahiilauser 2) While looking
back, we can consider this ritual as the first sarart making. Arnold Hauser’s
observations on the definition of art and thesomafor art making have been from

point of view of Marxist aesthetics.

The German philosopher and cultural critic Theedadorno's aesthetics of
emancipation also explains the fundamental rolarbin society. Adorno explains
that, “Art can be understood only by its laws ofwament, not according to any set
of invariants. It is defined by its relation to whiis not. The specifically artistic in
art must be derived concretely from its other; tdahe would fulfill the demands of

a materialistic-dialectical aesthetics” (3).

If this is the case in the West, when it comegh® Indian art context,
understanding the term modernism is more problem&ince India is a country in
which graded inequality is practiced vigorously, e th process of
modernism/modernity here is so complex and ambigubat both the formalism
and dialectical materialism which are inadequatddfine and understand many of
the modernist dimensions in Indian art. Howevercahnot be denied that the
approach of dialectical materialism has helped tmderstand the problem of
subaltern from a  generalistic perspective. Bulv hbany mainstream modern
Indian artists and art historians have used thgagrh remains a vital question.
Due to the baggage of the brahminical tradition ynainthem could neither adopt a

formalistic approach completely in art practice mould they look at the social



problem even from the angle of dialectical matesmal Eventually, the modernism
in Indian art was interpreted with the referencéhi formalistic approach and was
strategically termed it “eclecticism” in order taitsit to the ideological agenda of
the mainstream brahminical intelligentsia. On tge of regressive elements found
in modern Indian art, Y.S. Alone observes that dndipainters formulated a
modernity that did not create space for an inteatiog of cultural caste practices.
Consequently, modernity needs to be reinvestigaieda systemic tool for

maintaining power relationships that operate withie caste hierarchy (145-146).

Ultimately, the formalistic approach of modern ibd artists and art
historians endorsed the position “art for art salkaid consequently they could not
understand the real social problem beyond the petise of dialectical materialism.
It is in this particular context that the presergcdssion of N. N. Rimzon’s works
and philosophy is carried out to analyze Indian emndand contemporary art
critically. By approaching Rimzon’s art practicessbd on th&ramanaphilosophy
and Ambedakarist ideology an attempt is made inptiesent study to explain how
Rimzon provides an alternative for the dilemma dabg Indian modern artists, art
critics, and historiographers.  This thesis intenws critically analyze the
representations of the subalterns in a few modedncantemporary Indian visual art
with the intention to find out and explain the reas why these artists, critics, and
historians have overlooked their voices. In orderdcate the void in subaltern
representation attempt is also made in the presamdy to problematize the
historiography of modern and contemporary Indianlaraddition, a focus is given
in the present study to critically analyse the pgedgy of the art education in major
art schools of India and provide suggestions fokingait more inclusive. The art
pedagogy in India has to be put under a criticalsleas the ideological and
philosophical problems involved in the art practiagitical observations, and

historiography also are directly related to theeaication followed in India.

The methodologyl have used in this research is both quantitatind a
qualitative. By critically analyzing the viewpointé the major Indian and Western

artists, critics, historians, theoreticians andlqdaphers | also have attempted a
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critical analysis of the materials related to tbpit¢ of research. | have used both
primary and secondary materials which include peakmterviews, original works
of art by various artists, published interviewsrimas printed books, magazines,
articles in news papers, catalogues, Journals enidas materials from websites,
eBooks, digital images, YouTube videos, published anpublished theses. Each
material collected has been critically examined eatelvant points to support and to
contest my argument have been quoted. The refesdnm@ various sources have
been properly cited in the thesis following M.L.Aaktibook 7th Edition.

To substantiate the arguments put forward in tlesigh works of important
artists, from late Nineteenth century to the presamt critics, historians, and
theoreticians both Indian and Western have beesrresf to. Theoretical insights
from Culture Studies, Dalit Studies, Subaltern #isid and Post Colonialism,
Feminism, Western and Eastern aesthetic concepts lien drawn to analyse the
research problem. Besides primary and secondargesithe present researcher has
personally interviewed N. N. Rimzon whose worksridhe focus of this research in
order to explore the philosophy, aesthetics andlodg reflected in his works. The
hypothesis is argued out based on the critical @mdparative analysis of art and
social historiography, aesthetics and philosophasglects of Indian and Western
thought. The works of various artists analysedhis thesis are given towards the

end of the chapters.

So far, there have not been many studies on cquery Indian visual art
from the subaltern perspective. Understanding thasans for the void in
representing the voices of the subaltern, espgci@hlit, Adivasis and triply
marginalized women in Indian art and the exclusion their voices in the
historiography would sensitize the scholars, readed academics of the cultural
and elitist bias inherent in Indian society and ildopave the way for an inclusive
historiography thereby acknowledging the polyphatfycultural expressions. As
arguments are raised in the thesis for the negeskiheories and approaches that

are specific and sensitive to the socio-culturahtert of India and suggest the
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possibility for an alternative frame of referentiee study will provide a significant

contribution to the existing body of knowledge @mtemporary Indian art practice.
India’s Tryst with Modernity

It is obvious that ideologies and systems canmotrhnsferred from one
society to another mechanically. The very notiormafdernity keeps on changing
with the articulation of the agency potential otleasocial group. Primarily, it is
colonialism and the British Raj which facilitateldet colonial modernity in India.
When modernity entered India, the Indian traditloméellectual community had
seen it as a threat to the Indian traditional dostiaucture. To protect the age-old
brahminical social structure, the upholders of tfaglitions were bent on keeping
the tradition intact. The nationalist social asgnas were articulated by the elite and
liberal intellectuals who happened to bavarnaghrahmins on behalf of the nation.
They seem to be modern in their appeal and appearhat traditional in their
epistemological practices. Indian leaders, writard artists redefined modernity as
reformism. They shaped Indian modernity throughrthiterary, cultural/artistic and
philosophical discourses. Therefore, the Indiarti@diof modernity differs from
Western modernity, which seeks the transformatibrsaxial systems based on
rationality, egalitarianism, humanism, and scientiéemperament. In the following
words, Alone describes how caste-Hindu Indian $@csénd art negotiated with

colonial modernity for reaping dividends out of it:

While colonial modernity entered Indian conditioas a superior
power, art patronage became increasingly populdrgatiery space
became the new arena of art activity, even as adoesuch space
was restricted based on caste stratification. Hewesolonials were
not challenged by the modernist agenda of “hightefatndian
society. The imperial government established arucational
institutes, which sought to break the shackles rafian society.
Ironically, the biggest beneficiary of this endemagaded up being the
caste-Hindu society, which claimed that traditioaswsacred and a

marker of purity. (142)
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The whole process of embracing modernity by thdiaim intellectual
community of the time raises many interesting qgoast The intellectuals and
leaders of social reform and Indian nationalist eroents who were forced to
negotiate with colonial modernity were the sociieé of the 18 century. They
monitored and controlled the whole process of madation/the modernity project
in India and made constant interventions to engat their interests are secure by
not allowing the fruits of modernity to be shareddiher underprivileged sections
of Indian society. This resulted in halting or fpming radical social
transformation in colonial India and post-indepartdadia as well. Indian leaders
and thinkers like Gandhi and Ambedkar offered neaysvto look at the Indian self
which essentially differs from western modernityudlgh there were differences
between these two intellectual-cum-political leadeThough Gandhi admired
aspects of western modernity—its scientific temgesrpragmatism, civil liberties—
he considered it fundamentally a violent form & ([Bilimoria). His indictment of
modernity was rooted in the fact that it was reral@ssly materialist and he saw
humanity only in its physical aspg&hrivastava). He argued for an alternative and
non-western form of modernity that embodies a diffé set of values and ideals
which blends what he considered to be the bestoth Ibndian traditions and

modernity (Tayyibji).

Gandhi’s proposed modernity was premised on inwgdiry, or a form of
inquiry directed towards the self, rather than theward—looking trajectory. But
Ambedkar saw in the modernity project a possibpibgential for radical
transformation of Indian society built on the castgstem. The essentially
discriminatory Indian caste system was/is against\very idea of equality, justice
and rationality. Therefore, Ambedkar was convintiest the caste system has been
one of the major impediments to the progress ofamgociety and hence argued for
annihilation of caste. Whereas, caste-elite Indiatellectuals and nationalist
leaderships wanted to revive the Indian/Hindu tradi based on thesanathana
dharma which denies equality and humanity to the largesses of India, Ambedkar
wanted to revive the ideals of justice, equalithjes, and democracy al8hmatha

Karuna andMaithri enshrined in India’s Buddhist tradition. Expatigtithis point,
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the question can be raised here whether the elifigter-class Indian political

leaderships did allow modernity to transform theibatructure of Indian society?

Gopal Guru argues that the condition of Dalitsryithe colonial period was
further problematic, because they had to agitatdegjically against two opponents
at the same time; they had to fight for self-respgainst the higher caste Hindus as

well as against the British Imperialism in Indiaur@ opines that,

Mainstream nationalists of all political shades aveither indifferent
or completely opposed to self-respect movement. yThesre
generally reluctant to take up the caste issuethay, including
Gandhi, wanted to avoid any fragmentary impact e riationalist
movement. The mainstream nationalist response westeld against
the colonial configuration of power. The Dalit-Bgdu response was
primarily directed against the local configuratiasf power—
capitalism and Brahminism. The Dalit-Bahujan pecsipe, thus,
offers a critique of both orientalism and apologi&ir colonialism.
Within this framework, they argued as to how Hindutind even
mainstream nationalists can justify their fight iaga their inferior
treatment at the hands of the orientalist while ldteer themselves
sought to inferiorise Dalits and shudra massean{is-faced”)

In his essay titled, “Janus-faced Colonialism mdi4”, Guru adds that
colonial modernity brought a kind of realizationtbe Dalits about their identity and
rights, which enabled them to fight for the sameowdver, the mainstream
“reformers” did not support this movement. Guru coemts on the double-threat
faced by the Dalits:

When Dalit-Bahujan leaders tried to construct a@léor the Dalits
within the nation, borrowing from the liberal inegtual paradigm,
they were criticised as apologists of colonialigrheir plight is best
explained in terms of the good old story, where @hmr does not
offer food to a quarantined child and father doetsallow borrowing
food from outside. (“Janus-faced”)
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Indian mainstream artists more or less followed étitist and nationalist
attitude to modernity and they tried to combinealitian and modernity in their
works. And hence the emancipatory potential of maitiehas hardly been reflected
in their artistic endeavors. Moreover, modermityindia came as a package with
colonialism which in its turn has a historical cestion with capitalism. Capitalism
in the colonies demonstrates all the features efodied consciousness, racial
superiority, arrogant cultural exclusiveness andra@llectual condescension over
and above the political control of the marginalizgdom it had subjugated. The
irony is that the Indian nationalist leaders ane étitist intellectuals who posited
themselves as “modern” were also culturally biased, condescending towards the
“other”, the Dalits.

Thus, it is very clear that the mainstream nafishéeaders were not ready
to accept modernity in its “totality”; what theyallyy wanted was only a very
peripheral modernist change in society without sigkhe roots of traditional
repressive social structure. The artists who vieltewing these leaders and their
nationalistic and religious views could not thinkybnd the frame. For them, the
idea of “modernity” is an allegorical imaginaticgther than perceiving it as a social
reality. In other words, it must be assumed thatythultimately followed a
reactionary and hence an anti-modern attitude. efbe, reading the works of art
produced during this period from the perspectivenuddernism” would also appear
to be problematic.

The new amalgamation of traditional / indigenowsnfs and western
techniques brought freshness in the visual sertgilaif that period and soon this
kind of approach became a fashion in Indian arar®®h a general assumption was
formed among the art practitioners/appreciatoraiatadat should be the character
of modernism and they tried to identify as modefich synchronised elements of
Indian themes, indigenous art forms with Westeahnéue. More importantly, one
has to accept the fact both in the sphere of aftcatture that India had neither an
avant-garde movement nor a historical continuity.Si¥a Kumar observes that in

the West the historical development of Modernism art is fundamentally
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considered as the history of the avant-garde. H® argues that such an
amalgamation of the modern and avant-garde, noestewill not help one to
comprehend the verifiable rationale or progressibnon-Western modernism such
as India's (“Modern Indian”, 14).

Geeta Kapur's book titledWwhen was Modernism in Indladiscusses the
challenges and limitations of Indian modernismhe tontext of Indian visual art
practices.According to herjn India for the moment, it looks as though theseai
modernism that almost never was. The more politacabng Indian artists may be
right after all in believing that the as yet unigsd national questions may account
for an incomplete modernism that still possesses rdical power it has lost
elsewhere (323)As a counter to Kapur's contention, S. Santhostgbrup a critical
issue through his article “What Was Modernism (mlian Art)?”. He raises an
important point that Kapur had totally overlookétk attempts to analyze Indian
modernism from the subaltern perspective. Subselyudre places Ramkinkar Baji
as a pioneer of Indian modernism. He argues thagce of modernism in India is
first seen in the works of Ramkinkar Baij. It ischese of the way that his works
have sought a radical change against the notionanfistream modernisnThrough
this article, citing a case from the book by Patthitter's, Triumph of Modernism,
Santhosh explains how the Indian art historiograpay been misappropriated by
the elitists(60).

If imperialism/royal patronage promoted mainstrestistic practices during
the colonial period, the same job was actually nakeer by capitalism in the
postcolonial period. Through the hand of capitalist dealers and network of
galleries, the art practices thrived in postcolbhidia. In terms of historiography of
art, Indian art was often referred to as mainstreaimand ignored the “other”
streams despite differences between the mainstesanthe marginalized stream.
However, the marginalized voices have hardly begmesented or archived by the
mainstream practitioners in the historiography mdian art. They were forced to
overlook the representation of the marginalizedabee of the elite patronage and

the elitist’s bias of the industry.
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The two words in the title of this thesis, 'Voieid ‘Void' must be read with

reference to the “graded inequality " existing imdie which was vehemently
criticised by Dr. Ambedkar. In a graded inequalitlye lowest grade people are
always voiceless. Their emotions, cultural expssiand their history are “muted”
by the brahminical hegemony and the “muted” spatehe historiography is

represented by the term “void”. The Subaltern Stsidbroup tried to address the
issue of the silence of the subalterns from a Gecanstheoretical framework and
from an universalist class perspective. They haesluhe term subaltern in general
to refer to all those who are economically disadaged and did not consider one of

the core elements of Indian society, the caste.

Gayatri Chakravorty Spivak (2010) tried to addréssissues of the Indian
subaltern women and observed that the voices ofemamIndian society are muted
by patriarchal domination. In the extract givenadvel she connects the subaltern

women with colonialism:

The question is not of female participation in igg@ncy, or the
ground rules of the sexual division of labor, fothof which there is
“evidence”; rather, both were used as object ofomalist

historiography and as a subject of insurgency, ghahe ideological
construction of gender keeps the male dominanh the context of
colonial production, the subaltern has no histang aannot speak,

the subaltern as female is even more deeply incsha@l)

To Spivak’s observation on Indian women’s sociasifpon an additional
guestion is added in the present study: “Can ¢laé subaltern artists speakThe
discussion of “Voice and Void” is from the perspeetof Dalit subaltern, especially
Ambedkar’s ideology. “Voice” is not used here mgrid refer to sound but to the
plurality of the voices of voiceless people. TheneéVoid” represents the vacuum
in the portrayal of the marginalized voices in #reand historiography of India. To
address the core issue of the erasure of the subalttists, an attempt is made in
this research to analyse the subject matters thgiatrayed in Indian art during the

last one hundred and thirty years and by examitiiegsocial and cultural relevance
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of the works.

The major issues/themes of the Indian artistsatous and historians from
the nineteenth century to the first decade of tyinst century predominantly
were: epics, nationalism, patriotism, religious rhany, woman empowerment,
globalization, ecological issues, urbanization dburing the same period, the
representations of pivotal social issues like cagtestices and gender inequalities
have not been visible enough in the works of artidtthis period. Despite the fact
that discrimination in the name of caste and gehdsrbeen a more vital social issue
of Indian society compared to other issues, thistast this time rarely portrayed it
in their works. Therefore, it is essential to emguihe reason for the absence of
representation of the experiences of the voiceleise mainstream art practices and
art historiography in modernist India. When we d¢des the parallel
historiographies of other forms of cultural express like literature, film, and
theater, we find that these mediums had articuldked serious issue of caste
discrimination faced by the marginalized. Therefaee needs to ask the question
whether this absence of representation of the maliged in Indian art is accidental

or intentional.

While comparing mainstream visual art practiceslmafia with the other
forms of cultural expressions, one can approachsthmltern experiences (Tribal/
Dalit/ women/ LGBTQ) including caste discriminatiand other social inequalities
from various perspectives. Though the tradition waiters dealing with Dalit
lifeworld especially, caste and untouchability dantraced from the beginning of
the twentieth century in the works of PremchandJkMRej Anand, Raja Rao, R. K.
Narayan, Bhabani Bhattacharya, Mahasweta Devisksifarnard, Arundhati Roy,
Vijay Tendulkar, Padmini Sen Gupta, Tara Shankand®padhyay, Gopinath
Mohanti, and so on. The perspective from which tlemked at the phenomena of
caste was either Gandhian or Marxist.

The first manifesto of Indian Progressive Writ&issociation established in
London in 1935 under the leadership of Mulk Raj Adathe All India Writers

Association set up in Lucknow in India on April 1936 under the leadership of
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Munshi Premchand and the Progressive Writers dason launched in Calcutta
in July 1936 emphasised that writers must dedl tWithe basic problems of hunger

and poverty, social backwardness and politicalestlgn”(Sapfonline.org).

Main themes of the literature written by the pexgive writers of India are
anti-colonial consciousness, the tensions betweadition and modernity, Indian
struggle for independence, the glory of Indian l@ation and so on. The writers
tried to present the social reality of colonizediém society and characters of their
stories were the poor deprived people who had beered equality and even basic
human rights. Even as these canonical writers ofakoealist literature portrayed,
class, gender, and other inequalities, they onmglyaaddressed the pernicious caste
system in Indian society, believing that the disous of the problems of caste

would be anti-national and divisive.

The representation of the marginalized, especidlye Dalits and
tribals/Adivasis, from the perspective of Ambedkariwas an offshoot of the Dalit
social cultural and political movement and its admgtion, particularly since the
1970s. The emergence of the Dalit Panthers (égadlorganization formed in 1972
in Maharashtra) contributed to the evolution ofieas Dalit political affiliations in
India is a significant turning point in the devehognt of Dalit literature. Since then
there have been a number of literary works pubtishelndia which deal with the
issue of caste discrimination in various regionahguages: Marathi, Telugu,

Kannada, Tamil. Punjabi, Oriya, Gujarathi, MalayaJdo mention a few.

The English translations of modern Marathi Dalierature anthology
entitled Poisoned Breadedited by Arjun Dangle, with a prefatory note bwilG
Omvedt, generated a serious debate in Indian titesjphereNo Alphabet in Sight,
edited by Susie Tharu and K. Satyanarayahlae Oxford IndiaAnthology of
Malayalam Dalit writings edited by M. Dasan et.al; anthe Oxford India
Anthology of Tamil Dalit Writingedited by Ravikumar and Azhagarasan point out
the limitations of mainstream literary historioghgpand provide a new direction to
the history of Dalit literature and discourses. eoits of these books are the finest

examples for “speaking subaltern” from the literavgrld. The introductions of
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these volumes open up a new discourse on the espati®n of Dalit writing in the
context of Indian modernity. Dalit writers, schdaacademics and critics have
been challenging the mainstream writings about tBaks their portrayal 5
culturally biased and false. Dalit writers have eonp with their own writings
characterized by authenticity of experiences aridegoof protest against the social
stratification on the basis of caste. Some of themment Dalit writers who
pioneered this are Baburao Bagul, Namdeo Dhasledmbn Mane, Omprakash
Valmiki, Narendra Jadhav, Sharankumar Limbale, Afpangle, etc.

When we come to Indian Drama and Theatre, we sieedine between
social activism and art. There have been numetoestres that deal with the issue
of untouchability and other social disparitiegijay Tendulkar, who enriched the soil
of Marathi Literature with his genius, in some @ plays and short stories has tried to
represent the struggle and mental turmoil of thdit®aesisting the oppressive
mechanism of the caste-based social structurasi8akharam BindeandKanyadaan,
there are many a vivid and vigorous account ottiresequences of oppression resulting
out of caste binariedlodern Dalit theatre challenges the enduring alitdus of the
classical drama and creates a new vocabulary dagtiescaste hierarchy and
represented the sufferings and struggles of theuchtables. Usha Ganguliudali
is a best example for the representation of Dailiter in theatre. The play focuses on
the enormous economic disproportion that has briotighlife of low caste women
to an animal level in order to survive under theregsion of a rich, higher caste

man.

K. A. Gunasekharan’hodu (Touch) and Bali Aadugal (Scapegoats) in
Tamil, A. Santhakumar’s Kakkakkinaavu (Crow-dream) and Swapnavetta
(Dreamhunt) in Malayalam portray caste discrimioatprevailing in contemporary
India. Mainstream Filmmakers were also aware ofdisparities among the people
based on caste but their portrayal of DAliivasi situation were are not often
realistic or accurate. There are plenty of moviles Achhut Kanya(Untouchable
Maiden, 1936) directed by Franz Ost&uyjata (1959) directed by Bimal Roy,
Ankur (Seedling, 1974) directed by Shyam Benegal, Badandar (Sandstorm,
2000) by Jagmohan Mundra which portrayed caased discrimination in Indian
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society from a pro-Dalit perspectivAchut Kanyawas made at a time when caste
discrimination was widely prevalent in India. Pasting a love story between
young brahmin boy and an untouchable girl, this imavas one of the first films
that spoke about the caste system and the livBglds. Indeed, even today one can
find similar real incidents reported in daily newpprs where the couple is
tormented and forcefully separated, sometimes meddi@ the name of caste, and it

is known as honour killing.

Contemporary Indian regional cinema has been glyoportraying the
problems of Dalits, expecially in Tamil cinema. Thienmakers like Pa. Ranjith’s
Attakathi (2012), Madras (2014), Kabali (2016) andKaala (2018), Gopi Nainar’s
Aramm(2017), and Mari SelvarajBariyerum Peruma(2018), etc. have managed
to raise questions of representation of Dalits laaek produced films showing Dalit

ideological position.

Recently musicians like T. M. Krishna have opestposed the brahmanical
hegemony inherent in the Carnatic music traditid@.not only performs his concert

for the marginalized people but also has beenigalliy vocal about it. He says:

To me, it became automatically a question of idgrand ownership,
privilege and entitlement... and how to break ttiaster of privilege
and make the form more egalitarian. Let me be cledrave no
problem with the upper-caste Hindu Brahminical eontof Carnatic
music; my issue is with hegemony of one kind ofteahover others.
What | do have a problem with is the lack of otherces in that
space. We do not have, for example, the Dalit Hinadice in

Carnatic music. (qtd. in Sharma)

Similar counter-cultural discourses are hardly nseée modern and
contemporary Indian art. Before embarking on thesent research, the researcher
has gone through a few theses, related to the afr@aodern and contemporary
Indian art. A brief review of the major works raldtto the area of study is attempted
here. Urmi Kessar looks at modern Indian art frbmn perspective of social content
in her doctoral thesis “Social Content In Moderdiém Painting Volume 2” (1982).

21



She traverses through various phases of Indiarprarcolonial and postcolonial
including those of the 1950s and 60s and pointgtmattmany of the early modern
artists could not perceive social realities throtigiir works. Instead of addressing
the root causes, they romanticized the facts. f@sis also explains how European
artists influenced modern Indian artists and altic analyzes the aesthetic gap
between the contemporary artist and traditionalaimcart. Sanjoy Kumar Mallik’s
thesis entitled “Developments in the Modern ArBefngal Since 1940s Volume 1”
(2001) investigates the important ideological anddogical changes in Bengal art
during 1940s and 1950s especially with the refexdndhe “Famine of 1943”. This
thesis also looks at the modernist premises oCileutta group and the formulation
of “contextual modernism” within the localized degnaphy of Santiniketan. “A
Critical Study of Modernity in The Art of South lredwWith Special Reference to the
Madras School 1960s And 70s Volume 1 TekZ004) by Ashrafi S. Bhagat
critically analyses modernity in the fine arts deped in South India, especially in
Madras School. She also analyses how the colomidl pstcolonial period has
impacted the art education of South India and bnbagiew identity to South Indian
art which enabled them to have a debate on regimodernity. Seema Khan in her
study “Folklore and Motifs in Jamini Roy's Paintsig(2007) explains how Roy
has given a new idiom and direction to Indian grtrizorporating folk tradition into
his art practices. By analyzing his contribution lnidging the gap between
traditional rural Bengal and colonial Calcutta Slees Roy as a pioneer of modern

Indian art.

Kathleen Lynne Wyma through her thesis entitlechéTDiscourse and
Practice of Radicalism in Contemporary Indian A36Q-19907(2007) explores the
trajectories of this particular art movement. Sheesves that this movement was a
counter to the existing mainstream art practicest twas controlled by the
intelligentsia. “Art Artist and Society: A Study iSociology Of Art” (2008) by
Poonam Gandhi Moirangthem explores the relationbkigveen art, artist, and the
society in the context of the Baroda School. Thissis addresses the fundamental
problems and the conflicts in Indian art practicenf a sociological perspective.
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This thesis also highlights the voices of Indiannvenm artists generally overlooked

by the art world.

“Tracing the Regional Modern Emerging Art TrendsBiengal Since 1970S
Volume 1” (2009) by Nandini Ghosh tries to position “modern” in tbentext of
Bengal regional scenario. This thesis tries to meakeaph of various perceptions of
“modern” from the postcolonial period up to the y2808. It also explains how the
Marxist ideology played a vital role in the socioklfical sphere of Bengal during

the second half of the POcentury. Atreyee Gupta analyses the trajectories

(@)

modernism in Indian art in the context of Gandhi@wedeshiinterventions/
movement in her dissertation, “The Promise of thedbtn: State, Culture, and
Avant-gardism in India (ca. 1930-1960)” (2011). Sklso explained how art is
socially engaged during that time and how muchsivalid in the contemporary
socio-political scenario with reference to the a$e¢he Baroda art institution.

Ganesh Nandi discusses the contribution of RakakiBaji to the modern
sculptural practice of India in “Works of Ramkinkd&ail—Conventionalism
Modernity and Beyond(2012). Nandi traverses through the trajectorieBaji’s
sculptural explorations and analyses his workserms of representation of subject
matters and their social relevance and places Birtha first modern sculptor in
India.

Vikas Gupta, through his thesis “Abstraction indéon Indian Art: A Study
in the Post-Independence Indian Painting (1955-P02013), analyses the
developments of abstractionism in the western andndian modern painting
chronologically and explains how the abstractigriesof Indian painting has been
adapted from European abstractionism.

“Resistance in Imaging Women in the Contemporaisu® Art of India”
(2013) by Abhibrata Chakrabarty tries to re-imagthe identity of women in
contemporary Indian visual art. Situating the studithin the framework of
postcolonial theory, she archives the represematdi women images within the
context of five important artists’ works: Bikash &tacharya, Arpita Singh,
Ravinder Reddy, Pushpamala N. and Chandrima Blmattgga. The researcher

23



concludes with the observation that the representaf woman in the Indian visual

art had been narrowed in the colonial time comp#rdte past.

“Framing Pre-Modern Indian Art; Art and History(2013) by Sarada
Natarajan examines how the sub-discipline of preleno Indian art history frames
its objects discursively. She tries to problamitize approach of the pre-modern art
history writings comparing them with the postmodeapproach of writing of art
history. Eventually, she also enumerates the ltoina of pre-modern Indian art

history writings.

Priyanka Kulshreshtha analyses the works of copteary Indian women
artists with regard to social themes in their pagg in the work,” Depiction of
SocialThemes in the Painting of Contemporary Indian WorAdrsts” (2015). She
explains the various vocabulary used by the wonrést&to incorporate socially
relevant themes. The study mainly focuses on theksvof Arpita Singh, Nilima

Sheikh and Arpana Caur.

“The Women Artists of Early 20th Century Bengaheit Spaces of
Visibility, Contributions and the Indigenous Modem” (2015) by Aparna Baliga
Roy critically examines the reason for the exclasmf women artists in the
historiography handled by the mainstream historiansl tries to position the
unnoticed women artists of Bengal in the mainstrdastoriography. She also
argues that the evolving concept of women artigtsot be read through a study of

autonomous existence of the art objects.

Runa Shelina Banu, in her thesis “A Critical Stuodly Progressive Art
Movement in Bengal” (2005), analyzes the variouagels of Bengal School from
the 19" century to the mid-20century. She scrutinizes the Company painting, the
revival of 19" century and the Progressive Art movements of Beaga discusses
various issues related to art and aesthetics.

The dissertation “Critical Writings on Modern ladi Paintings (ca. 1900-
1970 AD)” (2018) by Anantdeep Grewala chronological study of the major trends

and approaches in art criticism; how they evolvedl dhe major phases of
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development in India. The thesis has positionedattiecriticism in India from the
beginning to the contemporary scenario. The thesistled “Modern Trends in
Indian Arts with Special Reference to the Partitgra of Delhi Based Women
Artists in Triennale Events from 1968 to 2000: Amafytical Study”(2018) by
Huma Khan analyses the works of the Indian woargists belonging to the 20
and the 2% century. It also explores the subject mattersioua technigues and
medium that the women artists have been usingdiamart. “Globalisation and its
Impact on Contemporary Indian Art” (2018y Vrushali Dhage tries to critically
examine the Indian contemporary art, importanstgind their works in the context
of globalization. She examines the impact of glaadion with reference to the
socio-cultural-economical changes, and how Ind@amemporary artists adapted to
them.

After a perusal of various theses related to mod@d contemporary Indian
art, it can be concluded that there are hardly stogies on the topic of research
which is presently undertaken in this thesis. Hesve “Spectres of Caste:
Institutionalisation of Art in Modern India” (2018)y S. Santhosh shares certain
ideological and theoretical position with the praswpic of this study. Santhosh
looks at the historiography of Modern Indian aronfr the “minoritarian”
perspective. In order to identify the problems [stirsg in the mainstream art
practices he adopts the Subaltern and post stalctiveoretical perspectives. By
deconstructing the historiography of Indian maieatn visual art practices Santhosh
critically analyzes modernity in art positioned the mainstream historians. His

attempt is

[T]lo understand society and culture in terms of sistems of
exclusion; its systems of invisibilisation. In othgords, it is a study
about the forms of epistemic violence unleashedanpus modernist
discourses in the name of consolidation, systeataiis and

integration of the cultures of the nation.” (“Spestof Caste3)

Santhosh also explains how the caste has beemglaycrucial role in the

realm of Indian “modernity” as well as in the craéictor. Though his thesis shares
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certain commonality in terms of ideological anditicdl perspective, this study is
more focused on the representation of Dalit/AAdiViées world and counter-cultural
discourses in modern and contemporary art practicebdia. Analyzing the
historiography of the last hundred and thirty yeafsindian art practices is a
difficult task and the exploration is based on tedi materials available. In order to
explore the issue, the present researcher recauireference point to analyse the art
works of various artists and art historiographyatove at a comparative evaluation.
Hence, N. N. Rimzon has been chosen as the cenitdrfpr reference in this study.
Nevertheless, the structure of this research iserolusively to evaluate Rimzon’s

works and his contributions.

This thesis is primarily divided into three chaptdn the First Introductory
Chapter, the major arguments and objectives ofthiesis are stated. A critical
evaluation of Indian modernity vis-a-vis Westerndamity and their impact on the
socio-cultural milieu of India in the light of majpolitical ideology and dominant
aesthetics is also attempted in this chapter. Tieeréetical framework used for
analysis in the study is also explained here. Afberitical review of the theses,
dissertations and books related to Indian Moderh i&ralso given in the first

chapter.

The Second Chapter tries to problemitize the hzgoaphy of modern and
contemporary visual art and it provides a briefoart of major Indian artists, art
movements, and theoretical approaches and poliiieadlogies reflected in their
works during the discussion. It also provides #aai overview of the evolution of
Indian art from the late 19century to the contemporary period and this segmen
explores the subject matters Indian artists hawen lealing with in their works
throughout colonial and postcolonial phases. Camppainting, Ravi Varma,
Nationalistic phase, developments in SantinikeRnogressive Art Group, Baroda
School and the influence of K.G. Subramanyan in ¢dbetemporary Indian art,
distinctive voices oBupan Khakkar and the Marxist view of Vivan Sundayahe
emergence of Radical painters and sculptors aggmavoice of the women artists

and the subject matters of contemporary artistscateally examined from the
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subaltern perspective. A critical analysis of tapresentation of the marginalized in
the works of Indian artists and the contradictidmetween their ideology and

practice is also critically examined.

The Third Chapter critically analyses the worksMf N. Rimzon as an
instance of representation of marginalized from Ambedkarist and indigenous
perspectives. This chapter also shows how Rimzaniks point out the necessity
of artists to attempt to offer a counter-culturehgiice to the dominant culture. A
comparative study between artists from the West d&idhzon and his
contemporaries are also included. Attempts are mlade to trace the influence of

Sramanadradition in Rimzon works in this chapter.

The Conclusion will sum up the arguments in otdgustify the hypotheses
and will state the reasons for the “void” in ttim@dern Indian contemporary art.
The limitation of the application of western thesriand pedagogy in Indian art
education will also be pointed out along with mdtiforth a few suggestions to
make it more inclusive.
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Fig.1. Rimzon,N.N. Far Away from Hundred and Eight Feel995. Site Specific Installation.
Terracotta Pots and Straw Brooms and Ropes. Dimesdiariable.Buddha Jayanti Park.
New Delhi. Image courtesy: Artist.

Fig.2 Millet, Jean-FrancoisThe Gleaners1857.0il on Canvas. 83.8 x111.8 cm. Musée d'Qrsay
Paris.Web. 14 April 202Mttps://en.wikipedia.org/wiki/The_Gleaners
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Fig.3. Courbet, Gustavdhe Stonebreakerd.849.165 x 257 cm. Oil on Canvas. Web. 14 April
2020.https://smarthistory.org/courbet-the-stonebreakers/

Fig.4. Van Gogh, VincentThe Potato Eatersl885. 82 cm x 114 cm. Oil on Canvas, Van Gogh
Museum. Amsterdam. Web. 14. April. 202atps://www.vangoghmuseum.nl/en/collection/
s0005V1962
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Chapter 2

Problematizing Historiography and Art Practices ofModern
Indian Contemporary Art: An Overview

2.1 Problematizing Historiography

In order to analyse the problem of voice and voluclw has been posited
through this research, it is necessary to havetiaatranalysis of Indian artists, art
schools/ movements, art historians and art critm® a subaltern perspective. Most
of the works of art created in the past have bgareziated along the line of
interpretation of art critics as well as art higos. Until the period of Conceptual
Art (1960), the artists generally kept themselvesyafrom describing their works
of art. Appreciations of art work have often beasdxd on the reviews and critical
writing of art critics published through various gaaines and catalogues.
Eventually, those pieces of critical writings acauated in the form of art

historiography of modern and contemporary Indidan ar

Due to the absence of serious and comprehenstaibgraphy of Indian art
is difficult to compare it with the historiograplgf Western art. A work of art
cannot be seen only as a visual form. It also bdsetviewed as a cultural product.
Its aesthetic as well as its socio-cultural sigaifice has also to be taken into
consideration. Art historians and critics have been approachimgke of art from
various perspectives: philosophical, aesthetics @oldical. The twentieth-century
art historiography and criticism reflect this pliisa in approaches. Before
attempting a critical overview of the work of aatsd the artists of various periods it
is essential to look at the historiography. An ustinding of how the various
theoretical approaches and methodologies adoptéukihistoriography of western

art have evolved will help one to discern its iefige on India.

Works of art in the West since the laté"k®ntury have been viewed from
various theoretical perspective like Kantian-Hegi@gm, Marxism, Structuralism,
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Phenomenology, Poststructuralism and Postcolomalidowever, the approach of
each historian was varied from each other. The rmopbrtant thing in writing
history or reading historiography is the perspectrom which one is looking at it.
The history written by a person who has the primiargd experience will be
different from the history written by a person whas got only a secondary
experience. Manda Boetzkes explains how the diffage in experience influence

methodologies or perspectives of the historiogresahe

The ethical quandaries surrounding issues of stibgcand the
interpretation of art often revolve around the dques of who is
representing, who is represented, and who is lgpkamd around
how these dynamics produce and reproduce visutdragsof power

on the basis of gender, race, and libidinal deéd4)

The idea of “New art history” approach on histgriaphy in the West opens
up possibilities of writing art histories from vaus theoretical perspectives like
Marxist, postcolonial, poststructural, feminist aueer theories. Johnathan Harris’
book The New Art History: A Critical Introduction(2001) emphasizes the
importance of the new approach of art history aftemporary times. He states that
the Marxist art historians have always drawn orohisal materialist philosophy
developed by Marx himself though clearly in diffegiways and to differing degrees
related to specific social, political and ideolaicontexts (12). Eric Hobsbawm,
one of the world’s most renowned Marxist historiaggen asserted that Marx was

‘the main force in “modernizing” the writing ofiktory’ (qtd. in Perry 1).

Marxism has enabled historiographers to engage productive dialogue
with new historical approaches. Subir Sinha anchRa¥arma point out of some of
the valuable contributions by Marxism on knowledggeduction in the following

words:

Recent re-engagement between Marxist and postedltmeory has
produced new thinking and writing on world systems:Third-

World’ aesthetics, opening up fresh ways of thigkihe relationship
between capitalism, modernity and aesthetic forms Buggests that
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neither ‘Marxism’ nor ‘postcolonial theory’ are bta categories:
they are evolving positions, responding both tonév@nd processes
in the world, and challenges, internal and extenmatheir modes of

comprehending such events and processes. (Suba,&A6)

But Marxist historical materialism was very muchré&eentric and to a certain
extent it stagnated with its own limitations to eek$ the various problems beyond
class issues. To address the diverse problemdglesasted and newly emerged in
the colonial and third world non-European countriEsnand a new theoretical
perspective beyond the frame of class struggle. é¥ew the contribution of

Marxism cannot be ignored completely.

The development of postcolonial studies and paststralism envisaged a
new methodology to address the persisting problérthe® oppressed. It enabled
historians to perceive historiography from the pective of the oppressed. The
institutionalization of writing history becomes meocomplicated and problematic.
This has to be viewed from the angle of “knowledge power”. The accumulated
knowledge in the hands of certain groups has bemmsformed into a mode of
power. Subsequently, this power has been used tataitathe social hierarchy in
which they become dominant. Historiography anccaticism of Indian modern art
can also be viewed from this perspective. Moreotrer,amalgamation of religious
and spiritual aspects also was very much visibldéapproach of many Indian art
historians and critics. From the colonial to conpenary, the art historiography has
been constructed in a linear way. The critics aistibhans evaluate works of art
from their own “apparatuses” of aesthetics insteddevolving a vocabulary
appropriate to specific works. With their monolithjardstick they not only define

what is high or low art, but they also draw a sblsiararchy among the artists.

Parul Pandya Dhar explains the origin and evatutab Indian art criticism
and historiography in her bodkdian Art History; Changing Perspectivé2011)
as, “Critical introduction to the historiography bfdian art sets the stage for and
contextualizes the different scholarly contribusoron the circumstances,

individuals, initiatives, and methods that haveedasined the course of Indian art
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history from colonial times to the present” (2)hile describing the cultural history
of India between 1870 and late thé"agentury in his book titledVriting Cultural
History in Colonial and Postcolonial Indiddenry Schwarzoints out how Indian
writings of history and other documents were doit@da by European
historiography, which was very prominent at thateti He traverses from the late
nineteenth century to the present time and exerepliiow later Indian scholars
reached a point to address their own issues amdtaldring projects like Subaltern
studies (5).

From the postcolonial to the present time the cspalitical scenarios of
India have been transforming through different plsa#t is important to look at how
much these changes got reflected in visual artrbedmnbarking on analyzing the
representation of subalternity in them. Historaggry of modern Indian art shares
ambivalence between the idea of nationalism andcplamialism and the art
historians and critics have been confused withehes On the one hand, the art
critics and historians have been interpreting timadin of Western style and Indian
themes as modernism in Indian art; and on the dthed, they were also attempting
to construct a nationalistic narrative based onsth@o-political-cultural events of
the time. With globalization which facilitated tf@egrounding of the plurality of
voices, artists moved away from the usual narrativenodernism and nationalism
to concrete and fragmented ideas. Consequentligritigraphy of Indian art also

witnessed changes in the perspective.

In her essay, “Art Criticism In India: A Brief @wiew” (2000), Gayatri

Sinha observes that,

the art criticism in India is a colonial contriboai and it appeared for
the first time in English Journals. Otherwise, thegional and
traditional writings on art and aesthetics werespnéed as natural
commentaries at courtly art conventions and poetieetings.
However, twentieth-century onwards the English etled Indian
critics began to contribute their insight over iWestern and Eastern

aesthetics through different mediums. With the gy@ece of new art
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schools at different parts of the country—Calcudadras, Bombay
and Lahore—by 1850s, the British had already geverew direction
to the academic studies on art (n. pag.).

Most of the scholars consider Ananda Coomaraswamyhe pioneer of
Indian art history. On Coomarasway'’s interventionart historiography in India,

Parul Pandya Dhar observes:

He placed the text- image relationship at the eeafrhis relentless
investigations into the roots and rationale of &sliartistic past. He
sourced Vedic and post- Vedic texts, Buddhist amdalliterature,
treatises on art and architecture, varied genresndian literary
writings, as also a few epigraphic and numismatiorses to marshal

evidence towards his objectives. (6)

She also quotes James S. Crouch observing that @aswamy “was at the
forefront of ‘Nationalist’ responses to ‘Orientalisconstructions of Indian art
history during the colonial period” (gtd. in Dhai6}.

The Indian art historians have been tracing th@ugon of artistic style in
the beginning years or writing art history. Evetiiyyahe focus of art history turned
towards ideas that are more inclusive. Understantie historiography of Indian art
is more complicated since it is having multiple g&& religious, philosophical, and
aesthetic. Predominantly the art historians ofipdependent India were searching
for the origin and style, influences, similaritiesth art practices of other nations.
Though Indian art historians and art critics haeerbadopting new methodologies
to approach art practices and art history in thetqmonial phase, they hardly used
the theoretical approach of Subaltern Studiesh@tsame time, one can see such in
other cultural expressions like literature, filheatre, music and so on as already

explained in the introduction.

When we search for the real reasons for the extcluef the subaltern

representation from the mainstream art historidgyagve find the same reasons in
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the mainstream/elite social history of India. @ exclusive nature of Indian

nationalist historiography, Dipesh Chakrabarty aggthat:

Indian historiography was structured from the begig as a battle
ground where imperialist and nationalist versiorisimaian pasts
wrestled with each other in their attempts to legie their
respective projects. It is true that the first modhistories of India
were written by European colonists but, for theiomtlists, they

never amounted to an Indian history in any ser&63)

Ranajit Guha also explains how the bourgeois-natist and colonialist
elitism have monopolized the historiography of indHe argues that both this
bourgeois and colonialist approach of historiogyapé the by-product of the

colonial period. Ranajit Guha notes:

The historiography of Indian nationalism has foloag time been
dominated by elitism - colonialist elitism and bgeois-nationalist
elitism shar[ing] the prejudice that the makingtié Indian nation
and the development of the consciousness-natiomakich con-

firmed this process were exclusively or predomilyaelite achieve-
ments. In the colonialist and neo-colonialist histgraphies, these
achievements are credited to British colonial sjlexdministrators’
policies, institutions, and culture; in the natibsta and neo-
nationalist writings -to Indian elite personalitiesnstitutions,

activities, and ideas. (“On Some”, 1)

Historiography is a phenomenon that evolves from® event to another from
past to present and all events are recorded ihighery based on the previous record
of events. The historians always take referencen ftbe past-recorded history to
construct the present history. In short, what kiidechnique the colonial writers
followed to construct their past and their preseas taken as a reference by the
postcolonial writers to build the nationalistic toisy and eventually it becomes a
kind of linear perspective of historiography. Dugyithe transition period from
colonial to postcolonial, the role of writing hisyoshifted from the colonizer to
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colonized. Predominantly, the Indian elite histosiawere more focusing to
construct nationalist ideologies through their imgt Consequently, the internal
social problems were not addressed or documentedgh their writings and data

collection.

The elitism in modern historiography is represéntet only by the elite
historians but by the elite artists and viewerse Tdck of critics, art curators and
historians from Dalit or subaltern community ane tlack of such perspectives
among the dominant art fraternity are the majosoea for the exclusion of the
representation of Dalit or subaltern in the mod=sntemporary art practices.

2.2 Early Representations of the Subaltern

When a discussion on modernism in Indian art srisegeneral, there is a
disagreement on the beginning of modernism in Imdig; whether it originated
with the Company paintings and Kalighat paintingswith Ravi Varma. Since the
assumption on “Indian modernity” is based on tha@aanodernity and its reflection
on the cultural expressions of that particular gekrthe works of Varma, Company
painting and Kalighat paintings have to be vieweninf the perspective of Subaltern
historiography. To begin with, a brief critical dyss of the content and style of

Company paintings carried out.

Company style or Company painting is a term fdryarid Indo-European
style of paintings made in India by Indian artistssany of whom worked for
European patrons in the British East India Compangther foreign Companies in
the 18" and 19" centuries. This particular style blended tradiioalements from
Rajput and Mughal painting with Western treatmehperspective and rendering
techniques. Most paintings were small, reflecting Indian miniature tradition, but
the natural history paintings of plants and birdsrevusually life-size. Many art
historians and critics observe that modernism ghidn art begins with Company
paintings. However, viewing the modernism in arbnfr the perspective of
“modernity” the traits of modernism in Indian adrcbe seen in Kalighg&intings
because it was socially engaged. On Kalighat pagetKrishna Chaitanya observes
that:
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The Kalighat artists who belonged to fatuacommunity of Bengal
which had made pictures for the entertainment efctbmmon people
for generations and they did not have the kind arftact with the
Britishers which the Company school painters had.tBey created a
distinctive art which differed from both the tradital Pats and
Company school work and reveals some extraordinaticipations

of modern painting. (112)

Tapati Guha also says that Kalighat patuas adnigsl to the streets and it
was an expression of outcaste Calcutta. Kalighdatigsa paintings should be
celebrated as authentically Indian works that regméa specific reaction to colonial
rule from an indigenous perspective. These artiistged in a colonial urban setting
all the while maintaining traditional imagery andltare, operating under the
aesthetics inherited from their forbears and meditoy them (18-23). The colonial
rulers and Indian elites catered to the intereshefupper class and hence both of
them never tried to promote the traditiort@hlighat artists or appreciated the
aesthetics of thKalighat patuas The bold and rough expressionKaiighat forms
did not conform to the dominant aesthetic criterreentioned in Bharata’s
Natyasasthraor Bamaha’'sKaavyalankara Moreover, the subject matters of the
Kalighat paintings were related to everyday life. Anothegison for not promoting
them may be thaalighat painters were political and they portrayed sosalies
sarcastically through their works and exposed trgradictions that prevailed in the
society (fig.5). Instead of choosing tKalighat artist, the Company trained the male

artists from the elite class and appointed theth@€ompany artists.

Lower classes in Calcutta, such as Kedighat patuas had very limited
contact with the ruling classes. The majority oérthdid not receive any direct
benefits from colonial rule and were not permitiietd even the most inferior levels
of employment. Lauren Slaughter substantiates rdeggenous origin oKalighat
painting and explains how the true substantiateth@Kalighat painting tradition
got diminished with the colonial interventions (25Quoting Sumanta Banerjee,

Lauren explains that the British had no role intgying contemporary life in
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Kalighat paintings as the majority of art historians claimhsstead of that they
painted the subject matter according to their a@®wiand what they thought
important to them. When a significant portion otisty began to reject Indian
tradition, the patuas lost patronage. So, like atitngr business-focused person, they
adapted. They turned away the Hindu deities antetutoward modern life, yet they
maintained their traditional style while providimgual commentary of their new

globalized world (qtd. in Lauren 253).

Jamini Roy also appropriated the Kalighat stylegpainting to develop his
own personal style in the name of nationalism @awvaelism and achieves a special
place in mainstream historiography as one of tbeg®rs of modern Indian art. The
modernism in Roy attributed by the mainstream histwaphy has nothing to do
with the “modernity”. Instead, this observation hade taken as recognition of his
ability to appropriate indigenous cultural expressi and bringing new hybridity in
visual language. The traditionghlighat artists tried to depict the everyday life of
marginalized people and rejected ancient Sansksihatic canons. In fadfalighat
patuaswere one of the first representations of subaltdemtity in Indian art. In
short, Kalighat paintings are all about freedom, tradition, socgponsibility, and
representation of the marginalized. If we consitliodernism” based on the
“Modernity” prevailed in the approach of the adisthe Kalighat style of painting
has to be considered the first example of it.

Modernity or Hybridity in Raja Ravi Varma

Developments in the theoretical field help pedpl®ok at works of art from
various critical frameworks. It also helps one tocially and historically
contextualize a work of art rather than describting technicality of it. The term
Modernism in the West is generally associated vd#al visions of human life and
society and a belief in progress. If we considexr $lubject matter as a deciding
factor of modernism; romanticism and realism cao dde considered as first signs
of Modernism in the West because it was the firsietthe Western artists got
relieved from giving importance to religion and {payed the lifeworld of ordinary

people. If European modernism is taken as a benthimaassessing modernism in
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Indian art, could Raja Ravi Varma be considereditseIndian modern artist as the
majority of the Indian art historians and critiakel Partha Mitter posit (Art
And179,180)? In fact, he was accorded this position His contribution in
bringing hybrid language by combining western teghes and Indian themes,

which brought a new visual sensibility to Indiah &eeta Kapur observes that,

[O]Jur modernism could also be redefined via suchgdistic
disjunctions as occur in the course of the mostdlt adaptations,
thereby opening up, even by default, figural devit®at match the
very exigencies of colonial, excolonial and clefentities. [.....] It is
precisely in such matters that Ravi Varma is tréisjputable father

figure of modern Indian art. (“When Was”, 147)

Though the subject matter of his portrayal weedpminantly elite /savarna
life he also portrayed marginalized subjectivitiEeere Comes Pap@iere Comes
Papg (fig.6) , Reclining Nayar Ladyfig.7), Gipsy Womer{fig.8) , Village Belle
(fig.9), Woman Washing Clothefig..10), The Barber(fig.11), Toddy Tapper
(fig.12), andLady in Prison(fig.13) are instances. Kapur, the mainstream Indian art
critic and historian interprets Varmalhere Comes Papfiom the background of
social customs that prevailed during the periodkerala and described it as an

expression of “nascent modernity”. She elaborates:

Socially permitted liaisons with higher-caste mernveg the
matrilineally positioned nair women ambivalent edignificance.
As coded icons they are paradoxically thematize®Rawvi Varma's
oeuvre: these are his Malalabar beauties. In timeegpictures with
narratives (such as the 189here Comes Papa)e develops
conventions that are pictorial equivalents to dooiesstom and local

etiquette in an as yet a nascent modernity. (“Whas”, 152)

However, looking from a subaltern perspectiVveere Comes Papawith a
girl child in her hand waiting for the child’s fah—could be seen as a
representation of a Sudra (lower cast®man of South Travancore of his times.

The position of Nair women during the period need¢ understood in relation to
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the two marriage practices prevailed during theefitialikettu kalyanam and
SambandhaniThe Sambandhamefers to a “sexual liaison” between a Namboodiri,
or a man belonging to a caste higher than Nair bigh ranked Nair, and a Nair
woman. The system of Namboodiri inheritance washstlat the oldest son
inherited all property and only he was allowed tarrm a Namboodirwoman. The
younger sons on the other hand entered into aanad#i with Nair women and the

children born out of this relationship were raisesd\air caste.

As polyandry and hypergamy was prevalent durirgtittne, men could have
more than oneambandhanpartner at the same time. Women also might takeoon
more partners and bear children by them. Nor Wwéltnen have any legitimacy over
the children in the relationship. Such inter-casteple could not live together as the
Nair women were not allowed to live with an uppaste husband. The husbands
used to visit the wife’sharvad (family house) at night and leave the following
morning. It is thekarnavar, the eldest male member of the Nair joint famillion
takes care of the children. If we look at Varmagnging form the socio historical
background of the time one can see this pictur@ aspresentation of subaltern
women reflecting helplessness, anxiety and uncgytaiver the future of herself and
her children which is completely at the mercy @& #der male member of tharvad,

thekaranavar

Ravi Varma’'s Reclining Nayar Ladyhas been interpreted as the
representation of Indulekha, the titular heroinetloé first modernist novel in
Malayalm by Chandu Menon. Menon projected Indulekb@ symbol of modernity.
She criticizes the Nair matrilocal and matrilinegstem, especially, the relationship
with Namboodiri Brahmins calledambandhamargues for English education,
breaking away from the age-old traditions and a&ss#re right to choose her
husband. Hence, this could also be taken as anmeaarhVarmas portrayal of the
transformations the society underwent during the 19th century. Varma'€ypsy
Family (1893)—depicting a poor displaced village woman deaximg with three
children, cooking in an earthen pot and possessidgth bundle, the only property

the family has—is a realistic representation of subalterns. Thé/illage Belle
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(Lady Carrying Water Pogtalso portrays the pathetic living conditions aofral
women of then India, who have to carry home drigkivater from faraway places.
Viewed from the background of casteism practicetidh century India in which the
untouchables were not allowed to take water evem foublic sources, this painting
also indicates Varma’s social concern. His otherk&olike Barber, Woman
Washing Clothes, Toddy Tappeand Lady in Prisoncan also been seen as

representations of the subaltern subjectivitidgdhian society.

It seems that art critics and historiographersehaverlooked the subaltern
representation in Varma’'s paintings and highlighted technique of fusing of
European style and Indian subject matters. In fRetyi Varma deserves to be
considered as modern more for his representaticulodltern life. By overlooking
the representations of subalternity in Varma's workhe mainstream
historiographers reveal their elitist biaShe contribution of Mangala Bayi
Thampuratti (1865—1954), Varma’s sister whose works also demnatesl the
characteristic of modern art, is overlooked in itinstream historiography because

of their elitist and patriarchal bias.

Though both Ravi Varma and Mangala Bayi learneditiitial technique of
art from their uncle Raja Raja Varma, Mangala weasied the freedom to take up
art as a career like her brother because she wasrean (Priya Daniel, 58). The
highly orthodox and patriarchal society of thatditmad prevented all women from
entering such creative fields. She herself expléiasconstrains she faced to become

an artist:

| was taught to paint mostly by my uncle [Raja R&jarma]. |

approached my brother only to clear doubts. Eveat ttecame
impossible after my marriage, for as goes the cusamnong us, it
was not thought proper for a married woman to gar ther brothers.
(gtd. in Das)

One of her paintings titled after VarmaAms Giving €.1900) (fig.14),
though depicts the subject matter similar to Vaswdms Giving(1899) (fig.15),
Bayi's approach is very different from Varma. Varmpertrays a bejeweled royal
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woman with fair skin dropping money into the exteddands of a young subaltern
boy. The distance between the boy’s hand and tteevebmen who is giving alms is
very much visible as it represents the practicair@buchablity. Depiction of the
same theme by Bayi invites the viewer to have aearldook at the reality of that
time through her perception on marginality. Shetrpgs a teenage woman in white
munduand blouse ladling out rice gruel into the begdhayvl of a bare-breasted
poor old decrepit woman. In her painting, both fegiare represented as women.
Whereas in Varma one is female and the other ®yalbere Bayi’'s painting reflects
her position as a women artist. By depicting bdtlaracters in black skin tone,
placing them on the same level of platform in ablyaand dull space, Bayi seems

to show her empathy towards the marginalized woman.

Another interesting observation one can make a while Varma’'s royal
woman drops coins on to the boy’s cupped handBayi's work the young woman
ladles out gruel in to the begging bowl of the @épdrbeggar woman. The attitude of
Varma’s royal woman seems to be condescending; eaer Bayi's painting
suggests sharing. In both Varma and Bayi, we caerok the representation of
subaltern reality, which is one of the major traitsnodern art. Art historiography
places Ravi Varma as a pioneer of modern Indiantipgi, based on the European
Indian hybrid language that he practiced, and rmt is representation of
marginalized in his painting. Comparing Varma wRhyi, It can be argued that
Bayi is more realistic in terms of representing ¢veryday life of the subaltern. Her
Alms Givingcan also be taken as an attempt to deconstruchd/arpainting with
the same title and subject matter. However, hemtipg and approach seem hardly
noticed by the mainstream historians and it inéisdtow Indian art historians, just

like social and cultural historiographers wereiglidand patriarchal in their approach.
2.3 Nationalism, Indigeneity and Contextual Modernism

While analyzing the artistic endevours of the Bdngchool an attempt is
made to focus on the area which most of the maast historiographers have
overlooked. The Bengal School is predominantly fasnfor its association with the

nationalist movement, especially with te&@adeshimovement and it was a kind of
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counter to the western art practices though imitiaby an English man, Ernest
Benfield Havell. He tremendously encouraged Abarsindth Tagore who was
known as the founder of the Bengal School of arattempting the new method of
practicing art, which was against western aesthelibe objective of this movement
was to bring “indigenouss{vadeshi ideology of art” rejecting the European
“academic naturalism such Bavi Varma’s stylé ( Mitter, Indian Art,177). Ratan

Parimoo points out the stylistic influences whichoutded the trajectory of

Abanindranath’s early workss, “[Abanindranath] Tagore tried to make an
alternative non-academic style of painting with twenbination of Mughal Rajput
Miniatures, Japanese wash, Chinese ink painting emablly of English Pre-

Raphaelite and Art Nouveau trends” (73). DebdsHsanerji observes that
AbanindranathTagore was strongly influenced by ‘“élawho] was clearly

interested in the construction of an Indian artdmgswhich essentialized a cultural
Aryanism” and adds that while addressing the sulgéeodernity, Abanindranath

sought to give expression to an ontological trandeace (36-42).

Most of the subject matters of Abanindranath’s ksowvere based on Indian
mythological characters and Mughal miniature pagdiBharat Mata (fig.16) can
be cited as an example for the same. It was mhideing the period o$wadeshi
movement and when the political tension relatethéopartition of Bengal was very
much alive. Sister Nivedita praised the painting..]' as an appeal in the Indian
language to the Indian heart. [.....] the first greststerpiece in a new style” (60).
The art critics of that period were not able to Bdmrat Matafrom a different
perspective. But today there are lots of studiest triticize the approach of
Abanidranath. For instance, Vidya Dehejia looks Bitarat Mata from the
perspective of the Hindu religion. In her articl@led “Hinduism and Hindu Art”
she explains how this specific painting is conngatéth the Hindu religion. She
says, “Deities are frequently portrayed with muéiprms, especially when they are
engaged in combative acts of cosmic consequenténti@ve destroying powerful
forces of evil” (n. pag.) Natasha Eaton also miatit that Abanidranath has
followed the Hindu aesthetics and developed his esmal language based on
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Sadanga an ancient Hindu text coded Bhilpa Sastra.She also criticizes the

Bengal artists for their lack of empathy towards mharginalized (624).

Rabindranath Tagore, another prominent artisthef Bengal School, was
projected as the first modern Indian painter by ®V.Archer, one of the first pre-
independent art critic and scholar, consideringsityte which was very unique and
different from European aestheti¢$9). Rabindranath also commented about the
dysconnectivity between Indian art and the livednafians. To put it in Tagore’s
own words, [O]Jur country has no artistic atmosphdhere is no arterial link
between our social life and our art—for us art superficial thing, neither here nor
there; which is why you people can never deriveryfl nourishment from
indigenous sources” (qtd. in Dutta 177). As ansaifiagore was an expressionistic
painter who took inspiration from primitive formBue to the lack of academic
training, Tagore’s painting showed a kind of naiumlity. Tagore always wanted to
consider his paintings as doodles and he explamgitocess of his paintings which
is similar to the idea of “art for art sake”. Inast) Tagore paintings are reflections of
his philosophy, his own imagination, and his inugt experience. He hardly
attempted to see everyday life of the people ardundand represent them in his
paintings. Mitter observes that, “Tagore’s paigtioriginated in his game of
creating shapes out of crossed-out texts. [... hishipvism sprang from an inner
psychological need(Indian Art 193-194).

Apart from his artistic endevours he is more knovam establishing
Santiniketan,an innovative centre for artistic activities. Umikhe conventional
formal schools set up under colonial rule, Tagoranted to create a new
environment for learning which will lead to indiwdl liberation. While the colonial
education system focused on creating more skilEapje to assist the colonial rule,
Tagore’s idea was just the opposite, that is todgbfull freedom to each individual.
The school was, in Rabindranath’s own words, “darefo take education into our
hands...[and make it] as indigenous as possible” {gt&ivakumar, “Santiniketan”,

104). Tagore says that he has,
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[T]ried to save children from such vicious methodslienating their
minds which are fostered through books, throughtohess,

geographies and lessons full of national prejuditdsave done it
with the help of friends from the West. In the Edwdre is a great
deal of bitter resentment against Western raceghafankles in our
hearts, and in our own homes we are brought upeahinigs of hatred.
| have tried to save the children from that, areséhfriends from the
West, with their understanding, with their humampwgthy and love,
have done as a great service. We are building upnetitution upon

the ideal of the spiritual unity of all races. §7899)

Tagore’s writings show that he has approachedhellsocial problems that
prevailed in the Indian society including caste antbuchabablity from a universal

perspective. He says that,

India tolerated difference of races from the firshd that spirit of

toleration has acted all through her history. Haste system is the
outcome of this spirit of toleration. For India hekalong been trying
experiments in evolving a social unity within whiah the different

peoples could be held together, yet fully enjoythg freedom of

maintaining their own differences. (501)

But his observation seems to be very unrealisticabge it does not address the
graded inequality existing in Indian society. Haigigs castiesm with the racism of
the West. Whenever Europeans raised the issuestd oalndia, he used to defend
himself with a counter-question that why the rapabfem in the west is not solved

(492).

The intention behind initiating Santiniketan was try out his new
educational approach which aims to provide a holstiucation to the urban elites’
children by providing an opportunity to experierthe nature and surroundings.
was not intended to uplift the marginalized or updeileged class. Rabindranath
gave more importance to culture in his educatiengeriment. As India being a
multicultural society what he meant by “Indian cuét,” that he wants to emphasize
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is problematic. Uma Das Gupta points out that Rddainath insisted on the urban
children’'s need to live and learn in a differenh@phere away from their city
homes; and their education would be incomplete autlknowledge of rural living

(32). Rajarshi Chunder critically explains the sbceality of Santiniketan of that
time. She says that “Tagore’s attachment to Vedahiiminism—particularly to the

caste system, the supposed superiority of brahmlanaibacy and austere life—
inspired him to set up thBrahmacharyashramat Shantiniketan and he found
Santiniketan ideal for such a school” (n. pag.)e $lfso states that by following
vedic gurukulapractice “the school became a repository of Vdm@hmanism, an

ideal which was largely Tagore’s own constructio®he explains further that
Tagore was a strong believer of Varnasrama and nmghazised the virtue of
“Brahman” throughout the interaction with the stotde Chunder categorically
states that in the initial stage, the studentsliearan the school were all from upper
castes and untouchability was practiced betweehrBiraand non-brahmin students
and teachers (Chunder). Santhosh also rightly wbsethat Santiniketan is a
“suspended space from both reality and imaginati@mi’ the one hand, it was trying
to capitalize the culture of the habitat by mainitag the primitive ambiance of the
place and on the other, they were trying to excltltee actual presence of the
Santals the real subaltern community lived in the areaemghSanthiniketan was
built. Santhosh explains further:

The land of this University was &antal habitat before it was
acquired by the Tagore family in order to estabbsheducational
institution. But the educational institution wast nmagined as an
institution for theSantal community. On the contrary, th&antals
remained a marginal presence or absence in thigima@on. The
presence ofantalshere is defined by the symbolic economy of the
primitive ambience of the place, while their phgsiabsence had

constituted its materiality. (“What was”, 62-63)

The satirical response of Ramkinkar also shows mpmeple from the

subaltern classes respond to elitist vision of TagKinkar stated that, “It was the

46



Santiniketan Brahmacharya Vidyalaya. | was ast@ush had wished to go to art
school in Calcutta. What was | going to do in thatBnacharya Vidyalaya?” (gtd.
in Santhosh , “What was”, 71).

Nandalal Bose (1882-1966) who belonged to the saudleool was
considered one of the pioneers of modern Indiamrdta key figure of contextual
Modernism. He was known for his indigenous styléchvhwas inspired by Ajanta
paintings and he tried to bring back that stylenuarals, folk traditions and Indian
mythology. He is best known for his close assooratvith Gandhi andHaripura
posters (1938) (fig.17) consisting of more than 4f¥ters of rural life which
propagated the idea @oorna swaraj(absolute freedom), a slogan of the Indian
National Congress which was in the forefront of id&l freedom struggle.
Nandalal's admiration towards Gandhi was quite @lwiin the linocut portraying
Gandhi in Dandi March (1930) (fig.18). Gandhi’sugjgle against the salt-law was
symbolized in a dark white lino-cut of Mahatma weirig out with his walking
stick, inspiring a feeling of solid will to conqueall impediments. Unlike
Rabindranath Tagore and Abanidranath, Nandalalshag/n interest in depicting a
worldview taking stylistic reference from Kalighpatuas. TheHaripura posters
should be considered not only as the culminatiohi®interest in folk paintings but
also anticipating his experiments in murals. Thages reflected in his work were
the lives of ordinary people like hunters, musisiabull handlers, carpenters,
smiths, spinners, village women, and so on. Natdshi@n comments that this
approach has helped to reduce the gap between ubaltesn and the elite
nationalistic approach. “In this new configuratiart serves as a vital means of
communicating to the subaltern mass€832). However, Partha Mitter observes
that Nandalal was using the subaltern representatidiis works to propagate his
nationalistic agenda rather than representing tieairproblems. Mitter stated that,

[T]his is also the era when the nationalists cameadmire the
hunting and gathering communities of India for thebdbust
innocence uncorrupted by colonial culture. [...] he Bengali elite

the 'sexualized' image of th®antal women became inextricably
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linked with the myth of their innocent ‘vitalitygerving as a foil to the
trope that blamed the 'loss' of the Bengali vigaur colonial

domination.” (29)

The term subaltern is used by the critics in aegansense. However, the
category of the subaltern looked into by Indiarticsi does not represent the real
subalterns who are oppressed by the caste disaiimm Bose’s strong association
with Gandhi and the Indian National Congress h#lsenced him so much so that
his art works became a tool of propaganda to prertiad political ideas of Gandhi
and the Congress Party. Hence, the representationsarginalized people in his
works cannot be seen as a result of his genuineecontowards the subaltern.
Rather, it has to be seen as a reflection of therpalistic attitude of elite Indian
nationalists including Gandhi towards the rural @ssed people. Though Nandalal,
like any other artist, has the freedom to choseshigiect matter for his artistic
representation his decision to follow the visiomn démotprints of Gandhi put himself
in a problematic position because the attitude ahdhi towards the marginalized
(Dalits/Tribal) was purely based on his faithganantana-dharmar the external
duties expected of a person on basis of their birthparticular castt is to be noted
that Gandhi’'s idea abogframa swarajor self-reliant village has been criticized by
Ambedkar as it will aggravate the exploitation ahd repression of Dalits at the

hands of the upper caste that holds power in thegyess.

Jamini Roy, another important artist of the timas very much against the
style practiced by the Bengal School. He criticizbé Bengal School for not
discarding the western style completely in thetr @mactices and for not showing
intensity in boycotting westernization in Indiart.dnstead, he stood for a drastic
stylistic change in his painting by fusing Kalighaatua tradition to bring in the
Indianess. He states “I want to discard Europeantipg not because | wish to be
“Swadeshi” or Indian” (gtd. in Chatterjee 7).

Critics like Partha Mitter and Ratnabali Chatterjeave pointed out the
various aspects of his Jamini Roy’s artistic tregges. Mitter observes that, “Jamini

Roy tried to encompass the very expressive powethef village artisans by

48



enhancing the lines at the expense of coloursgusiack outlines painted with a
brush on white paperTbe Triumpkl06). Chatterjee observes that Jamini Roy is
caught between a colonial hangover and a feelinghationalism adjoining on
chauvinism; the middle-class intelligentsias weseiltating between two extremes
(5). Both the critics cited above ignored the faictultural appropriation involved in
Roy’s art practice in the name of Indianess. Mittess to justify it by viewing it as

a modernist approach of primitivism.

Roy was also actively associated with the Progres#/riters’ Association
(PWA) of that time. The main objective of PWA wasbring out a radical change
in the society by practicing “scientific rationats in literature and other cultural
mediums. The manifesto of PWA proclaims that, “amdiwriters should combat
literary trends reflecting communalism, racial gaiaism and exploitation of man
by man. [...] We believe that the new literature flih must deal with the basic
problems of hunger and poverty, social backwardreess political subjection”
(sapfonline.org). The objectives of this group tedn literally practiced by many
prominent writers of that period who were membédithis group.

The literary works of Mulk Raj, one of the foundimembers of this group,
is the best example for the same. One of his popdsels,Untouchable(1935),
exposes the pathetic life of manual scavengersthadnhypocrisy of the Indian
society who had oppressed them and treated thesewban slaves. Though Anand
was a great admirer of Gandhi, he was critical ah@hi’s attitude towards caste
(Anand, 128). But Roy, in spite of his close ad#filon with the Progressive Group,
never tried to express a proletarian ideology thhohis works. This reflects the
contradiction between the ideological proclamatiand practical works that existed

among the majority of mainstream Indian artists.

Ramkinkar Baij, who himself was a subaltern, wastler very important
artist who belongs to the Bengal School and wag uarque in his life and artistic
approach. Starting in the mid-1930s, Ramkinkar tecta number of sculptures,
which were innovative in terms of subject matted aechnique. His first mature

work of importance is th&antal Family(1938) (fig.19). The representation of a
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marginalized Santal tribal family in a larger-thigie-sculpture by a subaltern artist
was very new to the art scenario of that time amelmains very relevant even today.
Materializing such work in ordinary and inexpensinedium like cement and
Bamboo, Kinkar brought out a new approach to thieaim sculptural practice. By
portraying Indian marginalized life by adopting ampressionistic style, Kinkar
brought a new social realist approach to Indianverich was considered very
radical at that time in Indian art. Though his weor&re remarkable and unique
compared with any of the Bengal School of artists terms of style and
representation it is important to look at how he hat been adequately positioned in

the art historiography.
2.4. Context ofSantal Family.

R. Siva Kumar's essay “Santiniketan: The Makiofja Contextual
Modernism” (1997pegins with a long explanation of the philosopheadi political
contribution of Rabindranath Tagore and the whakag is structured in such away
as to argue that the foundation of modernism inalngas laid by Rabindranath
Tagore and ends up with the contribution of Ram&ir&aij. The essay gives a feel
that the whole legacy of Santiniketan in terms déological, aesthetical and
philosophical position belongs to the Tagore fanatyd Nandalal Bose. By over
emphasizing Tagore and Nandalal the art histomggy have been denying the
actual position that Kinkar deserves. Through tbssay, Kumar was actually
defending the elite artists generalising the regrion of Santal life portrayed in
works of subaltern artist Kinkar. He also statest thther twosavarnaelite artists,
Nandalal and Benode Behari, also have depicted simments in their works.
Rather than viewing it from different perspective bontinued arguing that “In
Nandalal not only the Santhals but human subjedteman general was seen as a
part of the larger reality of nature, and the hurfigare was shown in close-up or
represented monumentally only when man assumedgarithan-life role as in
myths or history ” (Kumar, “Santiniketan”). But afready pointed out, Nandalal’s
approach on the social problems is very much aawatiwith Gandhi’s vision of

grama swarajand it cannot be compared with the approach aiegabaltern artist
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like Kinkar. Kumar says that the subaltern repmésgon in Kinkar is
“....responding to the Santhal's natural zest fa, #nd takes a greater interest in the
human figure, its body language, and in the hunramd in general.” Besides that,
Kumar is also trying to put Kinkar into the natiisfic folder of the Bengal School.
Kumar says that, the portrayal of Gandhi a fulesgsculpture by Kinkar “shows
Gandhi as a man striding triumphantly through antsing world (fig.20). He saw
Gandhi as a moving colossus, a whirlwind of actigiKkumar “Santiniketan”).
However, the Dalit art historian, Y.S. Alone sayishkar was never been an admirer
of Gandhi and he was an artist with a unique waeldwhich he attained from his

subaltern life. Alone categorically states:

He created a number of key models as a precursitnigcculpture.
Baiz's (Baij's) large rendering of Gandhi—whichelitlly depicts
Gandhi on a pedestal and with a human skull underfdot—
remains the sole example from a modernist who esfus accept
Gandhi’s persona as that of an extraordinary peréacording to
Baiz, “Gandhi became Mahatma by crushing peoplg. @0). Baiz
made this statement when Ritwik Ghatak made a dentary
showing Baiz before the colossal image of Gandkplaning the
importance of the human skull. Baiz decodes Gamdachievements
by placing the skull under the feet of a tall, tonvg Gandhi. The
sculptor's deliberate intervention is rooted in gratic
understandings and not in romanticizing this icdntlee Indian
freedom struggle. Baiz therefore harshly critigtlesidea of Gandhi
as a figure of “nonviolence.” Baiz's image of Gandis
conceptualized through a formalistic engagement afférs a
different reading of Gandhi that challenges Brahican

representations. (148)

After going through the arguments of a mainstreastohian like Kumar and Dalit
scholar Y.S.Alone, one can easily find that Alaneiew is more convincing and

logical.
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To cite another example, Geeta Kapur's essay WWas Modernism”
devotes a large number of pages to describe K. @hra®anyan’s trajectory
elaborately whereas the contribution of Kinkar wa® short and limited to
supplement Subramanyan’s achievements. In one fessays, “Ram Kinkgr
(1978) K. G. Subramanian talks about Ram Kinkaefly, only in two pages.
Whereas he talks elaborately about other artigs Abanidranath, Rabindranath,
Binod Behari and Amrita She-Gill. His attempt tesdiss others elaborately and
reduce Kinkar’s contribution to a very few pagesra@ be viewed as an accidental
one. The contradiction in K. G. S’ perception ispleit in his own words:
“Kinkarbabu is so unique on the modern Indian aene; both irhis persomand in
his work he is like no other” (102). The uniquen&s G. S observed in Kinkar is
not the aesthetical quality of his work but thespmal mannerism and Kinkar’s
Bohemian lifestyle. Subramanyan’s condescendiritudét is more evident here in

overlooking the real contribution of Kinkar and tfaglical potential of his works.

Santhosh’s criticism of observation of K. G. S aitter regarding Kinkar’s
work in art historiography is very relevant asxpeses the elite bias of mainstream
art historiographers and critics. Santhosh poinits tiow K. G. S, a student of
Ramkinkar, was trying to underestimate the int&llel acumen of Kinkar by using
peculiar linguistic expressions and argues that KGSage of words like “animal
like” and “instinctive” is not to appreciate him toto overlook the intellectual
quality of Kinkar (62). Mitter was trying to givéhe credit for Kinkar's
revolutionary approach to the legacy of the fratgrrof Santiniketan School.
Santhosh adds that Mitter has overlooked the reptason of marginalized in
Kinkar's work and shows how Mitter emphazised therk of Debi Prasad
Choudhury, at times spelled differently as Devi dacb Chaudhary, comparing
Choudhury’sTriumph of Labourwith Ramkinkar'sMill Call. In fact, in Triumph of
LabourChoudhary tries to bring the universal problem ofking class and it is not
specific to any region. Whereas, Kinkar'Santhalin Mill Call was a specific
representation of Indian Subaltern, with speciaufoon the participation of Santal
women in labour force. Mitter seems to have ignatt@d very important factor.

Santhosh rightly observes:
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The question of ethnicity, caste, gender, etc.vesy central in
Ramkinkar's discourse, and traces of a criticahel# of the local are
always present in his representations. The SamaRamkinkar's
Mill Call are not the primitive ideal or the 'unchanging oamity' of
Mitter. Here, Ramkinkar looks at modernity from wbaltern's point
of view. In a general sense, modernity here appessan
emancipatory discourse and a historically availablaion for
subalterns to break away from the oppressive machinf the

traditional social system. (“What Was”, 61)

After analyzing a few examples from the art higstgraphy one can easily
understand that Kinkar was not given importance tkher mainstream artists. Elite
artists like Bose and K. G. S who belong to ingelhtsia got prominence in the art
historiography not merely because of their artistidity but also because of their
capability in articulation, social networking comtigity as well as their class/caste
elitism. Unlike elite artists, subalterns would lhesitant to speak publically about
their works and would hardly be capable of fordgfakticulating the uniqueness of
their work. But instead of practicing cultural appriation like other artists of the
Bengal School, Ramkinkar went ahead with the traléing of his own taste and

eventually it culminated in a new vibrant languagart.

The artists coming from the marginalized ruralkmgound usually will not
have the excitement or an exotic eye on any cuftura like those who are coming
from urban/elite background until and unless thayehany particular intention for
it. Their attitude towards art cannot be compardth the western way of practices
or with elite urban Indian artists. For them prddéde is more important than the
past or future and they usually do not think ofsprging anything. Instead of
preserving the art, they practiced art as parthefrtday-to-day life and Kinkar’'s
approach towards his practices also has to be did¢wen this perspective. He was
more interested in making art instead of propagatin ideology. Regarding his
work, he said: “I do not know whether what | amrapis modern or not, but it is

based on my experience.” (qtd. in Kumar , “Santtak”)
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The major criticism raised in this thesis upon #engal School is its
practice of cultural appropriation. The new methadopted by Abanindranath
Tagore to bring Indianess in the art in order wstecolonialism has encouraged his
disciples like Nandalal Bose, Jamini Roy and K.@bi@manian to follow his
ideological and aesthetic position with regard torowing ideas from Indigenous
cultures. Just as European artists who borrowecnabhtfrom “pimitive art” and
projected them as modern art, Indian artists alssgab to incorporate
indigenous/tribal elements to accelerate the moumerdf modernism in India. The
only difference between the European and Indiate elrtists perhaps is that the
latter tried to use it as an instrument for theiti-golonial resistance, especially as a
part of swadeshimovement. Their quest for “modernism” and natigmal during
the early 28 century ended up in their rejoicing the freedonbofrowing cultural
expressions of the indigenous people. Partha Mattgunes in one of his book#rt
and Nationalism in Colonial Indighat Indian artists started to think about adding
indigenous elements in their own work only aftere tliEuropeans started
incorporating their imageries with primitive ideasd eastern spiritualitfHe also
adds “India and Modern Art failed to consider “stit intention” in its historical
setting” (“Art and” 4).

Nandalal Bose himself once observed that, “I hackalone some practice in
Kalighat Pats—it was after all not a waste of tirheeaped its fruits aHaripura
Congress. What | drew there was just a playfulresiten of theKalighat Pats (qtd.
in Chopra 70). Jamini Roy’s practice is also aaotinstance of the cultural
appropriation. He directly took the style and teghes ofKalighat painting and
began to contempororise it by adding contemposacyal life in his compositions.
His works titled Motherand Child (1940) (fig.21),Yashoda and Krishn@N.d)
(fig.22) are examples for thieatsinfluence. However, the mainstream criticism and
historiography were conveniently ignoring the issok cultural appropriation
practiced by artists belonging to the Bengal Schieot instance, Mitter even tries to
justify Roy differentiating his practice from theut®pean artists stating that the
Western “primitivists” were mainly concerned witlhet predicament of urban

existence, whereas Indian artists applied pringtivias an effective weapon against
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colonial culture (Mitter, “Decentering”, 543). Tleetist and art scholars trained
under European academia during this period faibedritique the appropriation in

the field of art. In other words, we have to assuha the elite /intellectual classes
of India had shown green signal for the appropmratdf indigenous cultures and

cultural expressions during that period.

Ideologically the Bengal school projected an aotpnial resistance through
their artistic endeavors; but technically, they eveallowing the method practiced by
European artists. This position adopted by the Befghool seems contradictory
because, on the one hand, they were trying totregisnialism but were adopting
cultural imperialist policies towards the indigesotulture Most of the artists who
attempted to imbibe “modernism” or “Indianess” dyaled to the dominant culture
and, they borrowed profusely from the culturapmssions of marginalized
communities. Another contradiction is the artisidmging to the school tried to
evoke nationalism by appropriating cultural expi@ss of tribes and other
indigenous art forms. Hugh Seton-Watson obsenasittis so complicated that it is
not easy to decide at what point “tribal consci@ssi becomes *“national
consciousness”. Those who use the word “tribe”tbérs are usually convinced that
they themselves belong to a higher culture andlaoking at persons of a lower

culture (5).

Kinkar did not want to capitalise on his culturalot and to use it for
propaganda or to attain fame. But his works wemataral reflection of his subaltern
identity. While describing contextual modernismpasally with reference to the
contribution of Santiniketan School, Siva Kumar wed that the artists shared
“belief in the need for a renaissance” and in dandorought such modern context

in Indian art. He continues:

Such a rethinking was necessary because on thehand the
historical context had changed and on the othea# only through a
rethinking of the basic issues from time to timattart can remain in
contact with reality. They also understood thathstethinking held

the key to modernism and that the new developmangst concept
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and practice, we call modernism, have to be coan&bxdr related to

history and environment. (Kumar, “Santiniketan” 919

The idea of “contextual modernism” seems to bélgrmatic because Kumar
approaches the trajectories of all artists gehefimm Tagore’s vision and it only
envisaged the “imaginary” Indian society and did mention about the real society

where “graded inequalities” exists.
2.5 The Transition: Colonial to Postcolonial

The Progressive Artists Group was formed in 1944 lgroup of artists like
F. N. Souza, M. F. Husain, S. H. Raza, K. H. AraKSBakre, and H.A. Gade as a
counter practice to the nationalistic approachhefBengal School and stood for the
establishment of a universal formalistic languatjR]ather than developing an
indigenous modernism, they believed the right thiog the Indian artist was to
assimilate the language of modern art and becompara of international
modernism” (Kumar, “Modern Indian”, 18The Progressive Group was very much
influenced by the West, especially, European modmtn Picasso was a key
inspiration for many artists of this group and gite of F. N. Souza is an example
of this. Though Souza was the intellectual leadéhis group, it is MF Hussain who

became the most popular artist of this group.

Husain emerged as the major allegorist for theonatvith his
ceaseless endeavor to give plastic expressionet@rthire gamut of
co-existing myths, faiths, conflicts and personhet tmake up a
vision of the nation. His paintings are filled witthe kind of
archetypal imageries woven from his lived expergeatindia where
one can find the details of nature, rural and uressence. (Sambrani
106-107)

Though Husain belonged to the minority within thedian Muslim
community he had hardly addressed minority issueugh his work.Kapur
observes that, “Hussain's artistic weaknessesetaited to the fact that he failed to

discover a deeper relationship with his images,laebnd them, to the subjects, the
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people he painted.... He did develop an idiom, oabito an extent, but not
powerful enough to give expression to the Indiaentdy,” which he' sought to

characterize throughout his imageryfi Questn.p).

Another prominent artist of the Progressive AstiGroup was A. H. Ara
who has been overlooked by art historians andcsritvhile giving importance to
other members of the group. Qaroon Thapar, anperdent art curator observes
that Aara was a “gem in many ways”. She continbes$ while other artists of this
group moved abroad and gained a reputation, hedthgsick, and tried to mentor
artists who struggled both with real life and artismagination ” (qtd. in Sharma).
One of the reasons for underestimating his artistideavours by the mainstream
historiographers may be because of Ara’s castetitgerra comes from a Dalit
family in Andrapradesh. His educational backgrowas poor and his articulation
was weak compared to the other artists of the grddpreover, he had not
approached his artwork as a commodity like othénstead of adopting a
professional approach, in selling or preservingwioeks he generously gave away
his works to his friends and well-wishers. Ara’sridid not get the importance he
deserved because they did not conform to the dorhia@sthetic criteria. Though
the Progressive Group had rejected the nationghisjected by the Bengal School
they failed to be “progressive” in understandingiém society because they only
tried to imbibe the formalism of Western art and thlass consciousness of leftist

ideology.

Another significant art movement in post-indepamtd India called the
“Group 1890” was initiated by twelve young paintedagadeesh Swaminathan,
Jeram Patel, Ambadas, Rajesh Mehra, Ghulammohan®haikh, Jyoti Bhatt,
Raghav Kaneria, Himmat Shah, Eric Bowen, BalkrisRagel, Redappa Naidu and
S.G. Nigam. These artists met in 1962, at thedezwie of Jyoti and Jayant Pandya
at Bhavnagar, in Gujarat. Ideologically the Grol§®a opposes the hegemony of
the Western culture that promotes internationaliSmaminathan became the most
popular artist from this group because of his latdébal brilliance and cultural

capital. Art historians considered him as a prominent aldestause of his effort in
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bridging between mainstream art practices andy@mbus cultural expressions.
However, his actual roots goes back to “the phibgoof transcendence that of the
Vedanta in its Advaitic interpretation” (KapuGontemporary Indian,193). He
argued for internationalism that questions the natiest attitude in art practices
incorporating Marxist ideology. However, what waensin him was a “...breaking
away from the Communist Party, Swaminathan was gydiack .... to the
combination that Gandhi represented” that is “geadism and political anarchism.”
(Kapur, Contemporary Indian192).Swaminathan’s view that indigenous need not
always be taken as a reflection of their specifigcat but it can also be viewed just
as a work of art is problematic. He focused on dndfolk tradition and tribal
culture, as they are symbols of magical aspiratidfes repeatedly used symbols
derived from Indian mythology, like the signsarh, swastikathe lotus, théingam,

the snake, and the palm imprint (KapGgntemporary Indian]98.

However, the relevant question here is how mucls Wwa aware of the
spiritual significance of the symbols and forms tbé indigenous cultures he
borrowed. Kapur clearly states that Swaminathandsrdwing of indigenous
symbols and motifs are part of cultural appropoiati Kapur observes:

To rob a symbol of its hallowed place and registern the blank
canvas may or may not be a sacrilegious act. tib i large extent
futile. It is with a specific purpose and belieatta votive tablet with
a relief of a snake image is placed at the rooth@pipal tree; or the
magnificent lingam within the most holy precinctk tbe temple.
They serve as symbols of fertility. It is only ihese appropriate
contexts that they perform; the numen in every ioeeds its own
special locale and ambience to manifest itself. ©ae pilfer the
form but not the immanent spirit which continueshtiver in its due
abode, chosen by the believer with an intuitiort fleahaps only faith

can provide. Contemporary Indian199)

By de-contextualizing, the indigenous symbols amotives Swaminathan

must have gained international recognition as aam artist just like Jamini Roy
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who has achieved his position as Indian ‘primitive modernist by appropriating
indigenous cultural expressiongpholding the Gandhian ideology, Swaminathan

was knowingly or unknowingly endorsing the brahmoahinotion of culture.

The debate regarding whether modern artists shoaldphasize
internationalism or Indian national identity wasyweactive in the post-1940 Indian
art scenario. In South India, K. C. S. Paniketiated a new direction towards the
native understating of art by forming a common fplab for artists called
Progressive Painters’ Association in Chennai indl%s he believed that there can
be no international art without national charastes and western art has ceased to
be a vital source for Indian avant-garde. Thoughhlae incorporated a post-
impressionistic style in the beginning of his carégy 1960 he began to search for a
new language for his expressions that was rootdatiarindian tradition. Paniker’s
language became more abstract with words and symbdhe later period which
“were not for reading but were intended to evokesa culture” which was known
as Tantricart (Kumar “Modern Indian”19)Here the “lost culture” has to be seen
within the context of lost Sanskrit texts. By ciegt such mystical words and
symbols such as writing on palm leaves he was dryim make Indian art a
continuum of brahminical caste tradition which piged obscurantism. In addition,
Ajit Mookerjees’s books on Tantra art: Its philobgps Physics (1967) also gave
intellectual support to the Indian artists who picgx this traditionN.N. Rimzon
observes that Paniker's attempt to create a negulge was to bring a kind of
Indianess into his work which can be showcasedramtfof an international

audience. Rimzon explains:

Paniker had done an exhibition in London in latédd®dand those
paintings were very much influenced by the postraspionistic style
of Europe. Though his European friends apprecihisdskill they
also shared a concern about the lack of Indiamesssipainting and
advised him to necessitate a style of art practweich reflects
Indianess. For Paniker that comment was an eyeeo@end he began

to search for a new style of art which is orientediards India.

59



Eventually, he reached to the style of paintingalhis known as
“words and symbols” and the reference of thesetip@s can be

traced in the traditional palm-leaf manuscript.€fébnal Interview”)

Before attempting to take art from his realisgogpeach to an abstract level
like the seriesNords and Symboldig.23) Paniker had portrayed commoners and
marginalized people in his paintings. For instafi@mer's Family(fig.24) painted
in 1954 depicts the sabaltern life. However, thgctsm on Paniker is that he had
caught up with the aesthetics of dominant cultarkis later period. By bringing the
new mystical vocabulary based on words and symivbish has a similarity with
the manuscript of palm leaves of the Hindu textyas disabling the viewership of

commoners knowingly or unknowingly.
2.6 School of Baroda: Paradigm Shift or PeripheralChange?

The emergence of the Baroda School or the BaradapGenvisaged a new
dimension towards the pedagogy of art educatioteims of theory and practice
(Sheikh 55). But how they understood “modernityaislebatable point. Though the
Baroda school seems to have taken a liberal startdrins of art practices of the
students compared to Santiniketan in the initiafyst soon it also became part of the
continuum of the nationalistic approach under thiguénce of artists like K. G.
Subramanyan (K.G.S) who was appointed there agchiteg faculty. K. K. Hebbar,
Ravishankar Raval, Somalal Shah, eminent Indolddgstman Goetz, Pradosh Das
Gupta, N. S. Bendre, Sanko Chaudhari and V. R. &kdy were the important

figures of the Baroda Group in the initial stage.

K. G. S became the most influential person inBaeoda school as a teacher
and art crtic. Since he was a student of Nandzdake, he had a strong affiliation
with swaraj movement and Gandhian ideologies. i tto carry forward the
legacy of the Bengal School after Bose. Though Rakak was also one of his
teachers he had not shown much interest in thals@alism that was practiced by
Kinkar. Instead, he introduced a new pedagogsimakating Gandhi’s concept of
grama swarajwhich he thought was an integral part of Indiahwe. Siva Kumar’s
observation that “Among the artists of this generakK. G. Subramanian belongs to
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the few who were more consistently exercised tbaesof “culture sensitivity” in
modernist practice....” (Culture specificity”, 13)lis debatable because he has not
specified which culture was represented in K.G\B&ks when he talks about
“cultural sensitivity”. K. G. S always endorsed withe Hindu culture through his
work and hence for him “culture” means the Hinditume and it is so explicit in his

own words:

In a culture where the gods have to incarnate tbbms as human
beings (sometimes even as animals) to come to ithefafellow
humans, they are rarely perfect; they too have theaknesses and
vulnerabilities...| do occasionally build round a Wehown theme,
and give it new implicationslhematsya avatamotif, for example,
generates the vision of a fish goddess. Symboliglegiance and
grace or a conference of mermaids. It will be udpmtive to explain

each image as it will destroy the mystery of itshi(“ | am”)

Further, referring to Mahabharata Subramanyan s&ts “Most developed
cultures have stories of this kind that unmaskatetradictions inherent in human
life and indicate a way of resolving them, of faginthem with dignity”
(Subramanyan). Hence, the present thesis puts tloet argument that even K.G.S,
just like the pioneers of the Santiniketan Schowmgs culturally prejudiced.
Therefore, he was least bothered about the proldérsubaltern and he never
attempted to address such issues. Because he augsthought all inequalities and

oppressions are “natural” and parblarmaandkarma

As pointed out previously in this study, modernismWestern art in the
Indian context is problematic as it involves theesfion of cultural appropriation.
Subramanian has conveniently borrowed from manyiean artists like Picasso
and Matisse who were already critiqued for takidgais from African and Eastern
cultural expressions. In this context, K.G.S’s bwing ideas from indigenous
cultural expressions was also not very differentrfrthe western art practitioners
who ignored the issue of appropriation. This appatipn of indigenous cultural

expressions was neither utilized to highlight theality of the oppressed/
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marginalized communities nor to promote their &idiexpressions. On the contrary,
it was purely intended to bring a new aesthetionida in order to revive and retain
the “living tradition.” Notwithstanding this, th@storiography of Indian modern art
has given more importance to KGS’ works and thosighén to other artists of the
period. For instance, Kapur has written elaboyat@bout KGS’ contribution,
aesthetics and his ability to explore the tradaioorafts and the medium that he
worked with, but did not mention the issue of ethia borrowing indigenous
cultural elementsWhen Was37).

By the 1970s the Art History Department of Mahar8gyajirao University
of Baroda showed self-critical awareness initiabgd Gulam Muhammed Shiek,
Ratan Parimoo and Vishnu Kumar Bhatt. Three of tkentributed their perception
on art history and aesthetics based on their owdenstanding. Parimoo argued for a
new art history curriculum that will offer a newrhanistic holistic approach rather
than limiting it into an archeological study. Aj&yinha makes the following

comment on the paradigm shift created by Parimpo as

[He] used the European strain to contest a Brit@bnial legacy, and
to create displacements of the colonial roots wcidline while also
critiquing the nationalist position...he urged thé fastorians to see
the “visual” aspect of the material artifacts as gnimary imprint of
mind of an artist”. (152)

Art criticism by the artists like K. G. S, Gievatel, J. Swaminathan, Gulam
Muhammed Sheik, Nilima Sheik, Mala Marwah and Bhupéakhar created fresh
awareness among the art circle. Geeta Kapur jdimedraternity after completing
her studies in art criticism and history from ow&s. She along with other artists
K.G.S, Gulam Muhammed Shiek and Bhupen Khakhad tti@ bring a new
discourse in art practices. Kapur's extensive ngsi appeared in therichik, an
initiative of Sheik and Bhupen and discussed theblem related to the
contemporary Indian and world art. However, how mtieir interventions in art
practices and approaches have changed and gonendballe Gandhian and

Nehruvian perspective is debatable. Were they @bfgerceive modernism through
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the perspective of “modernity”? Apart from Gandh&rd Nehruvian ideologies that
were already prevalent in art practices of the Bar&roup, Kapur tried to add
dialectical materialism also into that, but it reneml peripheral only. Kapur's
dilemma in locating modernism in Indian art is eaplin her bookWhen Was
Modernism? Essays on Contemporary Cultural Practicelndia (2000). For
instance, she finds modernism in Subramanian, deriag his formalistic approach
which he imbibed from the western “modern” primigim and indigenous affinity.
She says,

His modernity is linked to the semiotic option amd indigenism is
reinforced by precisely this choice as it gives hagcess to the
premodern cultures of India. Where tradition ifl ative to the extent
that a collective system of significations can lbeaaintered-as in
peasant and tribal communities of India, art canshi&l to equal

language. (125)

However, her observation is problematic becaugeismot defining what
she means by “premodern culture”. Since K.G.S'stmas are moulded with the
influences of Tagore, Gandhi and Coomaraswamygtilisiral consciousness also
was very much rooted in tAéedictraditions. He always argued for the necessity of
the revival of the Hindu mythology and epics wherdorsed theanatanadharma
and he was upholding all traditional values. Ondhe hand, Kapur was trying to
see this revival of traditional values as part mbdernism; on the other hand, she
was giving credits to “[tthe communist parties ofiia, the CPI and the CPI(M),
[who] support the irreversible project of moderti@a with a reasonable, secular
nationalism” (When Was203). While she dedicated most of the pages obbek
to describe Brahmanical artists like Amrita Shdr#&hd Subramanyan, the true
subaltern artist Ramkinkar was treated like éé&ripersona”When Was203) and
discussion of his contribution was limited to oalyew lines. This shows her elitist
bias. Though she claims to be a Marxist, her aticiem hardly goes beyond the
formalistic approach. On Kapur's refusal to engagih the caste question,

Santhosh opines,
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According to the left-liberal framework espoused Kgpur the
guestion of race or caste only appears as an igiealoquestion
..... But what needs to be stressed and clarified isetleat questions
of race or caste have never been merely ideologiczharacter; they
are in fact the constituent core of both the exgrgral and theoretical

realms of nation and modernity. (“Spectres, 6#)
2.7 Can the Queer Subaltern Spe&k

Among the artists from the Baroda School, espgci@hupen Khakhar's
contributions have to be discussed because hisswoekd to be studied from the
perspective of his gay subaltern identity. In addit his effort to bridge the gap
between the “high” art and “low” art also has to dmnsidered. Khakhar's strong
involvement with the Baroda School had begun froedarly 1960s. The simplicity
of his works and selection of themes related tornomers brought great admiration
for his paintings in the beginning of his caredost often, his paintings became a
kind of documentary of the lower-middle-class lkifiethe Indian society. The naive
quality of his forms and metaphysical mode of remig innovative handling of
two-dimensional space and colour made his paintregy uniqgue among his

contemporaries:

In these paintings one of the major concerns of pghuis with
pictorial space. He moves away from a two- dimamsio
diagrammatic space and towards a 'landscape spactehis is by no
means naturalistic- the landscape is schematisedoamamented.
This tendency suggests two indigenous referencespuiK “In

Quest”, n.p).

Some of Bhupen’'s works titled such aanata Watch Repairing(1972)
(fig.25), Factory Strike(1972) (Fig.26),The Celebration of Guru JayanfiL980)
(fig.27) suggest different layers and possibilitieeobina Karode observes that over
the years, Khakhar rose to become an extraordifigeye in Indian art, a true
exemplar of uncompromising honesty, who disregamndst trends and divides
between “high” and “low” art (Karode). The questiohwhat is “high” and “ low”
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art has remained debatable in the context of aimfj aesthetic values.

However, the basic question is who has unilatemddicided the borderline
between the high and low art. Generally classicasioi art have been considered
high art and the folk/tribal/art has been regardedow art. Classical art forms are
rigid, complex and are limited to elites where&® low art forms are flexible and
they entertain the masses. The content and fofnetassic art are more refined,
abstract and religious; whereas the content amddaf low art /folk art are natural
and self-explanatory and reflect the subalternwield. The American sociologist
Herbert Gans theoretically juxtaposes the configctvalues systems existing in

hight and low art as:

The aesthetic standards of low culture stress anbstform being
totally subservient, and there is no explicit canceith abstract
ideas or even with fictional forms of contemporancial problems
and issues. As a result, high and upper-middleigiis almost never
borrowed and adapted. Low culture also emphasizesntorality
play, but it limits itself primarily to familial ahindividual problems
and to values which apply to such problems; loviurel content thus
depicts how traditional working-class values wint caver the
temptation to give into conflicting impulses andnhaeior patterns.
The culture's dominant values are dramatized amdasenalized
more than in lower-middle culture; the emphasi®nsdemarcating
good and evil. Low culture fiction is often meloadnatic, and its
world is divided more clearly into heroes and wik with the

former always winning out eventually over the Iat{@08)

By adopting the language of Pop Art, Khakhar wasg to represent the
life of “low culture” as well as trying to placerhias a negotiator of gender equality.
Revealing his gay identity during the 1960s and 7#@as risky because
homosexuality was a criminal offence under thedndPenal Code. It is only by the
late 1990s gay/lesbian identity politics were opetliscussed in the Indian public

sphere.
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Khakhar’s self-proclamation as a gay through hisks was far ahead of his
time. “Since 1981, Khakhar has painted images exgblicit homosexual themes in
his paintings” (170). Unlike the earlier works whiclosely carried the tone of an
ethnographer, his later paintings are veiled inhmyithrough paintings likerou
Can’t Please All(1981) (fig.28),Yayati (1987) (fig.29) andfwo Men in Banaras
(1985) (fig.30) Khakhar was trying to normalize tdea of homosexuality.

Yayatiis another work that vividly proclaims Khakhar&xsality. It follows
the myth of an old king who asks his son to giva hiis youth. Khakhar converts
this story to portray an aged man who receivesva laase of life from his young
angelic lover. Khakhar often took the Hindu mytlgtal characters and placed
them into the contemporary context very politicadlyd in a sarcastic manner. He

says:

[W]hen | did the one oRam Embracing Hanumatwatercolour,
1998), then | was quite serious. Because theredsri@in kind of
relation | feel may have existed between them—anamd man-but |
have not made it very explicit or | would not halveen able to

exhibit it anywhere”. (Khakhar)

Khakhar was very much aware of the consequeneshth would have to
face if he portrays such a mythical theme in a aby@explicit manner. The way he
depicted such mythological theme shows that hisgastive on art is very much
distinct from the other artists who have been esidgrthe brahmanical thoughts
through their art practices. Art curator Nada Rabserves that, “he [Khakhar]
started by rejecting the idea of “Nehruvian” modem... His choice of color, his
choice of form, his source materials were very ftélseconsidered and didn’t really
reflect a global or elite approach. He was basicgdlying: | don’t care—I belong to
the India of Gandhi. | am going to portray my woér{Raza). If some of his earlier
works are colsely examined, one can observe hdetery to gradually lean towards
homosexual imageries by rendering erotic gesturdsrms in his paintings. Beth
Citron explains how Khakhar takes the Americarstainti Warhol as a role model

for not only as a reference for his paintings shué also to support his gay identity.
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Citron observes:

These borrowings should be taken as especially imgfaih in terms
of understanding Khakhar’s struggle with his peetoand artistic
identities in several Indian public spheres. Whiby, this time,
Warhol was openly homosexual and could manipulatetam
biographical factors like humble beginnings, latlkadine-art degree,
and initial rejection in the art world, these athrained sources of
insecurity and instability for Khakhar. Revealing thomosexuality
would have been even more fraught in the middlassiGujarati
society in which he also lived. In that sense, éhg@sotographs speak
to Khakhar's desire to be like Warhol the persomrenthan just
Warhol the artist. (57)

Khakhar’'s approach towards the depiction of LGBh@mes, critiquing the
orthodox religious living traditions, was a veryliderate attempt. He had said,
“....there are hardly any other painters touchingéhsexual subjects. | guess people
only want to hide.... | also responded to a beaupgsage in Virginia Woolf where
she says you can’t have art that only has a maleev&@he says art needs an
androgynous voice” (Khakhar). From the above-cgttements one can observe
how politically and tactically he was approachihg ggendered subaltern issue. His
courage to proclaim himself as gay through his waglve a new direction and
confidence to other marginalized, especially, LGBaif)sts to represent their own
sexual identity. In that sense, Khakhar's worksehtty be seen as one of the rare
representations of gender subalternity in modedimmart practices.

2.8 “The Discreet Charm” of the Marxist?

Vivan Sundaram was another artist from the Bar@oldool who explicitly
showed the concern of an activist by articulatimng pgolitical ideology openly. He
can be taken as a true representative of a posiablelite artist who practices art
within the framework of Marxian, Gandhian and Nefian ideologies. Like any
other Indian elite Marxists, Vivan also claims tiat artistic practices are socially
committed. He believes that “Marxism is concerned¢hwdeveloping human
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potential in every area. That is the concept ofNe& Man. New visual experiences
are part of this development” (Sundaram). Evewefagree with what he says for
an argument, it is necessary to examine whethee tiseany such approach in his
works. He talks about the conflicts and war betweeuantries and will raise his
voice for religious harmony through Nehruvian pexgpve and whenever occasion
demands, he accommodates Gandhian ideologiesHésalso shares his empathy
towards marginalized “classes” but he never addceshe problem of the real
subaltern who are being dehumanized and explaitélde society in which he lives.
Though Vivan claims to be a Marxist he was also verty different from other
artists who uphold the nationalistic approach amnihg traditions. The only
difference one can find in him compared to othéistsr is perhaps that he is more
explicit in portraying socially engaged themes. iHgvan elite brahmanical family
background, Vivan always has been trying to cap#abn such heritage. His is an
example to show how an elite family legacy wouldypa crucial role in moulding a

successful artist in him. A glance at his biographly substantiate the argument:

Sundaram remains an influential figure... The sonnuofid’s second
Chief Election Commissioner (Tamil Brahmin)...Amri@her-Gil,
one of the most important painters of pre-Indepeandelndia, was
Sundaram’s aunt. His grandfather was Umrao Singdr-8iil, a Sikh
landowner and early photographer.... Another sigarftcomnember of
the family is the art critic and historian Geetapkg Sundaram’s

wife, (Kamayani Sharma).

By taking forward this elite caste and class fgngigacy Sundaram posits
himself as a Marxist liberal artist who engages driswith social issues from the
Marxist perspective. But after seeing two of hisjongrojectsRe-take of Amrita
(1991-92)(fig.31) andhe Sher-Gil Archivg1995) (fig.32) one may question the
Marxist perspective that he claims to share thnotlgese projects. Both these
projects seem to be a mere projection of the amate feudal life of Amrita

Sher-Gil who was his own aunt. Vivan says aboug Work:
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In Re-Take of Amrital put the bodies of Umrao and Amrita together
in such a way that a very sensual, sexual, almpsestuous
relationship between the two is proposed. $her-Gilworks feature

a typical bourgeois family, but the elements colilde more exotic:

a Sardar and a Hungarian, two daughters and aflitet. They are
often read as a representation of a kind of earlpdem
cosmopolitanism, of a romance between east and. vigkt. in
K.Sharma)

And in the second workThe Sher-Gil ArchiveYivan tries to look at the
family photos of Amrita and his father from a femsirpoint of view. He says “I can
also understand that from a feminist perspectiveight appear as if | am imposing
a male gaze .... In one sense, the rearrangemendiatsobs the patriarchal order.
By placing Amrita next to her father, it is almas if she were saying, ‘1 am your
equal” (gqtd.in K.Sharma).

Whatever explanation Vivan gives on both thesgepts, his claims are not
convincing to a larger extent. If he really wantedaddress the issue of patriarchy,
he should have addressed the brahmanical hegerSBoroe there were many vital
social issues around him through which he couldehportrayed the problem of
patriarchy effectively, his conscious decision hoase these photographs to convey
such issues is problematic. As soon as he sawhibigraphs as a found object, his
brahmanical mindset seems to have conceived tletal&archive” his own family
history. These photographs are not just pictureghmy are documentation of elite
bourgeois life and colonial luxurious interiors. ¥{lthis photographic display has to
do with the then contemporary Indian society isucial question. Both of Vivan’s
projects mentioned above can be at the most takéyn as a mere attempt to
“archive” his elitist class and cultural legacy los family. Archives are social
constructs. Jacques Derrida, the deconstructioptisiosopher, explains the
epistemology of archive. He says, “[tlhe archons farst of all the documents'
guardians. They do not only ensure the physicalrggamf what is deposited and of

the substrate. They are also accorded the hermemgint and competence. They
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have the power to interpret the archives”(2). JdanSchwartz and Terry Cook

explain it further on the function and potentiakio¢ archives:

[Alarchivists continually reshape, reinterpret, amdinvent the
archive. This represents enormous power over memaodyidentity,
over the fundamental ways in which society seekdeexe of what
its core values are and has been where it has rome and where it
is going. Archives, then, are not passive storeéows old stuff, but

active sites where social power is negotiated, esiat, confirmed”.

(1)

This is exactly the way the cultural capitalisns fi@en working in India too.
The archived materials work as an agent of histbpower and authenticity on the
history; and with that knowledge and power the e&sim-caste elites retain the
cultural hegemony. In a society where graded inktipgahave been in existence for
centuries, the knowledge and power of the domidaaburses not only controls the
subaltern people but tries to exploit them throughtural appropriation. The
subaltern, especially the Dalits and Adivasi haeeanchive of their own. Their
knowledge system was practiced and preserved piedatty through the oral
tradition and this system is purely dependent omorg. These memories have a
certain power because it was purely based on ¢ixeerience. For them, experience,
memories, knowledge and oral histories are notedifit entities. Rather, it is
perceived in totality as a Totem. Lack of such meesoand history, which evolved
through the experience, in elite artists often nsatkeem inferior in their creative
pursuit. This often led them in borrowing, stealiagd recreating the original
subaltern artists’ works. Vivan's attempt of maki@© pieces of miniature replicas
in the name of “re-imagining” Ramkinkar's much-apgated works,Santhal
Family and Mill Re-callin 2015 along with other elites has to be seeanaattempt
to overcome such cultural inferiority (fig.33,34)hrough this project what Vivan
and his elite friends wanted to do was to recalitiea of “class struggle” in Kinkar.
Vivan was approaching Kinkar and his subaltermantks in the same way in which

he recreated the series of photographs of his amily member Amrita Sher-Gil.
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Vivan’s Ramkinkar project is problematic mainlycbese of two reasons.
Firstly, recreating the work of a subaltern artigtan artist from upper caste really
falls in the category of cultural appropriation.c8edly, Kinkar’'s Santhal Family
(1938) (fig.19)andMill Call (1956) (fig.35) were originally installed in thegpnises
of Santiniketan the habitat 8antalsand due to the same reason the politics of these
sculptures are very contextual. Plucking Kinkargolitics” from the subaltern
context and replacing and staging it in front obrahmanical audience is highly
problematic. Parul Mukherji raises a valid questmm Vivan's displacement of
Kinkar’s off its organic cultural milieu; “How doethis desire of a metropolitan
artist like Vivan Sundaram for connection with éaltern artist like Ramkinkar

feature in a project that presents itself as aecbile?” (Mukheriji).

Another conceptual approach is visible in Vivamsrks like Memorial
(1993) (fig.36) which depicts the aftermath of the communal riotoltook place
in Mumbai after the demolition of the Babri Masatl Ayodhya He claims that the
idea of this work is based on Nehruvian seculangmch he thinks is very much
needed during that time. But his response to tieglent does not go beyond the
conventional thinking of religious harmony and hd dot see the real agenda of
Hindutva forces behind the demolition of the mosquéhe context of the Mandal
struggle. As Kancha llaiah observes, “The Marglalggle was the precondition
for the Dalitization that would weaken and gradydkstroy brahminical Hinduism.
Therefore, they quickly reorganized themselves ite@rtl the caste struggle into
communal warfare. The destruction of the Babri Mb# December 1992 is a
result of such diversionist strategies” (51). lasteof understanding the problem
comprehensively, Vivan tried to read it and trateslanto his work from the
perspective of nationalism and elite aestheticgoddh the collaborative project
with an NGO calledChintan Vivan came up with a video work callé@ Bed Ward
which portrays marginalized people. He says thatitlea of this particular work
germinated during his visit to these people as phathe research for his proposed
installation calledTracking (2003-04). On the usage of a subaltern body ia thi

installation, Vivan opines thus,
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Once | had the idea for the video, | got somebadynfthe National
School of Drama to teach him [Marian, a waste piciedance, and
in three hours this boy was moving in a balletishian. So in one
sense, you can say | used the body of the subalttwever, in
representing him I'm trying to get at somethingpiém. A fine, solid
body is embedded in garbage, rises and then coawsdown into
that cycle, but in that brief moment of ascensioere is aspiration.
(qtd. in K. Sharma)

Coming from elite aristocrat living experience, ¥iv could only see this issue
related to marginalised as an “outsider” and thas vhis major limitation.
Moreover, his political belief based on Marxism diot allow him to think beyond

the class struggle.

Nehruvian secularism is a major area where theonityjof artists have
worked in post-independent India and Vivan alsmiporated those ideas when it
was in high demand. The main objective of such woblased on Nehruvian
secularism is to bring religious harmony betweemious religions, especially
between the Hindu and Muslim, which was frequeutigler after the partition of the
country in 1947. However, the caste-cum-class alitists have hardly tried to look
at the tension within the dominant Hindu religialiscourse and the discrimination
and torture meted out to the marginalized and loeaste people by the caste
Hindus.

The Baroda School has brought a new pedagogigaloaph in the art
practice in India in terms of the exploration of teréal and in adopting global
perspective and techniques. The School emphadmedréedom of the individual
artists. The conflict between artists who stoodifatigenous and international art
practices can be observed throughout the activitiese School. The art exhibition,
Place for Peopl€1981) marked a paradigm shift in art practicetnglia according

to the majority of mainstream art historiographend art critics.

Sudhir Patwardhan, a self-taught artist, was alpart of the showlace for
People His works derive from the observation of everyddylife of the lower
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middle class and marginalized people of his sumgs. Mostly his painting

compositions are arranged with human figures witferént actions from locations
like railway stations, construction sites, tenemsgwotver-bridges and factories. His
limitation is that he perceives social issues dntyn the perspective of “class”
struggle. The essay for this show penned by Kajategorically argues for a
human-centered art practice in Indian art rathemnthocusing on the “living

tradition”. Eventually, Kapur's vision of modernismn Indian art as universal
“eclecticism” points out her limitation in undemsthng Indian modernity from the

perspective of the subaltern.
2.9 Were They Really Radicals?

The emergence dfhe Radical Sculptors and Painters Association 3188
has to beviewed as a counter practice to the Narrative Schbdaroda. This
ideologically leftist oriented group was officiallprmed with the exhibition of
Questions and Dialogu@ 987) (fig.37). Another important event organizgdthis
group was an art camp at Alapad in Trissur, Ke(a289) with the objective of
bringing art close to the marginalized classes.yTere against the exclusiveness

of art practices which were limited to the elitecta.

Taking reference of Antonio Gramsci, Anita Dube-e-tinly female member
of the group—writes in the group’s manifesto theessity of opening up a debate
on activism in art which is against the hithertorative praxis of visual art in India.
Their manifesto emphasizes the anti-caste, antldieuand anti-establishment
character of the group and this kind of the idemlalgposition has not been seen in
Indian art before. Though their intentions are velsar from their manifesto, it is
important to analyse how much they had been ablelfith their objectives through

their art practice? Kathleen Lynne Wymain obsethes

‘Against the Imperialist Exploitation of Art’ ....Ciaing the auction
to be an expression of overt cultural imperialisthe Radicals
charged the artists participating in the show veifipitulating to the
lucrative lure of capitalism and pointed to theifpcdl dangers and

ideological pitfalls of blindly following the sirelike voices of
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international interest. At the heart of the Radscalrotest was a
concern over reducing India's cultural products @an empty
commodity circulating within a market in which feidians could
participate. (11)

The Radicals argued that colonialism and latetakgin has destroyed the
folk traditions of India. However, the group couldt give any alternative to it.
Prabhakaran, one of the members of the Radicapgexplains that the group does
not approach art as a commodity because accordinthegm art practices are
byproducts of cultural activities and selling thestifacts or paintings are similar to
selling one’s own culture which cannot be enteed. But, the Radical Group’s

intention was misinterpreted by the Narrative Grégid.in Wymain 150).

Radicals came to the art scene challenging theab\se practices of the
Baroda School, and alleging that the latter isilaghkn the representation of real
social problems of the marginalized in their workbe Radicals cannot claim that
they are the first group of artists who gave regmésgtions to the subaltern as it has
been pointed out earlier that many artists inclgdiinkar had done it before the
Radical's attempts. Santhosh interrogates the REdiso, “Do their incomplete
subaltern project really offer us anything morentladack, loss or failure?” and also
he observes that, “the overemphasized subjectited® constrained members of
the Radical movement from problematizing their osubjectivities and various

class/caste/gender affiliations” (“Spectres of'{H5).

The representation of the marginalized peopleecimegal can be seen even in
the works of artists belonging to the Narrativeugravho were rejected by Radicals
on the ground that there were no subaltern reptasens in their work. The works
of Sudhir Patwardhan and Bhupen Khakhar share thetalday life of the
commoners from their immediate surroundings. Irt,fthakhar goes beyond the
usual narrative of marginalization by adding theeeuidentity as a new area of
identity politics through his work. What is not Hgaepresented in either movement
is the problems of Dalits/Adivasis who are the rsabalterns of India. In this

context, It can be argued that even the Radicaltddaoot go beyond the practices
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and ideological position of the Narrative group fartvard though the former claim
to be “radical”’. While discussing the vocabularyttué Radical it is also important to
look at how much they had gone beyond the express$io language and the
representation of the marginalized in Ram Kinkarsks.

N. N. Rimzon, who is contemporary to the Radicainkers’ and Sculptors’
Association, critically views the approach of theup and makes the following

observation.

[Tlhe members of the Group had no idea about diakdc
materialism or about Communism. Instead of thaty thttempted to
push forward this idea on the basis of some distaperience or
secondary information that they gathered throughesof their leftist
friends. They never attempted to do a study orareseon this
particular ideology before initiating this Groupn® of their main
agendas was to resist art market and boycott derigs arguing that
it is against cultural practices. But in realityete were no such
galleries making money out of selling art works.iSwas a baseless
attempt to resist art market. Their next majorrafiewas just create a
visual language against the Narrative Group (Bhusheikh etc.).
But the changes they tried to bring through thetirpaactices ended
up in making similar narrative language itself. mdist all paintings
or sculptors of the members of the Group showediri@act of
narrative style. Once when Jyoti Basu [the late momst Chief
Minister of West Bengal] spoke against narrativenfiag, Bhupen
asked him, “Aren't you doing the same thing?”. Ev@&unlam
Mohammed Sheikh spoke to them angrily. He saichémt that it is
paradoxical that you speak against the narrativgdage and practice
the same thing, either stick to what you say ondbclaim such false
things. So, what | am trying to say is that it wadhing more than

absurdism. (“Personal Interview”)

75



2.10 Contemporary Art Practices Since 1990

By thel1990’s Indian artists have begun to expenimagth new materials and
conceptsVoice of Changesedited by Gayatri Sinha, discusses the trajeztooif
contemporary Indian artist's works and their ideBse criteria for selecting these
artists are based on their participation in inteomal events and important
curatorial projects. The book has been structurethé form of interviews with
selected artists by individual art critics/histoisaand their interpretations. Though
this book features many artists, this study disesismly a few selected artists like
Atul Dodiya, Jitish Kallat, T. V. Santhosh and Rsyldomu whose perspectives on
art and their works seem to reflect contradictiolgart from these artists, a few

women artist’'s works have been discussed in theeptestudy in another section.

Atul Dodiya, a prominent and the most popular &mdcontemporary artist, is
quite famous for his depiction of Gandhi’s imagesd @&eology through his works.
The portrayal of Gandhian ideas in his work seem®$d a continuation of the
approach of the nationalisitc artist like Nandd@alse. Gayatri Sinha’s observation
that “the postmodern trajectory of Indian art wire outcome of the initiation of the
modernist approach of the artist who had approaehigdeyond the pre-conditioned
idea of nation and independence” (“Indroduction)’ h8s to be critically viewed in
this context. Dodiya’s works generally depict thecial conditions of post-
independent India. For instance, through the sesfesvorks Man with Chakki
(1998) (fig.38) he invoke the portrait of a countey motherland driven mad by
turmoil and fragmentation. Accompanied by symbaoishsas a precariously located
house, a shipwreck, a giant turtle, and a skulihm belly, the artist's protagonist
stand within an India threatened with schism armdevice (Hoskote 120). Dodiya’s
attempt to see the social reality through the dyth@® Gandhian lens seems to be
superficial; because even Gandhi understands ofarindociety itself was

problematic.

Jitish Kallat, another celebrated contemporaryidndartist who has been
given a prominent place in the mainstream histoaplgy of Indian art, also works

with various media reflecting the ideologies/phdpkies of Gandhi, Nehru and

76



Vivekanda. About his important woRublic Notice 22007) (fig.39), an installation
of Gandhi’'s speech delivered on the eve of Dandicklahe says that “The words
coming of Nehru and Gandhi that I've referencedublic Notice(2003) (fig.40)
andPublic Notice 2(2007) were spoken at historical moments of ekxVairgency;
evoking them today helps ugade ourfeats and follies at this current moment”
(qtd. in. Merali 280). In a personal conversation with Jitish with theegemt
researcher (2020) he admitted that he does notdikallow the entire philosophical
approach of these national political/spiritual leesd but he places them in a
particular context at different times. For instagnbe takes the actual speech of
Gandhi to denote Gandhi’s idea of non-violencena dontext of Gujarat communal
riots that occurred in the year 2002. Another intgnatr work, Covering Letter by
Jitish envelops an entire room with the image dtily 1939 message Gandhi sent to
Adolf Hitler, before the start of World War Il, which Gandhi appealed for peace.
By projecting Gandhi, Nehru and Vivekananda andigrg Ambedkar, another
important national Dalit political leader, Kallateans to endorse the mainstream
narrative of Indian nationalistic discourse whiclasMargely exclusive especially
with respect to the caste question. On the exatuygiactices of Jitish, M. L. Johny

critically observes that,

This is what the western museums want... Jitistenattempted to
monumentalise the speech of a landless migrant ven ethe
monologue of a security guard. ...going by the Indtantemporary
art, we see only international issues or issuesciald be identified
internationally in art. Nothing provincial and regal about it;
provincialism could go maximum to giving iconic tt& to the
security guards, a new tribe that gets the sympathgdian middle-
class artists; from Jitish Kallat to Shilpa Guptadamany more.

(n.page.)

T.V. Santhosh’s works intensively reflect interoatl issues like the
consequences of war, terrorism and border disp&@sthosh briefs his inspiration

and motive of his works as below:
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Well, in my case, the world of news reports is wihmt works deal
with. Each day, we wake up to disturbing imagesviofence and
terror. Fear about the present and angst aboutithes are reflected
as linguistic devices in both my paintings and ngulgtural

installations. It is an attempt to look deep irtie history of violence,
its political implications of terror, and its inleemt complexities of
ideological as well as ethical positions. (qtd. Merali, “Between
the”, 208)

War and terrorism has been a subject matter fonynpost-independent
Indian artists. The artists who represent thesasideere empathetic towards the
people who are affected by war and terrorism (fiyy.4However, they hardly were
able to see every day war, which happens around thetween savarnas and the
Dalit/Bahujans in their own country. As mentioneatlier, an artist has complete
freedom to choose his idea according to his subgpreference. However, it has to
be pointed out here how these artists who are coedeabout international events
like war and terrorism have overlooked the seriptoblem of increasing atrocities
against Dalits and tribals by the savarmakdia.

A similar approach can be observed in Riyas Kowrmother important
contemporary Indian artist, who is well known fos Btrong political activism and
for the portrayal of minority politics, particulgrthe Muslim identity. His major
project tittedDesignated March by a Petro-Angel -(ZD06), which was part of the
Venice Biennale 2007, portrays the oppression afbtjo marginalized Muslim
women under the Islamic regime and internationditamy. Riyas’ latest series of
work titled Holy Shiver(2018) juxtaposes the images and ideas of Gandithi a
Ambedkar contradictory to his previous large-scpbrtrayal of Gandhi alone
which was showcased in Kochi in 2015. In an inewhe explains the idea of this
particular show as: “I felt this was the right mamhto talk about Gandhi. He stands
for many arguments in the present times. | juxtef®waraj with Control, Satya
with Perception. The background is blood red, atynarred. Gandhi here is a

symbol of hope, of resistance, of fearlessnesdl. (qtKalra, “I feel”). But later on
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Komu'’s ideological position seems to have changed.

The concept note dfloly Shiversays that Komu cultivates his thematic
preoccupation with the figure of Gandhi by placimg portraits in dialogue with that
of Ambedkar, thereby framing and establishing ateraction between the two
apparently disparate ideologies within the scopea dfingle frame (fig.42). “He
places the Gandhi-Ambedkar debate as part of aerdapglitical narrative and
references the ideological paradoxes in the condeanp moment while
challenging, in their photographic verisimilitudedainvasive gaze, the short-lived
nature of public memory (Komu). By reading this wone can presume that Komu
is in a political dilemma as to whether he showduks on Gandhi or Ambedkar. In
"On International Workers' Day, Gandhi from Kdtk2015 ) he had clearly stated
his admiration towards Gandhiji. “Gandhi here symbol of hope, of resistance, of
fearlessness ” (gtd. in Kalra, “I feel”). Therensthing wrong with Komu’s decision
in juxtaposing Ambedkar along with Gandhi, but fustaposing of these two
national leaders in a single canvas which conttadlte statement he made earlier

that “All | wanted to do was bring the real Gantlhck” (gtd. in Harikrishnan).

It is so evident that, Gandhi and Ambedkar are peosonalities whose
experiences and philosophies are quite differeheyTdiffer particularly in their
approaches regarding ensuring equality and sagsticg to the depressed sections
of Indian society and to prevent caste discrimoratand untouchability. Whereas
Gandhi suggested a solution within the Hindu religi framework, Ambedkar
argued for “annihilation of caste”. So portrayingtb Gandhi and Ambedkar on a
single canvas, Komu’s intention, contradicting bgn earlier position, may be to

please both categories of people: the savarna Hiadd Dalit Bahujans.

Today Gandhi is being criticized all over the wdofbr his racist attitude
towards the Blacks of South Africa where he livagkrity-one years of his early
career. His statue that was installed on the presra$ the University of Ghana was
removed in 2018 due the high demand from the prertesf the Black Live Matters
(Chandhoke). Several such demands are being raigdtie Blacks all over the

world against the double stand of Gandhi. Mary &eth King comments on
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Gandhi’s negotiation for allowing the untouchakif@enter the Mahadeva Temple at
Vykom, in Kerala. She argues that Gandhi was ambiog this problem with a
political mind. She exposes the hidden hypocrisysahdhi regarding caste issue.
She states, “He also wanted to reclaim the untdalelanot solely for Hinduism, but
for the larger project rejuvenating Hindu cultunaitionalism” (121). Gandhi feared
that, if he takes a stand against the wish of thgeucaste Hindus that was going to
create a negative impact in the anti-British pristesiowever, the artists who
followed the nationalistic legacy of art practiceer& not ready to look at this
problem critically or from a different angle. Inatk they blindly incorporated the

ideas of Gandhi into their practices to pleasentiteonalistic elite psyche.

The artists who were included Mocie of Changeéhave been addressing
various social and personal problems and bringeg wisual sensibilities through
their works. However, while looking from the suleaft perspective almost all the
artists discussed in this study, except, Rimzomse® be endorsing the dominant
mainstream nationalistic discourse. Rimzon’s woaks quite different from his
contemporaries because of his clear subaltern getrgp. Before embarking on the
trajectories of Rimzon it is quite essential tdically examine how women artists of
modern and contemporary Indian art have expressaditieas in their art and how

art historiography has recorded their contributions
2.11 Women as Subalterns

Since the focus of this thesis is on the represemt of subaltern identity in
the field of modern and contemporary Indian aris inevitable to have an overview
of the contribution of women artists to contempgrandian art because in a
patriarchal society like India women have beenréhsioated, exploited and tortured
by the male-dominated society. Gayatri Chakrav@pywak in her essay “Can the

Subaltern Speak” observes:

Within the effaced itinerary of the subaltern sghjehe track of
sexual difference is doubly affected. The questemot of female
participation in insurgency, or the ground rulesha sexual division
of labor, for both of which there is ‘evidence.’idt rather, that, both
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as object of colonialist historiography and as sabpf insurgency,
the ideological construction of gender keeps theerdaminant. If, in
the context of colonial production, the subalteas mo history and
cannot speak, the subaltern as female is even dea@y in shadow.
(The Post-Colonial28)

Though Spivak’s argument that women are treateseasndary citizens in
the male-dominated society can be agreed with,aRfstheoretical equalisation of
all women regardless of their race, caste, and@tihms highly problematic. Hence,
here the focus is on how the women artists of Imdee perceived and represented
themselves as a subaltern and how much they weseeant the “intersectionality”
of caste, class and gender. It is true that wona@mat become successful easily in a
male-dominated world. Articulating their specifigperience is also very difficult
because even the structure of the language we siebthe history we study is also
patriarchal. Marissa Vigneault observes that laggu# patriarchal in nature,
organized through an array of binary differentiaidhat upholds one term at the
expense of the other. She argues that languagevisgha powerful role in making
gender discrimination by citing examples from thegsh language. She explains
that, the word “artist” always sounds a male antistii and unless a female artist
tries to project herself as an artist. In the fpkice, the male gets the claim as an
artist without any effort but in the case of womehg has to claim her artistic
identity. Similarly, the first image that comesdne’s mind when he/she hears the
word “actor” is a male and it is hard to changeTiis shows how patriarchy is
deeply embedded even in language. Marissa askattthe male artist is natural in a
patriarchal society and while the female, socialhtten as woman, artist is made,

created through and by something exterior to h@?).8

How Indian female artists got “qualified” and whet they were aware of
the intersections of caste and gender has to b®rexpfurther. Gayatri Sinha

observes that,

Women’s participation and engagement in art becamadenly

conspicuous during the decade of feminism, in 81&0%. But even as
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women rode the crest of visibility in art, their sikodid not echo
prevailing feminist polemic. In the intervening ¢lr decades, in an
ironic inversion, even as feminism in India gaspd #dounders for
new directions, women’s art seems to acquire awsiokeintention

and expression. (“Feminism and”, 59)

Though the presence of women artists can be sekewlian art from the late

19" century, mainstream historiography on Indian woragists begins only with
Amrita Sher-Gil (1913-1941). Before coming to In@aer-Gil was influenced by
the Post-Impressionist French artists like Paula@ee and Paul Gauguin and by
then she was already a public figure in Europe48y Since Sher-Gil's treatment
of subject matter and technique was very much emited by Gaugin who moved to
Tahiti isaland in French Polynesia in search ofgadous cultural expressions, the
changes in her painting after returning to IndianfrParis cannot be seen as an

accidental one.

Born to a Sikh-Hungarian elite parentage, Shera@l not be aware of the
experience of the poor Indians rather than beingrdmoker and hence the depiction
of native Indians might be the result her conscieffiert to bring “Indianess” in her
work. Sher-Gil got enough recognition from the entics and enjoyed reputation
not just because of the aesthetic quality of hetkesbut because of her aristocratic
family background. This is very significant becausdy elite, upper caste/class
women were allowed to seek education and got tpertynity to engage in cultural
activities during her time. Her stardom as a worpamter has influenced many
women artists in later periods to choose art as frefession. Kapur observes that
“Sher-Gil articulated a woman's prerogative to dedh a sexually immanent self
equally through her persona as through her arts Ehher unique role, to bring to

bear what | call the feminization of modern Indat’ (When Wags7).

Kapur's observation that the “feminization of madéndian art” happened
with the advent of Shergil has to be contestedmecahe ignored the presence of a
very important Indian woman artist of late'8entury, Mangal Bayi Thampuratti

and her works. It shows that even women art hiasterand critics like Kapur also

82



could not see beyond the patriarchal discourse.e Tctt is that the artistic
trajectories and contributions of Ravi Varma’s eid¥langal Bayi was completely
silenced by the fame of Varma and his contributiamsre glorified by the
mainstream Indian art historiography.

It is true that the later generations of womenserthave been drawing
inspiration from Sher-Gil's charismatic projectias a women artist just like Frida

Kahlo of Mexico, Sher-Gil's contemporary artist.yYa#i Sinha observes that,

The accumulation of women's practices as a naedtas had to
reflect on the fissures across India's polity, whghift with each
decade....It has taken women artists several deaafdi@terrogating
the premises of the state to question the imagingndia as the
divine feminine, or the motherland, and insteadwithe unquiet
processes of nationhood.... in the late 1980s andsl9&omen's
practices compel us to believe that just as nationthe periphery are
now accepted as representing other modernisms...” ofidh

Artists”, 63, 55)

In India, late 28 century witnessed many successful female artstsesof
whom shared spaces equal or above male artistsinsance, Navajot Altaf has
created her own language, absorbing energy froditibaal crafts like Bastar art
which is capable of negotiating with the patriatcdaminance. Though Altaf
approached art practice based on her understarafingarxist ideology, she
guestioned the absence of gender analysis in Matikeory and moved more
towards feminist discourse (In the sculptures) .4dj. As a continuation, she
initiated a collaborative project with the tribatists. Adajania observes that in the
course of a collaboration that began in the lat@0%9 Altaf has championed their
practice. Together, they have built the Dialoguentée in Kondagaon, Bastar
between 2003-2005, where they conducted their oéispestudio practices and
hosted discussions on the political economy ofartthe marginalization of gender,

and other pressing political and ecological urgencif the day (“Dialogues on”).
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The sculptures of Altaf and craft persons fromtBaappear so similar that
one of the visitors told Altaf that “they are copgiyour work” after seeing Shkila
Bhagel's works in a group exhibition at Sakshi gallin Mumbai in 2003 (fig.45).
Altaf replied, “but my own work takes from the Adisi, Mayan and African
sources” (qtd. in. Adajania, “Dialogues on”). Ircfathe resemblance is a result of
Altaf’'s borrowing from the Bastar Adivasi culturakpressions. The similarity in
forms is only peripheral because the philosophédiected in their works are quite
different. Coming from an elite and academicallyurstd background, Altaf’'s
position was that of a Marxist feminist which shemesses through her works. In
order to do so, she mainly focused on the femaltylas an experience in her
sculptural practice to confront the patriarchalisgc Gaytri Sinha observes that the
issue of women is an extension of Altaf’'s work agaditical activist and from the
urban context of middle-class Mumbai to tribal BastShe uses an archetypal
feminine, to posit concerns of womanhood and sgifession (“Feminism and”,
63).

Whereas, a craft person from Bastar like Shanpbarays men, women and
“mundane” activities in the village in her scul@uand drawing to depict the
harmony and holistic approach of tribal lifeworl&hantibai’'s sculptures and
carvings on totem pole depict men and women equatlike Altaf. This signifies
that there is relatively less gender discriminatiotribal communities compared to
non-tribal communities (fig.46). In Bai's casewas her late husband Raituram, a
master craftsman, who encouraged her to be ant amid trained her in the

beginning.

Though both these artists are subaltern as wothenexperiences of tribal
women are quite different from the elite womenststbecause of the intersection of
caste and gender oppression the former face. Tdrerafeneralizing the mainstream
feminism with Dalit/tribal feminism is problemati¢iowever, the elite historians
interpret Bai's works from a mainstream feminisinbaf view. For instance, art

historian like Nancy Adajania explains that Ba&ulptures express a deep empathy
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for women and children and she sculpted the trapinsawoman raped by the police

in Bastar by depicting her as a sacrificial goat (he sculptures”).

In fact, the content of Bai’'s sculptures cannowtesved through the lens of
mainstream feminism. Instead, it should be vieweomf the perspective of
intersectionality focusing on the discriminatiorsbd on gender as well as caste. In
reality, Bai’s works voice out against the ongoingtitutionalized exploitation and
atrocities against Dalit/Adivasi community of thadrticular area. But mainstream
feminism fails to acknowledge and address thedrigbpression experienced by
tribal/Dalit women in their everyday life. Eliteidtorians’ attempt to bring
Dalit/Adivasi women under the umbrella of mainstnegeminism with their notion
of universal sisterhood and generalize the proldémomen seems to valorize their
collaboration with Dalit/Adivasi artist communityBy doing so, they think that they
can escape addressing the larger question of tgemilitics and the difference
between Dalit/Adivasi and savarna women and th&daigs of art historians and

critics.

Gopal Guru describes the necessity of giving aasdp space for Dalit
woman for talking within the context of feminisntilt is further underlined that
social location determines the perception of reaitd therefore representation of
Dalit women's issues by non-Dalit women was ledisl\eand less authentic” (“Dalit
women”, 2549). Another point to be noted in womenpaactices in India is the
contradiction between their practices and theiitigal stand. They conveniently use
ideas and imageries from mythology and epics, whishally endorse dominant
religious values and at the same time talk abaanttessity of fighting patriarchy.
If we look at the origins of patriarchy, we findstin the religion itself. For instance,
Manu Smritj a sacred text of the Hindus emphasise the négedscasteism and
lays down rules and regulations to maintain pathgr The burning oManu Smriti
by Ambedkar was nothing but a symbolic act to agsthe “madness of Manu”,
which valorizes the casteism and patriarchy. Astiatho follow Sanskrit/Hindu
aesthetics knowingly unknowingly endorse the pethg embedded in the braminic

discourse.
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For instance, Bharti Kher, one of the most expenand prominent women
artists of contemporary India, frequently us@sdi (fig.47), a cosmetic spot mark
worn by many married Indian women on the forehesda material as well as a
concept in her work which symbolize the third egyemystical concept in Hinduism.
Kher says that “In India, when we go to people’thb@oms, we will seindison
the mirror, because women take them off and shiekntthere at the end of the day,
and thabindiis the witness of the day and life of this persdinhas been
everywhere, has heard everything.” (qtd.in WolfHgre Kher tries to conceive the
idea ofbindi as symbol of women’s oppression of everyday lifet taking thebindi
as a metaphor for representation of oppressed wamegeneral is problematic
because wearing laindi is a religious practice of the Hindu women only eTieal
subaltern women belonging to Dalit/Adivasi commi@sit who are outside the
fourfold division of the Hindus, thg@anchamas,do not attach this symbolic
significance Kher speaks of. Sowjanya also argiuais“abindi on the forehead is a
marker of the Hindu woman. Constructing the Hindenmvan figure as the
Indian/native woman figure leads to the exclusibotber women. Similarly, many
feminists have neither rejectbthdi nor the religious/caste position that comes from
the patriarchal family structures....But mainstreaemihists too have not yet
rejected certain privileges of their own socialipos in the intersecting caste and
patriarchal structures. For example, many femirhisige not rejected their surnames,
family/caste names, husband names, caste/religitaigs.” Portraying the Hindu
goddess as a symbol of empowering women has beeraiastream practice
endorsed by the Braminical discourse and it isesuly projected by the right-wing
Hindutva. “It is unfortunate that no women writarpt even feminists, have
deconstructed the socio-political influences of stheGoddesses on women—

particularly on brahminical women” (Sowjanya).

Though, there are problems in the trajectoriesvaimen artists in terms of
clarity and their political understanding of thdersectionality of class, caste and
gender, a few women artists have explored new idegend their gender identity.
For instance, Rummana Hussain (1952-1999) candweedi as a strong voice as a

women artist in Indian art and her practices réfeecomplex mixture of art and
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activism. Her installatiotHome/Nation(fig.48) shows her transition from painting
to conceptual art and then to installation art. this specific installation the
dome/breast, images of organ mutilation and destru@re developed/juxtaposed
simultaneously. Though the mainstream historiogyajpmited Hussain's artistic
identity within the frame of feminism, her worksese to break the constructed
image and the stereotypical definitions of theicsitHer works reflect experiences
of the Muslim minority in India and a strong opgdas against the Right-wing
Hindutwa politics for which she had to go throughhard time including a self-

imposed exile.

Anita Dube is another important female Indiansarvho got recognized first
for her association with thdRadical Painters and Sculptors Associatidor
addressing the issue of the marginalized. Afterdibpersal of th&roup she started
experimenting with different kinds of materials amdediums which include
photographs, drawings and installations. Her ingurtworks like Silence/Blood
Wedding(1997) (fig.49), made out of human bones covenetd velvet, share the
female experience as silent oppressed. Dube’s anwotiportant workKissa-e-Noor
Mohammed /Garam Haw@&004), a video production in which she acts asuny
Muslim male and portrays as if he/she is sharipgonal experience to her close
friend. By portraying the dual identities throudtistwork, Dube was contesting the
conventional gender norm of the dominant discoudyeti Dhar points out that
“This is particularly significant given the film'éraught context, coming in the
aftermath of the 2002 communal riots in Gujarat adid the temporarily
successful campaign in the 2000s to amend the $®etion 377) to decriminalize
homosexual activity in India” (86). Despite being/arxist feminist throughout her
career, Dube demonstrated her concern for the/tn@irginalized subjectivities as a
curator of Kochi Biennale in 2018. In this Biennalee brought artists from various
gender, caste, sexual identities for the first timelndia. Dube explains, “I am
looking at practices in the margins, from the olbgigolitical margins, Dalit artists,
gueer artists, to even contemporary women artistegse works | admire but
haven't perhaps been in the limelight as muchd.(at Kalra, “We need”).
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Thus, one can find that the historiography of &amdcontemporary art has
recorded the contribution of a number of womenrstatiike Nilima Sheikh, Meera
Mukherjee, Rekha Rodwittiya, Nalini Malani, Arpigingh, Anju Dodiya, Shilpa
Gupta and Mithu Sen were equal or even above sdrtieem male contemporary
artists. Considering women as a subaltern, one asgue that there are
representations of women artists in contemporanhiatoriography. However, the
mainstream historiography of contemporary Indidgnsaconspicuous by the absence
of the real subalterns like Dalit and tribal wom@ihis is true also of mainstream
historiography and even of mainstream feministadnisgraphy. Shailaja Paik’s

observation is highly relevant here. She argues:

Historically speaking, like mainstream historiogmgp much of the
mainstream feminist historiography has neglectesl ghesence of
‘caste communities' to focus on gender categokeseover, much
scholarship on 'Women in India’ has also focusedpper-caste and,
most significantly, Brahman women and their cagtécdlties in

terms of sati, enforcement of widowhood, widow remage and
child marriage. In the process, however, these lachdave re-
signified Brahman women's problems as those ofHmm&us and
therefore Indians. By fixing Brahman women and Bmahi practices
as 'Indian’, some scholars have subsumed the pdwesttusion of

(upper) caste, class and patriarchy into "Indiaaniidy’' itself. Most
significantly, such an intellectual strategy sedm$e predicated on
the scholars’ reliance on the historical constouctiof ‘liberal

feminism' as de-classed, de-caste, or even de-sex®don its at
times potent amalgamation with the upper-casteclagi a Hindu

nation, which significantly occluded Dalit womentastorical agents
and rights-bearing citizens of the state. Only ottee past two
decades have feminists critically analyzed castegpehy and the
power and privilege enjoyed by select castes amdseks both

historically and contemporaneously. (14)
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How art historians, art critics and artists haeer approaching the idea of
subalternity at various stages of their career Haeen discussed in the previous
pages. Though the representation of subalterndeaseen at the various stages of
the history of art from the Kalighat painting tontemporary art practices, only a
few contemporary Indian artists have attemptedepial the crucial problem like
caste in Indian society. The major ideologies tinfluenced the majority of the
twentieth-century Indian artists are Gandhism, Neism, and Marxism. However,
Ambdekarism, the only ideology capable of addregsire basic problems of the
real subaltern people of India, has rarely beeroeag by Indian art historians, art

critics, and artists.
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Fig.5. A Woman Strikes a Man With a Brooh875, Kalighat Painting. Web.18 May 2020.
https://theculturetrip.com/asia/india/articles/@&bhistory-of-kalighat-paintings-in-kolkata-
india/

Fig.6. Varma, Raja RaviThere Comes Papa (Here Comes Pafda#93.0il on Canvas. Private
Collection, Web. 24 May 2020ttps://artsandculture.google.com/asset/there-cqrapa-
raja-ravi-varma/_ AFv7N8y RbNbg?hl=en
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Fig.7. Varma, Raja RaviReclining Nayar Lady.1902. Oil on Canvas.73.6 X .20dm. Private
Collection.Web. 28 May 202Mttps://commons.wikimedia.org/wiki/File:Raja_Raviaivha,
Reclining_Woman.jpg#cite_note-1

Fig.8. Varma, Raja Ravirhe Gypsies of South Indi8930il on Canvag6x120 cm. Sree Chitra
Art Gallery, Thiruvananthapuram.Web. 23 May 202tps://artsandculture.google.com/
asset/the-gypsies-of-south-india-poverty-raja-rarma/6 AGYEJE4AhCuCMw?hl=en
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Fig.9. Varma, Raja RavVillage Belle N.d. , Oil on Canvas. 42x24.7 cm . Private Cditat
Web. 22 May 2020. https://artsandculture.google.com/asset/villagéehelja-ravi-
varma/PAGAygoFCqgsZcQ?hl=en

Fig.10 Varma, Raja RaviVoman Washing Clothekk on Paper, Drawing, DAG Private Limited.
1890. Web 20 May 202https://artsandculture.google.com/asset/woman-wastibthes-
raja-ravi-varma/JAEOxeUQ58e02g?hl=en
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Fig.11. Varma, Raja RaviA Barber, Sketch ,Watercolour and Graphite on paper, DAG/d®ei
Limited. N.d. Web. 22 May 2028ttps://artsandculture.google.com/asset/a-barha+reai-
varma/lgFvQIxusmyZzQ?hl=en

Fig.12. Varma, Raja Ravilhe Toddy Tappe¥.d., Water Colour and Graphite on Paper. 24 x 34
cms. DAG- New Delhi. Web. 22 May 2020ttps://artsandculture.google.com/asset/the-
toddy-tapper-raja-ravi-varma/OwHjmaGluL091Q?hl=en
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Fig.13.Varma, Raja Ravi.Lady in Prison , Oil on Canvas. Sree Chitra Art Gallery.
Thiruvananthapuram.Web. 23 May 202http://www.museumsyndicate.com/item.php?
item=25497

Fig.14. Thampuratti, Mangala Bayiady Giving AlmsN.d, Oil on CanvasWeb. 23 May 2020.
https://www.theheritagelab.in/mangala-bayi-artist/
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Fig.15. Varma, Raja RaviLady Giving Alms 1899, Oil on Canvas. Web. 21 May 2020
https://commons.wikimedia.org/wiki/File:Ravi_Varnhady Giving_Alms_at the

Temple.jpg

Fig.16 Tagore, Abanindranatharat Matal905.Water Colour on Paper, Web. 18 May 2020.
https://en.wikipedia.org/wiki/Bharat_Mata_(paintjng
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Fig.17. Bose, NandalalCotton Spinning 1937. Haripura Posters, 57.2X63.7 cm. Tempera on
Paper.Web. 21 May 2026ttps://artsandculture.google.com/asset/ /tQHhRMGOA

Fig.18. Bose, NandalaDandi March. 1930. Linocut print on Paper. 35x22.3cm.bVZ8 May 2020.
https://www.artic.edu/artworks/201528/mahatma-gaitdipuji-on-the-dandi-march
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Fig.19. Baij, Ramkinker.Santal Family 1938. Cement, Laterite Mortar, Dimensions vaeabl
Santiniketan.Web.21 May 2026ttps://www.frieze.com/article/santhal-family

Fig.20. Baij, Ramkinker Gandhj 1953-55, Cement. Dimensions variable. Santinikei&eb.21
May 2020 .https://muse.jhu.edu/article/666055/pdf
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Fig.21. Roy,JaminiMother and Child.N.d. Tempera on Canvas, 36 X 73.5 cm. N.G.M.A. \ash.
May 2020. http://www.ngmaindia.gov.in/virtual-tour-of-modeamt-1.asp

Fig.22. Roy, JaminiYashoda and Krishnd\.d. Tempera on Cloth. N.G.M.A, Web. 15 May 2020.
http://www.ngmaindia.gov.in/virtual-tour-of-modeart-1.asp
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Fig 23. Paniker,K.C.S.,Words and Symbalk966. 80.8 x 110.9 cms.Web. 12 April 2020.
https://artsandculture.google.com/asset/words-gnubels-k-c-s-paniker/VQEh|9cri-vO w

Fig.24. Paniker, K.C.SEarmer's Familyl954, Web. 28 March 20&ttps://www.sahapedia.org/kcs-
paniker-selected-works#lg=1&slide=32
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Fig.25. Khakhar, BhuperdanataWatch Repairing1972, Oil on Canvas. 36.8 x 36.8 inches, Web.
26 April 2020 http://www.chemouldprescottroad.com/artists-worksifiien-home/bhupen-
khakhar-aw2289.html

Fig.26. Khakhar ,Bhupen/oice of Freedom — StriKE972 Oil on Canvas 36.4 x 36.4 in. Web. 23
April  2020. http://www.chemouldprescottroad.com&s-works/bhupen-home/bhupen-
khakhar-aw2291.html
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Fig.27. Khakhar, BhupenThe celebration of Guru Jayaritt80. Oil on canvas, 68 x 99 in.
Web.23.May 2020. http://www.chemouldprescottroaeotists-works/bhupen-home/
bhupen-khakhar-aw2300.html

Fig.28. Khakhar, Bhuperyou Can't Pleas@ll. 1981. Oil on Canvas. 66.8 x 66.8 in. Web.May
2020.  http://www.chemouldprescottroad.com/artistsks/bhupen-home/bhupen-khakhar-
aw2301.html
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Fig.29. Khakhar, BhuperYayati1987. Oil on Canvas. Web. 28 May 2020.
http://www.chemouldprescottroad.com/artists-worksiren-home/bhupen-khakhar-
aw2310.html

Fig.30. Khakhar, BhupenTwo Men in Banaras1985. Oil on Canvas. Web. 24 May 2020.
http://www.chemouldprescottroad.com/artists-worksieen-home/bhupen-khakhar-
aw2302.html
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Fig.31. Sundaram, Vivan. “12-13. PreeriinMarie Antoinette, Lahore, 1912; Umrao Singh, 1904
Re-take of Amritd991-92. 15 x 21 in.200. Web. 24 May 202@ps://crowcollection.org/
exhibition/re-take-amrita/

Fig.32. Sundaram, Vivan. “Box Five: Family AlbunThe Sher-Gil Archivel1995 Dimension-
Variable. Asia Art ArchiveWeb. 10 May 2020.https://aaa.org.hk/en/collections/search/
archive/geeta-kapur-and-vivan-sundaram-archivestite-gil-archive-1995/archive/geeta-
kapur-and-vivan-sundaram-archive-the-sher-qil-aretii995/object/box-five-family-album
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Fig.33. Sundaram, Vivard09 Ram Kinkers2015, Terracotta installation. WeB8 May 2020.
http://vivansundaram.com/works/409-ramkinkars-2015/

Fig.34. Sundaram,Vivan. “Mill Re-call’409 Ramkinkers2015. Moveable stage prop, motor car
parts. Web. 28 May 2026ttps://guftugu.in/2016/05/28/vivan-sundaram/
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Fig.35. Baij, Ramkinker Mill Call, 1956. Iron armature, concrete, laterite pebbéas] gravel.
Santiniketan. Web. 12 April 2028ttps://aaa.org.hk/en/collections/search/archietifighatt-
archive-mill-call-by-ramkinker-baij/object/mill-cb96

Fig.36. Sundaram, VivanMausoleum(From the series Memorial).1993. Steel, glass, nigit,
white inlaid marble, plaster cast. Tate Collectioweb. 12 May 2020
https://www.thewhitereview.org/feature/interviewran-sundaram/
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QUESTIONS AND DIALOGUE

VN, Jyothi Basu Pushkin E. H.

Anita Dubs K. P. Krishnakumar
T. K. Hareendran K. Reghunadhan
€. Pradeep K. R Karunakaran
C. K Raojan Anoop 8.
K. M. Madhusudhan D. Alexander

Alax Mathow

K. Prabihakaran

An Exhibition :
25 - 20th MARCH, FACULTY OF FINE ARTS GALLERY, 11 AM - 8 PM

Fig.37.Questions and Dialogu#&987. Catalouge front covefaculty of Fine Arts Gallery Baroda.
Web. 24 Aug. 2020. https://aaa.org.hk/en/collectis@arch/library/questions-and-dialogue

Fig.38. Dodiya, AtulMan With Chakki1998. Enamel Paint, Mirrors On Laminate, 72 X 48\ eb.
26 May 2020. https://www.vadehraart.com/recent-weatul-dodiya

106



BT

Fig.39. Kallat, Jitish. Public Notice 2 2007. Installation. Resin. Web. 12 Aug. 2020.
https://jitishkallat.com/works/public-notice-2/

Fig.40. Kallat, Jitish.Public Notice2003.Installation. Burnt adhesive on acrylic mirravood,
stainless steel. Web. 21 Aug.202@ps://jitishkallat.com/works/public-notice/
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Fig.41. Santhosh,T.\Another Story from the City Squag011, Oil on Canvas, 48 x 96 in. Web. 24.
March. 2020http://www.qguildindia.com/tvsantosh/index.htm

Fig.42. Komu, Riyas, “Dhamma Swarajioly Shiver 2018. Oil on Canvas. 72x162. In. Web. 26
March 2020https://www.vadehraart.com/holy-shiver-riyas-komu
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Fig.43. Sher-Gil, Amrita.Self Portrait as Tahitiai934. Oil on Canvas90 x 56 cm. Private
Collection.Web. 20 March 202Gttps://www.documental4.de/en/artists/21989/anstitar-

ail

Fig.44. Altaf, Navjot.Modes of parallel Practice: Ways of World-Makjnt999.Installation view.
indigo powder on wood, PVC pipes,and a video filourfiey on TV monitors. Fukuoka
Asian Art Museum. Web. 24 May 202ttp://www.navjotaltaf.com/modes-of-parallel.php
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Fig.45 Baghel, ShakilaSelf as an Artist2001. Bell-Metal. Sakshi Gallery Mumbai. ImageuBxee:
Sunday Magazine. The Hindu 16 Feb. 2003. Print.

Fig.46. SantabaiMy Life, My Story 1998. Wood. 60x12x12 In. Sculpture. Web. 27 M&pQ@
http://www.dialoguebastar.com/the-thirteenth-platal
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Fig.47. KherBharti. Bindis on Mirror.2019. Algorithm (series). Diameter: 192cm. Web.\2&rch
2020.https://bhartikher.com/#/new-gallery-43/

Fig.48. Hussain, RumanEpome/Nation1996. Installation view. Chemould Gallery. Mumbai.
Web. 11 March 202Bttp://artasiapacific.com/Magazine/90/RummanaHumssai
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Fig.49. Dube, AnitaBlood Weddind.997. Human bones covered in red velvet with beadind
lace. Dimensions variable. Devi Art Foundation. Neéelhi. Web. 26 May 2020.
https://twitter.com/deviartfoundati/status/732098245314304?lang=en
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Chapter 3
Still “Far Away from Hundred and Eight Feet”

In the introduction of this thesis, it has beemefed that this particular
research has begun from the site-specific workiofz@n, Far Away from Hundred
and Eight Feet(1995). In the first chapter, attempts have beedarta examine
critically the major contributions and ideologicpbsitions of post-independent
Indian artists and their works, various art moeats from the late nineteenth
century to the present and how the historiograpghindian art has been archiving
those artists and their works. This overview wasvitable to identify the problem
that has been existing in the field of art practeel the historiography of Indian
modern and contemporary art. As a result of thanagew, it can be observed that
the works of Rimzon is very relevant in terms of tepresentation of the subaltern
“voice”. Therefore, it is necessary to examine hBwnzon has explored a new
methodology in his artistic endeavours and broughhew dimension in the
representation of subaltern in contemporary Indidrpractice.

Already discussions have been done on the regeggemof the subaltern in
the works of a few other artists and their appreachefore taking up Rimzon for
study. Rimzon’s approach is quite different frather artists because of his
theoretical perspective, ideology and cultural tizdi In addition to that, he also put
forward an alternative perspective to address thblems of the subaltern. In order
to explore that, a traversal is made through thdialm contemporary art
historiography, art criticism, and catalogue essays Rimzon’s exhibitions,
secondary interviews, and personal interviews With. In this chapter, an attempt
is made to closely observe and analyze his workelation to Rimzon’s personal
experience, the evolution of his artistic caread faansformations of style.

Rimzon was born in Kakkoor village in 1957 in Klarahe southern state of

India which has been nationally known for its highte of literacy and left
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progressive ideology. In an interview published tine Malayalam weekly
Mathrubhumiin 2018, he recalls the transformation of his fifam his childhood to

a well-known artist (Interview by Sujith Kumar).rRzon started to demonstrate his
artistic skill even from early childhood. Howevée had not given any importance
to it because he could not find anything speciaualit since the habit of drawing
was found in other children of his age group al#®.took art seriously after joining
the College of Fine arts, Trivandrum in 1975. Hangd a basic understanding of the
art through the new academic environment in thiegel He remembers that back-
issues ofStudio International Magazinom the 1950s until 1973, donated by the
British Council, India, was the only source fordenstanding the contemporary
western art practices of that time. With those tle@iresources, Rimzon acquired a
fair enough understanding about international eattices of that time.

The internal political emergency declared by ladBandhi, the then Prime
Minister of India (1975), had a huge impact on Rimzlike his contemporaries and
it brought a new political awareness of resistanchim. As Victoria Lynn points
out, “It became important for Rimzon and his conpenaries to develop a radical,
socially committed attitude that was independenimfrwestern modernism and

mainstream Indian politics” (88).

Afterwards, Rimzon got admission to the Sculptuep&rtment, Faculty of
Fine Arts, and Baroda University in 1982 to purddasters Degree. But, due to
financial difficulties, he had to discontinue hisidies, and later in July 1984 got
admitted to the Kanoria Centre for Arts in Ahmadalmn a stipend. He left the
centre in October 1984 and participated in a caonpydung sculptors at Kasauli.
Then again he resumed his postgraduate studielseaFihe Arts faculty of the
University of Baroda. The Baroda School gave himew direction and inspiration
in terms of developing a new vocabulary. During thee the Narrative Group
enjoyed a prominent position and was controlling tontemporary art of India.
They contested the perspective of “living traditiand proposed “depictions of
everyday life....thereby moving away from the formtlclosures...” (Kabir) and

culminated with an acclaimed group exhibition éedit“Place for Peoplg1981)
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which is generally known as the exhibition whiclyraled the transition from

modernist to postmodernist art in India” (Kabir).

The Radical Painter’s and Sculptor's Associa{®86-89) primarily led by
a few artists from Kerala challenged the ideologusition of the Narrative Group,
the“ living tradition” and other peripheral art practices like Neo-Tardrieendorsed
by the Madras School and tried to“pedical” by adopting a social activist position
incorporatingthe problems of the marginalizethough many of the members of the
Radical Groupwere Rimzon’s friends and contemporaries, Rimziodmat affiliate
with this group due to his ideological differencd$ie Radicals questioned the
commoditization of art and they resisted all kirdsselling of art works alleging
that it is a bourgeoisie idea. Since Rimzon has Ig@ng to pull on his life with the
little money he gets from selling his works he cbobt digest the utopian idea of
the Radicals. He believed without money art carbepracticed or preserved. He
has already explained the reason for not assogiatitih this group in his interview

with the present researcher.

Rimzon completed his Master of Art degree from &dgollege of Art in
London in 1989 and after returning from Englandited in New Delhi for the next
six years. He says, “Going to London on an Inl&ksindation scholarship was a
lucky break for me. There | was exposed to a tptifferent model of learning and
art practice. Since it took me away from the comamobf the Indian art scene, |
was also able to rethink.” (qtd. in Khasnis). Dagritihis period the mainstream art
scenario of India was mostly dominated by practmesainting than sculpture. The
scope for sculptors during that time was limitededio the marketability of
sculptures. It was in this particular context tRamnzon began to experiment with
new materials and ideas which he acquired througtEbropean exploration. His

large-scale sculptural/installations gave a newdion to the Indian art scene.

By the beginning the 1990s, a new shift was vesiblthe art scene of India
and the importance of three-dimensional works a@eb equal recognition with
painting. The new tendencies appeared in the éektulptural practices especially,

in the works of Rimzon and a few of his contempesatike Vivan Sundaram and
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Nalini Malani. What distinguishes Rimzon from higntemporaries is that he has
got more clarity than others in terms of philos@ghiunderstanding, theoretical
approach and their application in his art practiteough Vivan and Rimzon had
begun to practice Installation Art which has beanmt pf the Conceptual Art, the
trajectories of both were quite different. Vivanfsactice and his ideological
position was rooted in Marxism and he seems to &e&gltt up in his elitist
perception. But Rimzon went beyond the Marxist pecsive and identified himself
with Dravidian/Sramana cultural traditions and thmbekarist ideology. Rimzon
believes that coming from a marginalized backgrosrativantageous because those
people can have a better worldview because thdybeilexposed to a variety of
experiences, which includes poverty, discriminatiand other kinds of atrocities,

which elite artists may not experience or even Iimagon these Rimzon says:

| have travelled in train lower class as well apempclass, in flight
some time sin Economy class some other times Bssiclass. | have
stayed in very luxurious hotel. At the same timeldo had even
stayed in a place like slum. | had done my studyamdon and
travelled to many places in Europe and America. aveh an
experience of talking with different kinds of peepnd | gathered
various information and knowledge from differenvdés/strata of
people. What | am trying to say is that | have besposed to
extreme experiences of both up and down. And frbat twhole

experience | have tried to make my art. (“Persdémiairview”)

The research objective of comparing the sociakdpazind of Rimzon and
Vivan is to show how the family legacy and locatmfran artist plays a crucial role
in their identity as an artist. Vivan seems to hgamed much prominence in the
historiography of Indian art not merely becauséisfcontribution to Indian art but

for his ability in capitalizing his family legacyd his articulation skill.

How family heritage and its glory influences atisd's chances of success
and fame can be seen in the way artists like Viaen recorded in history. The

intention here is not to underestimate the contidibuof Vivan. But it is quite
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essential to expose how the elite historians ahdrdics have been projecting the
elite background of certain artists and ignoring #rtists who come from the
marginalized background. This practice has beertiraging since the late 19
century in the historiography of modern Indianard it has already been explained
how caste and class capital worked in the case ridtsa like Ravi Varma,
Abanidranth, Rabindranath, Nandalal, Jamini RoyG.&. in getting a highly
acclaimed position in the art historiography. But artist like Ramkinkar who
comes from a subaltern background has hardly amytioi claim about the legacy of
his family and hence he did not get a prominentela the art historiography.
Every artist who comes from the subaltern backgilonas been experiencing the

same.

Like, any other person who grew up in a rural lgacknd, Rimzon also
nourished his interest in fine art appreciatingendhr pictures, film posters, and
Ravi Varma paintings, etc. Born in a place knownife affiliation with the leftist
ideology, Rimzon admits that he was influencedhmse ideas and at the same time
he also points out that this kind of affiliationvee stopped him from growing
beyond the set up of narrow-minded political parad their ideologies. Rimzon
perceives the idea as tool for understanding tlublpm of the society and he

considers it as a part of his leftist cultural aiogsness.

Rimzon tried to place his large-scale format afigture at the juncture when
the art scenario of India was dominated by paintingdian art scenario did not
appreciate the new language introduced by him ¢oltdian art very easily. Soon
the idea of conflating multiple objects togethersttare a concept became a new
trend in Indian art practices. Rimzon has beeraaly exposed to the style of
minimalism within the framework of western phenowiegy. However, Rimzon’s
minimalism cannot be read within the Western cantisstead of that, it has to be
understood from the perspective of Eastern trasifiothoughts from which
minimalism originates. Though he was initially espd to the idea of minimalism
through his western exploration, later he understdmt the root of it's in the

Sramana traditions. Victoria Lynn explains that tigeirative expressionism of his
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works brings a kind of post-minimalist aesthetidseve the circle, sphere, cube and
square, filled with life force, which co-exist innaagnetic field of energy. He uses
metaphysical imageries in a subtle way to repretenteality of his surroundings

(88).

The basic challenge that Rimzon faced in theahpgeriod of his career was
finding a new language of art that is adequateddress the social, cultural and
political realities of his time. In a personaldntiew with R. Nandakumar, Rimzon
explains the trajectories of his practice and hecgd himself as a contemporary
conceptual artist. Rimzon was closely observing thanges in modern and
contemporary art practices of the West. Apart ftamtheoretical approach, Rimzon
explores his idea through different kinds of matistiwhich has been unfamiliar to
Indian art practices until that time. His assoomatwith the Royal College of Art,
London, from where he had completed his Masterscupture, helped him to
understand and perceive new ideas in terms of mhtand concepts. By
experimenting with the materials like wooden cratdecks or pieces of wood and
painted fiber glasses Rimzon was negating thetiomal and conventional materials
used for sculpture. He does not deny his admiatoy the work of European
artists/sculptors like Anish Kapoor, Tony Craggd &ill Woodrow. In fact, some of
his works remind one of the works of a few Europeatists like Alberto
Giacometti, Antony Gormley and Joseph Beuys. A carative study of these three
artists with Rimzon has been made later in thisptdraunder the subsection of

Phenomenology Perception.
The Departure

The earlier works of Rimzon which had been a pathe exhibitionSeven
Young Sculptorg1985) curated by Vivan and essayed by Anita Dshare his
stylistic evolution. The strong expressionistidirafy, which is found in the
majority of artists of this show clearly indicateetinfluence of the subaltern artist
Ramkinkar. Dube says:

Ramkinkar Baij becomes a source of inspiration; @and towards
this that we direct our search for a language ndidden potentials,
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to carry over our experience and give meaning tocommitment.
The example and lesson of Ramkinkar is precioushdoembodies in
his life and art values that we cherish: a searotvatds a
maximization of expression and communication; greadsion and
great vitality; an infectious love for life and itelebration in a

sensuous and dynamic art. (n. pag.)

Few of the artists participated in this particuigoup show,Seven Young
Sculptors really understood the ideological position thankar attributed through
his work and carried it forward further except Ronzwho shows a very clear
perspective on what he wants to take from Baijpuncue it in the future. Rimzon’s
work titled Three Sculptures on a Shelf985) (fig.50) clearly indicates such
perception. This work portrays the bust of a woraad two men hung like trophies
over a shelf. The very expressive gaze and uneaid/gesture of the three portraits
resemble a subaltern gesture which can only begyed by an artist who has such
lived experiences. The feral expression on theetliaees seems to challenge the
elite aesthetics. Dube observes that the relatimiseen the three portraits are
mysterious, but “their class origin is evident, aa&l displayed trophies they are
disquieting evidence of oppression” (n. pag.). Rinig inclination towards making
such feral expression in his sculptures was pahiexercise to come out from the
conventional way of narration followed by otherisid. Colours in Rimzon’s
sculpture has been a part of psychic projectionlainio the traditional ritualistic
smearing of turmeric or vermilion on the primitiveéols. The idea of painting a
three-dimensional object in his works is not intethdo have a decorative purpose
but to bring a ritualistic experience. Narratingtary through a visual or a sculpture
was the need of artists to propagate religiouseslia earlier period. The shift
from a traditional perspective to modern art densamanore secular approach in art
practices to address the social reality around thEwmentually, these kinds of
practices become a kind of “visual information” aadded to the social history,

according to Rimzon (“In Conversation”).
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The basic challenge during his initial career ¥eabring out a new language
focusing on human aspects other than the stylmtactice promoted by various
schools like the Bengal, the Madras and the Preg@sRimzon began to negotiate
with this situation and tried to overcome it by ongorating new materials and
objects into his work. Rather than creating a riemmathrough the form, he found
interest in finding meaning in certain objects andterials. Thus he explores the
possibility of “Phenomenology” in his sculpturalaptice by using the method of
seeing the world through certain objects and byetstdnding how different objects

act and react upon one another.

In fact, The Departurg(1985) (fig.51) that had been part of the sameigro
exhibition which shows Rimzon brings out the idéaleenomenology in his work.
This particular work depicts various objects rafate the common life arranged on
the floor rather than the conventional ways of @diging a monolithic sculpture on a
pedestal. These objects can evoke various emosiodsdeas related to the life of
the marginalized. The association between the nohjiect and found objects are
very evident here and this new way of conflatingobject/sculptural pieces was
very new to Indian art practice. This style of workn be considered as the
beginning of “conceptual art'in India, which has been already in practice i@ th
West even in the 1960s. By adopting this style, edumwv Rimzon could find a
solution to the problem that he had been stuck itip; hat is to deviate from the
narrative style. His basic challenges were ndy tamfind a new language but also

to bring out a more humanistic approach to arttprac

Though his earlier works likBculptures on Shednd The Departureshow
strong affinity towards the expressionistic styilee|lhis contemporaries; later he
takes a conscious effort to avoid such influendestead, he found a new language
and method to represent his concept, which is rooeated towards the East and its
spirituality. To attain this stability of language his work he traverses
simultaneously through Indian myths, folklore, anidtory and his intervention
towards this medium did not remain just as the Uaigg of form but it opened up a

new debate on the possibility of conceptual atantemporary Indian art. Rimzon
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says that the ultimate aim of an artwork is nate¢ek aesthetic pleasure but it has to

share some social experience (Interview by Sujitimir).

Till the artistic intervention of Rimzon, the Il art scene was unfamiliar to
the application of ideas such as semiotics andrdgaaction that were already in
practice in the West. Apart from the usual modebhgculptural language, Rimzon
also could incorporate these new ideas in his wwoykaccomplishing the new
theoretical possibilities. The use of found objanttis works has to be read within
this context. On Rimzon’s juxtaposition of foundjextis with other materials and
spaces, Marta Jakimowicz makes the following contmenthe archive called

Critical Collective

Rimzon relied on the found object of chance andham so treated
realistic or expressively exaggerated figure asadisg point taken
from the immediate surroundings. Its placementhia ¥icinity and

juxtaposition to other objects-forms yielded unestpd associations

and revelatory insights into broader paradigmsxdgtence.

Void and Voice or Self within.

The best example for Rimzon’s innovativeness ingimaterials is the work
called From the Ghats of Yamun(@990) (fig.52). By keeping two terracotta pots
mouth to mouth, Rimzon tried to create a new pdggib-a third space—knowing
the fact that even that space will be nothing lmst p feeling of hollowness. The
actual negative space contained inside the twaepiet sealed pot creates a kind of
curiosity in the viewers. In other words, he create“void” space to fill another
“void” space. This “void” space can be seen indniire body of work. Here, the pot
is not just a pot but it has to be seen from thapgetive of semiotics. Jakimovicz

further observes that:

In a rather similar manner, he appropriates, imetgp and transposes
material from art history. Among his main motifisete is the earthen
pot—the womb of fertility, nourishment, and pleftglonging to the

mother goddess, to the waters and to the womann\fhieed, it may
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allude also to fertile masculinity. It is the velssé the body, the
world, the self, and the spirit but also the camaiof feudal cruelty
to the untouchableTitical Collective.

By bringing different contradictory images andnisr together, he creates
new meanings from the same objects. For instaheeneaning of the pot has been
changed while changing the function and the passtiin an interview with Victoria
Lynn, Rimzon elaborates his metaphysical perceputragvn from Martin Heidegger.
Rimzon says, “A stone lying in the street won't meenything. But when you put it
up to the sky then it can reveal the Earth, orditence of the Earth...when the sky
meets the Earth, it represents a dual moment. flagninated with that poetry” (qtd.
in Lynn 87).

Rimzon’s consciousness has been moulded with ahehétypal” imageries
and events of the past. He traverses through tldutean of mankind from
prehistoric time to the present time. His appro&miiards modeling the figures
cannot be read within the framework of traditiopedctice. On the contrary, it gives
more disillusion and detachment from the subject destructs the narratives. In
short, it becomes just a found object like any otleady-made artifacts. Rimzon’s
deep understanding of the Indian figurative tradiél Buddhist and Jainist
sculptures had played a vital role in moulding fffeélosophy of his sculptural
language. This spiritual affinity distinguishes himfrom other figurative Indian
sculptors and makes his work unique. He perceivegjuality of the Buddhist and
Jain sculptures and particularly notices the usénoér and outer space and the
radiance of the inner energy and tranquility reftelcon their face and body.

Rimzon’s works show the clear influence of Sramemiéures. He believes
that by modeling a sculpture he can elevate hiaside a visual and visionary level.
He adapts and recreates the content and form @rdreana sculptural tradition as a
means to suggest the Sramana philosophy as aasotatthe suffering of humanity.
Humanism has been a primary concern of his practit@vever, through the
existentialistic thoughts he also tries to negetiafth the cultural socio-political

situation of his time. He explains how a small hoén bring a difference in the
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perception on an object. A hole on the object iatdis the hollowness of the object
and it creates a sense of emptiness (fig.53). Byhecting the universe with the
small hole on the object he gives a life to hisvestks and also gives a possibility
that is more metaphysical. An ordinary object l&e earthen pot, if completely
sealed will give more tension and anticipation.,BRimzon release this tension by
putting a small hole on the surface of the sealgdab. This is a play between space
and material. The emptiness or the void spacesnvork can also be related to
Taoist philosophy. One of the textfao Te Chingexplains how the void space

becomes an essential part of that particular object

Thirty spokes are joined together in a wheéel, it is the center hole
that allows the wheel to function.

We mold clay into a pot, but it is the emptinessde

that makes the vessel useful.

We fashion wood for a house, but it is the empsnaside

that makes it livable.

We work with the substantial, but the emptinesshat we use.
(Tset 24)

As the above quote shows, it is the “void” or eimgds in Rimzon’s works
that gives life to his sculptures. The surfaceh® pot which is made of mud is
usually known as positive spackehe positive space of the material is nothing but a
convenient space or intermediary space, which esabd hold the emptiness.
Without that shape, it is impossible for one tochah empty space. Emptiness is
everywhere and it is not useful in life until amless certain shapes do not define it.
In short, only by perceiving the difference betwdsing and non-being we will
come to know the value of human existenidee totality of Rimzon’s work can be

read from the same philosophical perspective.

Rimzon believes that Buddhism has an importanteplan tackling the
present-day conflicts of humanity. His ideologicahd philosophical approach

towards Buddhism is not merely to use it as anhaést tool but it has been
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suggested as path to solve the problems of theinadimpd people and this idea is

very clear from his own words:

Buddhism is a very unique religion in the world atsdglory lies in
giving solution to eradicate human suffering. Buald$tudied the
reasons for grief in order to eliminate it and fduhe most scientific
remedy for it. Buddha found that it is the fivenses of human
beings that give them all experience and so hesadvpeople to
acquire the ability to control those senses througious methods
and to seek solution from the self within. At treeme time, other
religions are trying to solve this problem basedtlos idea of God.
Other religions approach God as a problem solvefadt, it was his
anti-Hindu attitude that made him in search for @udm possible.
The fact is that caste discrimination is the backbof Hinduism.
Hinduism generally tells people that some are nelasr lower castes
as a result of their past sins. Because of sucte dasrarchy and
segregation, | realized that a man would not batée as a human
being or given the respect and pride that he deseas long as such

practice exists. (“Personal Interview”)

Rimzon sees Buddhism as an alternative practiceotmter the dominant
Hindu culture. He firmly believes that only Buddhmhilosophy, which is based on
liberty, equality, fraternity and freedom, can aane issues like untouchability and
other similar intolerance (qtd. in Nandakumar)their totality, Rimzon’s art works
are a kind of commentary on the prevailing socitiecal-political fragmentation of
India. By choosing the mediums like terracotta dodns like the pot Rimzon
constitutes a language of representation of thdbtiva of the marginalized. In other
words, the story of this material is rooted in #reient civilization. The imageries
in his works resemble artifacts of the Harappan Biathenjo-Daro of the ancient

Indus valley culture. On this connectivity with tr@mote, Rimozn says that,

“Many of my works seem to be similar to those odligm cultural

figures such as Mohenjo-Daro and Harappa. In otleeds, | see my
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artwork as a continuum of such practices. It isoa-Brahminical
ideology but at the same time, it is very much esded with
Dravidian culture. In fact, our South Indian cuéuis intertwined
with such non-Aryan or non-Brahminical Mohenjo-Dafi@rappan

culture” (“Personal Interview”).

Consciously or subconsciously, Rimzon’'s works ssjghe necessity of
retrieving the Sramana tradition instead of thevifilj tradition” which the
nationalist artists have been projecting. The ma@n Rimzon got from the
movement Arte Povereannot be ignored while discussing his use of mesetOne
of the important aspects of Arte Povera was thaséd everyday material, referred
to as “poor” in terms of quality and value. The a$enaterial like soil, food, water
and found objects which was used by the artistengghg to the Arte Povera
challenged the notion of the superiority of indiagtrsensibilities of American
Minimalism. The use of unconventional materials apgroaches often brought a
contrast to the existing mainstream aesthetichaifttme. The objects they collected
from various sources sometimes shared a persormalongeand social history. In
short, it was a reaction to the hype of the indalsted sensibilities of Minimalism
and similar sophisticated practices. This alsolmanead as a byproduct of the post-
Il World War period of Italy. If the artists of Eope were negotiating with the post-
war trauma and industrialization by adopting Artev&a, Rimzon was initiating a
practice to counter the dominant Indian aesthetiwving inspiration from a
Western movement in antlis use of unconventional materials, figurationsl aise
of found objects and arrangement of objects atartenies for his close affiliation
with his thought. By juxtaposing objects gathersahf various sources along with
hand-crafted objects Rimzon practiced the fundaatedéa of the Arte Povera and
tried to bring a newneaning in his works. In this case, Rimzon’s apphoseems to
be more universally oriented rather than the natishapproach of the so-called
modern Indian artists and Rimzon has shown nodtemsitin admitting that he uses
a universally acceptable language in his works.aleady knew that people who
attempted deliberately to bring “Indianess” int@ithworks were seeing their own

country through the *“orientalist” perspective. Romz has been consciously
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distancing himself from such practices and crigsizhose artists who attempt to
bring Indianess very artificially. He says that rtheis no need for bringing
“Indianess” forcefully into a work of art and if s@body is doing it, they are doing
for the sake of making their works appealing to ‘thieentalist” eye. He says that
even K. C. S. Paniker also turned towards the Neuic Art after he received
advice from his European friends that he has torparate Indian elements to

maintain his cultural identity as an Indian (“Perabinterview).
Phenomenology of Perception and Sramana Thoughts

The influence of artists like Joseph Beuys, Albggiacometti and Antony
Gormely in Rimzon’s approach to art cannot be igdowhile reading his
trajectories. Beuys was undoubtedly the most dgamt and political artist of the
post-1l World War and post-reunification Germanydams practices were closely

inter-woven with the fascist past of Germany. Claidesch observes that,

Beuys's traumatic “experiences” led to his majdore$ to expand
art, freeing artists after him to work in a thorbtyginterdisciplinary
way, and to embrace anthropological conclusionsualast and
culture. Beuys has understood the force of cragtias the most

important and universal human characteristic. (P15)

By using unconventional materials and forms, Beugts attempting to bring
the collective memory of his personal experience #re trauma that he had gone
through in order to stimulate similar feelings metviewers who had undergone
similar experiences in the past. In addition torapphing art as a ritualistic activity,
he was also actively negotiating with the currealitigal scenario of that time.
Another important aspect is that he hardly sharsdelperience of the Second
World War publicly. Mesch reads his repressed naind observed that his years in
the war generally determined his consistent comenitnto spiritual, scientific, and
political notions of peaceful change and positiv@nsformation through art and
performance (14). Beuys speaks about the rolesggmificance of Shaman who

appears frequently in his works:
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| take this form of ancient behavior as the ideatrahsformation
through concrete processes of life, nature anadtyisMy intention is
obviously not to return to such earlier cultures toustress the idea of
transformation and substance. That is preciselyt Wigashaman does
in order to bring about change and development: r@ture is
therapeutic ... while shamanism marks a point in ghst, it also
indicates a possibility for historical developmentSo when | appear
as a kind of shamanistic figure, or allude to igd it to stress my
belief in other priorities and the need to comewiih a completely

different plan for working with substancégtd. in Tisdall 23)

Beuys draws inspiration from his autobiograph@agberience which he tried
to see through Shamanism. Rimzon also consciouslgubconsciously draws
inspirations from his personal experiences. Hisabotary has been developing
through the imageries of Harappan, Mohenjo-Daro &mdvidian Shamanistic
thought. Various gestures and expressions incogmbria his works remind one of
the ritualistic and performative natures of varioelements of Dravidian and
Buddhist rituals. The materials and forms that Rimaises in his works have

historical significance in them.

Similar to Beuys, Rimzon’s works actively negatiatvith the political
discourse of the country. If the war and relatstdiés were a natural force of Buey’'s
trajectories, Rimzon’s artistic endeavors contestdominant Brahmanic culture as

well as the fascist agenda of certain politicatipar Rimzon says,

| see my artwork as a continuum of such practiteis la non-
Brahminical ideology but at the same time, it isyv@uch associated
with Dravidian culture. In fact, our South Indiarultcre is
intertwined with such non-Aryan or non-Brahminidabhenjo-Daro
Harappan culture. However, such an approach ispacdt of my
conscious decision, but, as | mentioned earliecoines from my

subconscious mind. (“Personal Interview”)
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Rimzon strongly believes that creativity is thestionperative and universal
human trait. He envisaged a new artistic experidryceonnecting his ancient root
of shamanism and contemporized it to negotiate wheh current socio-political
situation. In his use of unconventional materiahsl @isplay of especially found
objects, readymade and installations Rimzon extride medium of sculpture not
only metaphorically but also politicallyHis keen observation of the practices of
Joseph Beuys inspired him to explore more ideaate@lto his socio-cultural
experiences and to incorporate the Ambedkaristledgo In his own words: “So
naturally, | explored other kinds of references—jall, social, as for example, the
ideas of Ambedkar—so that the works could be expdnd refer to these matters. |
believe, unlike the commonplace ideas about palitaxrt, these works could be
pushed to a different level(jtd. in Nandakumar)

The tension between the space and the form is @neghe major
characteristics of Rimzon’s works. It can be readh& tension between the self and
the society or between the form and the space.|&imiaracteristics can be found
in many European sculptures especially in Albertac@metti, the Swiss sculptor.
Giacometti explains the reason why his sculpturesetongated and lean. He talks
about the negative space in sculpture and dueetprdssure of this negative space
the physical form of space is shrunk and eventutlly elongated. In an interview

with James Lord Giacometti says,

What | am doing is negative work... You have tosdmnething by
undoing it. Everything is disappearing once moreuYave to dare
to give the final brush stroke that makes everghdisappear...
What's essential is to work without any preconaaptiwhatever,
without knowing in advance what the picture is gpio look like.

(gtd. in Lord 45)

The idea of negative and positive has always bbemne in visual art
practices. Giacometti’'s work suggests the unityveen the body and the space that
surrounds it and portrays a relationship betweenbitdy and space that negotiates

the alternative existence of life and death. Thpigraach can be seen in Giacometti's
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oil painting Annette(1961) (fig.54) and his bronze sculpt#émman of Venice VIII
(1956) (fig.55). He brings attention to the extérpaysical body as opposed to the
“inner being” of the form. The very static poseshef sculpture are never engaging
in activities but are posed facing the beholdere Tififluence of Giacometti on
Rimzon is very much visible from the very initidhges of the latter’s trajectories of
art praxis. Rimzon’s works entitledhree Sculptures on a Shdlf985, The
Departure (1985) and the Man in The Chalk Circle 1085) share certain
characteristics of Giacometti's works. The crudd anmordial gaze and the very
rough texture of Rimzon’s works remind one the Emi treatment of Giacometti.
Regarding the dealing of space, Giacometti was ngrkvith the negative space
through the technique of subtractive act whereaszBn was more focusing on the
inner world. Giacometti’s artistic endeavors depeld through the environment of
the post-Second World War period and his works séenshare his personal
response to the war. Rimzon’s works progress as@onse to the dominant culture
in India that he has been experiencing throughautite. However, it has to be
noted that both of their intentions were to bring the social reality through their

personal experiences.

British sculptor Antony Gormley is another contegry artist who can be
compared with Rimzon. What makes these two artmtsparable is the use of space
and the similarity between their forms. The innpace in the casted body in
Gormley’s sculpture is not something meant for emteal reading nor does it refer
to a specific cultural context. Rather, it is tezhias a universal form. The body-
cases- like forms are quite different from othenitar forms made through the same
technique, which gives a curiosity to the viewektmw the identity of the person
inside The immobility and contemplating appearance offtren in Goormely also

can be seen in Rimzon’s work.

The inner space in Rimzon’s work is not very difg& from Gormely’s
works. In the series of works likBhree Ways: Mould, Hole and Passad®§1)
(fig.56) andLand, Sea and Air 1{1982) (fig.57) Goormely used the inner space as a

metaphysical experience. At one time he perceivedody as a temple of being and
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other times as a kind of prison. The idea of insgace in Gormely’s works has a
deeper connection with Eastern philosophy and Bistldsculptures. John
Hutchinson points out that Gormely had admitted &niration towards such
thoughts (34). Therefore the similarity between Raimand Gormely in terms of the
notion of space and the figuration in their worksimmot be seen as an accidenta.
Contrary to that, it has to be read with referetwé¢he similarity in their thought.
Whereas Gormely uses this figuration and the spgacéring a metaphysical
experience to the viewer from the orientalist pecspe, Rimzon proposes
Sramana philosophy to counter the dominant cultdrstourse drawing creative
energy from his own cultural roots. Another impattaspect which connects both
these artists is their association with the “pheeoahogy” of Maurice Merleau-
Ponty which was a major influence on the art pcastisince the 1970s. Ponty
sought to establish the real and the imaginarywas different but corresponding
realms: separate on the level of ordinary beingdmutesponding on the level of

fundamental being and that kind of correspondeppéies even to the human body.

Jhon Hutchinson notes that “Gormely, like Merld&anty, is much drawn to
the idea of the correspondence between the viatdeinvisible.... In other words,
to Gormely the body is the articulation of meanings that in which sense is given
and out of which senses emerge” (42). Ponty sagts‘Man is a historical idea and
not a natural species. In other words, there isuman existence no unconditioned

possession, and yet no fortuitous attribute” (19&nty also briefs that,

Every external perception is immediately synonymaith a certain
perception of my body, just as every perceptiomgfbody is made
explicit in the language of external perception...e Wave relearned
to feel our body; we have found underneath the abbe and
detached knowledge of the body that other knowledgeh we have
of it in virtue of it is always being with us andlthe fact that we are
our body. In the same way we shall need to reawakerexperience
of the world as it appears to us in so far as we iarthe world

through our body, and in so far as we perceivewthdd with our

130



body. But by thus remaking contact with the bodyl amth the
world, we shall also rediscover our self, sincecepring as we do
with our body, the body is a natural self and,tagare, the subject of
perception. (239)

Basically it is the “phenomenology of perceptiadhat connects Rimzon with
other European artists like Giacometti, Joseph Baund Antony Gormely. Though
the mainstream Indian art critics/historians tryré@ad Rimzon’s works with the
reference of western phenomenological studiesantlie observed that his relation
with the phenomenology is more oriented with thstera thoughts especially with
the Buddhist intellectual traditions. Another imfzant factor one can observe here is
that, if those three European artists mentionedd ugeir phenomenological
understanding to construct a post-war narrativieaafima, Rimzon uses it to bring in
an alternative thought or a counter-cultural pEctio the dominant Bhrahminical
discourses. It may not be an instant solution éopttoblem of the subaltern. But in a
broader perspective, it provides a permanent solutor all the inequalities by
offering an egalitarian concept where all kindsidriies are merged. And that is the
political relevance and cultural significance ofron’s works.

The idea of inner space in Rimzon’s work is veryci rooted in his
experience and in his approach. To comprehendetigan that accumulated in his
work, one must understand the socio-cultural bamidn which he lived and which
moulded his early life. Despite the fact that Rimaioes not fully agree with the
idea of identity politics, his works cannot be @dcwithout relating them to his
social-cultural background. How Rimzon seeks tokmhbe space in his creations
has to be seen closely. Almost all his sculptuseseta focal point and a radius that
surrounds it. The installation titlethe Tool(1993) (fig.58) shows a Jain/Buddha
figure standing by holding folded hands togethevai@ls the sky in a meditating
pose surrounded by assembled tools of everydagiifine floor. The representation
of tools used in this work can be interpreted iffiedent ways. Generally, a tool is
meant for making the work of a labourer or craftspa easier. It also can be a

weapon to defend protect or attack. The tools disgd here, are those used by the
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marginalized people. They use it in the agricultfiedd or in other construction
sites. In this specific circumstance, it is mogngicant to look at what Rimzon has
not explained about this work as the objects amth$ohave to be read with the

reference to the “phenomenology of perception”.

In his solo exhibition Seve@ceans and the Unnumbered Sté2807) held
in New York, Rimzon shows more affinity towards MarHeidegger’'s enquiry into
“ontology” through “phenomenology”’”. Heidegger sa$the phenomenological
concept of phenomenon, as self-showing, meansdimg lof beings—its meaning,
modifications, and derivatives. This self-showirgy nothing arbitrary, nor is it

something like an appearing” (31).

In this study Rimzon's works are read from the spective of
“phenomenology of experience” rather than “translegtal” or mere “metaphysical
approach. It is true that phenomenological studas opened up a new possibility
for people who work on “experience” because omxperience generally has an
ability to hold much richer “content” than providina mere sensation. The
artifacts, objects, events, tools, the flow of tjrttee self, and the other experienced
in one’s “life-world” are truly a part of one’s “perience”. These experiences are
reflected through perception, thought, imaginatioemory, emotions, aspirations,
personified actions, social norms, customs, ritudsnguage and so on.
Conventional phenomenology sees the world throudpjestive consciousness. On
the connectivity between one’s experience and thouavid Woodruff Smith

observes that:

Recent philosophy of mind, however, has focuse@aafty on the
neutral substrataf experience, on how conscious experience and
mental representation or intentionality are growhd@ brain
activity.... The cautious thing to say is that pheeaology leads in
some ways into at least some background conditiohsour
experience.... It is that lived character of expezeethat allows a

first-person perspective on the object of studynelg, experience,
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and that perspective is characteristic of the nulogy of
phenomenology(n. pag.)

In this context, it is observed that Rimzon’s rifff towards phenomenology
is more oriented towards his lived “experiencesXpé&friences accumulated in the
form of memory in human brain are very much conegcwith the past-lived
“time”. One can be in the present only after a Igmgctice and without the past
there will not be present or future. So, the memofythe past is very much
connected with one’s past lived experience. Petgld to remember the pain and
sorrows than their happy moments. Here Rimzon’sipimenological approach has
to be seen from the Buddhist perception of the baihd mind and its

phenomenology.

For Buddhists, understanding the body becomesi@atrstep in the larger
enterprise of understanding how worlds are consdu@and how human beings
remain trapped within them. Buddhist representatiohthe wheel of life similarly
use a house with six open windows to represenbdlg and its six senses. As these
pictorial representations of the cycle of death eatdrth indicate, the body and the
senses are the basis from which contact with thddwarises. Immobilizing the
body in the act of meditation and stemming the fldveensory stimulation leads to
a meditative experience divested of all disruptivental content. While the
windows and the doors of the senses remain shdjtérey shut out contact with the
world and block the disruptive emotion of desirattfeeds upon this contact. (Lang
25)

Karen Christine Lang further explains that the @udt understanding of the
body with the reference dladhyamikaphilosophy as,

[The] nature of the body is constituted with “impyt and “the

natural impurity of the body that emerges from wemb is so great
that even an ocean of water could not cleanseatebVer, impurities
characteristic of the body leak out of its niner@pgs in the form of

tears, ear wax, snot, saliva, sweat, excrement,uané. In the end,
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the corpse’s impurity becomes an object of meditator those who

observe the progress of its decomposition. (27)

Lang also points out in the context of this phojoisy that only through the
mediation of “mindfullness” one can cleanse theybadd mind, but, in Brahminical
way of practice, they are only trying to cleanseirttbody through rituals and
offerings and it is imperfect. Since one’s bodyelitss impure by nature it is a
paradoxical thinking that the Brahmins’ body wi# bontaminated by the “touch” of
the lower caste people. Buddhism was logicallyiquihg the Brahminical practices
of untouchability and they were treating body asmaterial of objectivity.
Impermanence is one of the essential doctrinesuofdBism.The doctrine asserts
that all of conditioned existence, without exceptits "transient, evanescent, and
inconstant Sundar Sarukkai observes that Buddhist view & blody is very
important in the context of practices of untouchgbHe says that, “One reason is
that the Buddhists rejected a brahminical outlomkards individuals, society and
god. The other reason is that following Ambedkaud@hism has become the
preferred religion for many Dalits” ( “Phenomenojogf ” 42). Rimzon incorporates
his phenomenological “experience” into his art ficec by adopting the Buddhist
concepts. His approach on this idea has got nottungo with the “theological”
understanding of the European artists as pointdatedather, Rimzon’s approach
traverses back to his “memory” and “experience” eemert back to the context of

the current social reality of his surroundings.

In his solo show entitle@even Oceans and the Unnumbered St20€7)
Rimzon perceives the human body as a containezc@ptacle of violence and of
generative possibilities; a simultaneous holder setrets and emptiness. For
instance, Rimzon’Sealed Fountaif2007) (fig.59),a large installation work, shows
a sealed “space” which is formed by placing twaydaurulis, large traditional
bronze vessels, face to face and a primordial fenfam with her erected and
pointed hair placed horizontally underneath théeskaessels as if the weight of the
sealed “space” is borne by that female form. MNisther at the Shring2007)
(fig.60), another work from the same display, shows a fudlagr pregnant belly
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merging to the imageries of nature while going® ¢dges. His sense of articulating
space is nothing but an emptiness that he gatHeved the Buddhist concept of
body and space. Even the minimalism that he brthgsugh his work cannot be
read in the context of Minimalism (1960) of Westemt, the most influential art
movement. The artist belonging to this movementtero create art that refers
only to itself, permitting the spectator a pureugilsresponse. Marc Botha observes
that “Minimalism is best understood as an exisgntiodality or a way of existing
in the world” (1). The minimalistic approach of ion has to be read with
reference to Buddhism which shows the world theessity of eliminating unwanted

desires from human mind and life in order to reairgndfulness.

It is very important to note how Rimzon’s worksvhaevolved vis-a-vis his
philosophy. However, it is also equally importaatknow about the biographical
details of the artist to have an understandindhefrbots of his creative endeavors.
But the problem here is that he has not mentionedamily anywhere like other
artists from aristocrat families. As pointed outeady, the elite artists who have
been controlling the Indian art scenario were tglkadvantage of their location and
family legacy. But in the case of artists like Ranidar or Rimzon, one hardly sees
them claiming something out of their family backgnd. The reason for such artists
not disclosing their family background may be tiia¢y do not have anything
particular to reveal to win the appreciation frdme patrons or viewers.

Another reason for the artists coming from loweats of society for not
revealing their painful living experiences may hedo their inferiority complex. In
order to veil this reality, they often weave outlaager narrative around them.
Nevertheless, by going deeply to their biographg can identify the causes and the
logics of the language of expressions that thesistsarhave created. Similarly,
Rimzon could not have expressed the bitter expesieaf the marginalized
subjectivities like him through his work explicitlinstead, he was trying to portray
these issues in a broader perspective becauseeletkat he had to challenge the
whole establishment including the patronage of dneworld. By doing so the

person could be alienated or cornered by the nramst culture. He says:
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Though we have an alternative thought, it is al$achthat we don't
have an alternative system yet. System in the sehae we don't
have a parallel political power, economy, technglomedia and
infrastructure etc. All these are still under theonopoly of

Brahmanical culture. So fighting with them directiy just like

fighting waves with a sword. In addition you wik bbracketed into a
certain category and will soon lose your publiccgpéor showing
your art. So we can only approach this matter ittactical mind.

(“Personal Interview”)

Sometimes, what the artists explain about theirkevanay not be very
important, compared to what she/he has not exmainén that case, the art
historians/critics have to connect the gap betwekat is said and not said by the
artist in order to reveal the truth behind thekvof art. An artist generally reveals
the process of his/her artistic endeavors. Thatrmétion will be there in front of
everyone already and there is nothing for art hists to add. The only scope for art
critics and historians is to go beyond the worladfand find out what the artist has
not explained. They should also be able to lookhatartistic endeavors critically
and analytically to enable the viewers to travethe socio-cultural and historical
backdrop of the work of art. Art critics also hawebe capable of analyzing the
visual, imaginative and philosophical perception af artist into a simple and
common language to enable the viewer for betterempgtion of a particular work
of art. However, the general approach of art gsiticin India seems to be very
peripheral of the work of art or just limited byetbrical expressions and clichés.
Eventually what the artists have not revealed ahouther self remains in a kind of

“void” space.

Artists who come from the marginalized communitigth little articulation
skill will have to depend on the art critic’'s expédions. But artist coming from the
elite background will be good in articulation ahere will not be such “void’ space
in their narration. If we gather all this “void” ape from social history, we can see

that those are the muted voices of the subaltémd.this “void” space can only be
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filled by the right intervention of the art histans and critics who have a pro-

subaltern perspective.

Rimzon never has claimed that he is a subalteatit artist. But, it is also
one of the researcher’s academic obligations @ duit the “void” space in Rimzon
that other historians and critics have overlookadhis scenario, one of Rimzon’s
statements given below regarding his philosophpesitpective has to be examined

closely:

| feel as though | have lived my life in exile —ilexfrom my family,
from society and from mainstream culture. | feedtless, nomadic,
like a gypsy. And this is reinforced by what | sewl read around me.
All information is fragmented. | seem to be on ayssey — | move
from one class to another; there is no fixed pomat, continuity.”
(“The Artist”, 21)

The deeper meanings of each word used in thisnsent especially words
like ‘ exile’, “mainstream culture”, “rootless”, fhgmentation”, “class”, etc. have to
be closely examined. One can clearly observe thatet words are directly
connected to the problem of “identity”. Rimzon ats¢hat he has not been part of
the “identity politics”. However, the counter-argant is that why should someone
consciously claim to be part of any political idegy? In other words, is it necessary
for artists to proclaim themselves that they arg pha particular established or
emerging ideology to voice their opinion about stnmg? It may not be necessary
for an artist to have a particular established dldgy” to follow through his/her

practices.

If the artist follows a certain established “idegy,” his/her artistic
trajectories might end up in propaganda. “ldeology’an artist has to have a
“history” and it cannot be an “ideology without tasy”. Most often it can be
observed that the ideology that the majority fokow the ideology without history.
The ideology has to be developed from a specifiteod based on the problem the
society or an individual wanted to address. Theaedor the failure of ideology
such as Marxism in the Indian context has to bd nedhis context. As an ideology
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it failed to address “graded inequality” based @ste which is unique to India.
Ambedkar strongly criticized Marxism because itiderindividual freedom and is
based on violence and dictatorship. Ambedkar argfuaidthe Buddhist principles of
Samata, KarunandMaitri are ideal for the well being of humanity ratherrilibe

principles of Communism.

Having come from an exploited and oppressed caste—treated as
‘untouchable’—Ambedkar naturally should have beercammunist if he was
convinced that it could end caste discriminatioe. &lso has made a very critical
observation about Indian communism that the Comatuparty of India was under
the control of Brahmin leadership. Ambedkar wasvawred that if communism
succeeded, the exploited and oppressed caste wontthue to suffer more under
Brahminic dictatorship. Rimzon shares Ambedkar'soldgy and this cannot be
understood without studying his entire works. Hoare\Rimzon believes that it's

risky for an artist to proclaim openly his politilgaperspective. He says,

For me, | do not want to confront this issue disedt do not think
anything can be achieved through a direct conftamtebut | think
some kind of negotiation is needed more here. Algtuakeep doing
such works which are non-Brahmanical as part obunter culture
continuum. | may not be giving a direct explanattonanybody if
they ask what | am really doing. But over a petiogl concept of my
works will be accumulated as a body of works arfdnly believe
that such body of works would unravel the reality touth.
Eventually, a situation will arise in which suchaliges will

inevitably be accepted by the society. (“Persomtgrview”)

An artist coming from a marginalized backgrouncemore challenges and
tensions than an artist belonging to higher casteliist background. So, an artist
from lower caste has to address mainly three prabl€irstly he/she will have to
fight against the dominant cultural discourses Wwhiliscriminate them based on
their lower caste status. Secondly, since he/sties la proper mentor or a promoter

to support their career they have to be their ovampter and mentor. Thirdly, and
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perhaps the biggest challenge is how to maintaihpaesent their own philosophical
and ideological perceptions in a universally acedpganguage to compete with the
mainstream dominant culture. In order to matergatizns they also needed financial

support.

In short, compared to the artists from an elissslupper caste background
an artist who comes from the marginalized commesithas to face multiple
challenges to succeed in their career. The lackrtofulation skill is another major
challenge faced by them as was evident in the chs&amkinkar. Artists coming
from subaltern background see art as part of lifd they may not see anything
particular to articulate about their works. Theydiyhave access to proper systemic
or formal education and hence may not be able tanmanicate in the English
language, which has been a major medium of commatiait in the art world.
Evaluating the artistic endevours of an artist eamifrom a marginalized
background without considering all these factordl viie inappropriate and
incomplete. The artist as well as the individuaRimzon has to be considered as an
object of historical enquiry. Without this objedtinquiry, the problem that is raised
in this thesis cannot be specifically located. istdrical object is a fixed point from
where the past and present of art historiographybeacompared. Sundar Sarukkai’s

explanation on the historical object is relevamehe

A historical object is open for evaluation and itegt it is open to
disagreements between two people, but in order dwe hthat
argument, we have to do something to that histbitgect. The
default mode, which is what happens with the idéa ccientific
method, is to make the past in the mould of a Viebgect. We have
to consider this possibility that the historical thw spatializes the
historical objects. Unless you have these kindstable objects in
front of you, available for your modes of enquihyadugh which you
can derive knowledge, it is not possible to cortdtwwhat you would

call a discipline in the “scientific” sense. (“Regenting the”)
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Here, Rimzon’s creative endevour has to consida®d “stable object”
which will enable one to make an enquiry into hisrkeé and to arrive at a
reasonable conclusion. The evolution of modernadndirt can be located through
different periods and it can be categorized mainlywo phases: the colonial and
postcolonial; or pre-independent and post-indepenthdian art. One can observe
that from the early 20 century to the contemporary period, the major liogies
which influenced Indian writers and artists were tteologies of Gandhi and the
Nehru. The artists who followed the Gandhian idgglalways tried to portray him
with uncritical admiration. The Gandhian idea ofasl@shi, or self-reliance, was one
of the prominent themes that attracted the eltistarand they began to look back to

their own roots and culture with a nostalgic mind.

However, as mentioned earlier, though equally ingra—if not more than
Gandhi and Nehru—Amebdkar’'s ideology was hardlysen¢ in the mainstream
Indian art. The artists who have been incorpora@Gagmndh’s images in their works
and trying to represent his philosophy have newankcritical of his religious and
political views. Instead of doing that, they alwagsdorsed nationalistic and elite
consciousness to enhance the appreciation of Wmiks. The mainstream artists
never tried to critique Gandhi’'s views on castecumsination in India. The
contradiction, in Gandhi's perspective on the casseie, was one of the prime
reasons for Ambedkar’s criticism of Gandhi. Wheyresber cultural mediums like
film, literature and theatre have been critiquingn@hi for taking a double stand on
the issue of caste in India, the visual artistsllyaattempted to look at him with a
critical mind.  While the Nehruvian ideas are &kabout, the first thing that is
evoked is his idea of “unity in diversity.” Nehrutgforward the idea of Hinduism in
a broader perspective beyond the idea of religiod he focused more on the
tolerance of all classes and races. Socialism acdlaism were the two basic
concepts he put forward throughout his period hiorts abolition of the caste system
was not there in the agenda of either the IndiatioNal Congress party or its
national leaders. According to Dr Ambedkar, po#tichanges could not succeed
unless it was preceded by a socio-religious rewautBut the Congress never

worked for social changes aimed at annihilatingteca®smbedkar argued that
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“...only when the Hindu Society becomes a castelesgty that it can hope to have
strength enough to defend itself. Without suchrimdestrength, Swaraj for Hindus
may turn out to be only a step towards slavery’).(80

By representing Gandhi and Nehru and not represprAimbedkar the
majority of mainstream artists in India seems toeelorsing the “nationalistic”
ideology of the elite Hindus. By raising the contsepf Samatha, Karunaand
Maithri from the Buddhist tradition and ideas like libergquality and fraternity
from the French Revolution, Ambedkar has provedskiimthat he is much beyond
other Indian national leaders in terms of projegtine idea of “modernity” in India
where all kinds of inequalities and discriminatiogdst primarily as the base of
caste hierarchy. Ambedkar wrote openly and straitftie effect of caste on the
ethics of the Hindus is simply deplorable. Caste kidled public spirit. Caste has
made public opinion impossible”(56). He couragepudéclared that;'Religion
must mainly be a matter of principles only. It cantbe a matter of rules. The
moment it degenerates into rules it ceases to ligi®e as it kills responsibility
which is the essence of a truly religious act...l dhatherefore, no hesitation in
saying that such a religion must be destroyed aa&y | there is nothing irreligious in
working for the destruction of such a religion” (76). A society cannot be called
modern if it does nopractice humanism, equality and social justicethils case,
how can one consider modern those national leasleoswere hardcore believers
and advocates of the Hindu religious code, whictioeses all kinds of inequality

and discrimination in terms of caste and gender?

It is at this particular juncture that the workksRimzon emerge as a central
point of this research. By incorporating AmbdekRimzon opens up a larger
narrative idiom to contest the current establishneémrt practice which is based on
the elite aesthetics. Rather than confronting tlanstream art practices Rimzon
tries to negotiate with the dominant cultural psydiecause he was aware of the
consequences that he has to face if he reallyesigds the mainstream art world by

directly opening up a war on them stating all higuanents. Eventually, he was
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opening up a new and an alternative possibilityvisual art practices in Indtia by

incorporating Ambedkar’s ideology.

Of course, Rimzon is not the first artist incomong Ambedkar’s ideology
in a work of art. Most often artists who want tpmesent Ambedkar’s ideology may
incorporate the images of Ambdekar or illustratgieture or make sculptures
portraying the suffering of the marginalized peoplite often, it becomes an
emotional outburst and may not be going beyondsthgective/emotional frame. It
will have an ability to bring the emotional part thle subject matter. However, it
may not be able to suggest an alternative thinking solution to the problem. A
work of art need not be a solution provider alwdyst if some artists are able to a
suggest solution rather than keep on representiay problem, that has to be
considered as a significant quality. Here liesithportance of Rimzon’s approach
towards art practice. Hardly any emotional outbunstRimzon’s works can be
found, nor do they share any kind of similar st®e narratives. Instead of that, the
forms and materials used in his work provide a ephgal explanation of the subject
matter. Rimzon is the first artist who tried to amgorate Ambedkar’'s ideas
theoretically as an alternative to the dominantalisses in Indian art. This may not
be the result of a conscious decision by the aBist after reading all his works, it
can be found out that Rimzon’s thoughts are conrgrgn the idea of Ambedkar

directly or indirectly.

Quite often, Indian art historians and criticsdeim omit these kinds of
observations and will not attempt to look from th@sgles until and unless the art
galleries or the museums get benefit out of sucdtendations. The other problem
with modern Indian art criticism is that it attermpgb analyse Indian art from the
perspective of western aesthetics which is inadegiegacomprehend the social and
cultural problems exist in India. At this specifaontext, it is imperative to
necessitate an aesthetics and critical approachartalyze indigenous and
contemporary Indian art. Rimzon has been bringiqg the same suggestion
throughout most of his conversation with the présesearcher. Rimzon’s approach

is very similar to the idea of Ambedkar, who hadm@éd the indigenous philosophy
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of Buddhism to frame his political emancipatory radge to counter the caste Hindu
discourse. Rimzon explains how his exposure to Atkaes thought made him a
socially engaged artist. He says that he was nodsed to Ambedkar’s philosophy
in his school or college day#/hat he only knew about Ambedkar was that he was
the chairman of drafting committee of the Consiiutof India and was a Dalit
leader. Later, Rimzon witnessed the anti-resermagiouggle against the Mandal
Commission Report in 1990 and had personally dssaisind debated with people
around him on this issue at that time. Rimzon styast people look to the

reservation policy with contempt even today.

The caste Hindus were clamouring for “merit” ahd/as in this context that
he went and searched for more information on Ambedknd his ideas on
reservation. He realized that the narrative constdl by the mainstream
historiographers in the name of nationalism wasefaHe also realized the hypocrisy
of Gandhi when he happened to read about the ydsditind Poona Pact of 1932.
He also understood how Gandhi and other nationkdeders like Madan Mohan
Malavya pressurised Ambedkar to withdraw his suppmrithe Communal Award
proclaimed by British Government with provisions poovide reservation for
separate electorates for India’'s vast population “dépressed classes” or
“untouchables”, who are called scheduled castess)SGday. After the long
negotiation with a hesitant mind Ambedkar was fdrtesign the Poona Pact which
provides a reservation for “untouchables” withire tHindu society. However,
Rimzon sees it as a cunning move from Gandhi toudathe caste Hindus. This
information about Ambedkar made him to read histimgs further. Rimzon
wonders, though we had such an intellectual persdndia, why the historians or
historiography of mainstream culture have not agkadged his great contribution
towards the Indian society. Not only they overladkes contributions but they also

completely ignored his presence.

Rimzon observes that the dominant culture hasacoépted Ambedkar as a
national leader until today; on the contrary, iésd&im only as a Dalit leader. The

dominant psyche of India is still revolving arou@dndhi and his ideas and Rimzon
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wants to create a space for a critical dialogué wWie dominant culture through his
work. Rimzon’s explanation shows how seriously tuglied Ambedkar and adapted

his idea into his works.

Although not a part of any identity politics, Riorz did try to uncover the
possibilities of identity politics through his warkn a larger perspective. Rimzon
convinces poeple that life and art are not two spaentities but are two sides of
the same coin. In this context, his wdvlan in the Chalk Circlg(1985) (fig.61)
needs to be looked at from a different perspectha@n what the critics had
previously commented on it. From the beginning ©f tareer Rimzon has been
consciously taking efforts to do conceptually otéshworks. The lack of emotional
aspect in the surrealistic art practices in thet@oporary scene made him
understand the necessity of bringing up a cerinellof emotional aspects in his
work. This must, of course, be taken as an apprbagbnd the intellectual practices
of his contemporaries. It is in this particular taxt thatMan in the Chalk Circle
was created. The sculpture represents a male figitieg quite naked with his
genitals completely touching the Earth with a “gtive” gaze. Besides that there is
a line around the sculpture with chalk powder. Rimexplained the challenges that

he has to face, to the present researcher, whikengnéhis sculpture as follows:

Let me explain you first how this work transcendexin a narrative
language and came to be a language of conceptudlhar limitation
of the narrative language is it may not go to tleeper level of
appreciation of a work or it may not address tha od the problem.
Instead, it will remain as a very peripheral thirBpmetimes the
narrative language works as propaganda. So thestigdallenge in
front of me was how to overcome the narrative ided to bring a
third dimension to the work of art. So | in thestistage, | made this
human form with this expression and it was a naeaih the first
place which can be closely read as the subaltgnesentation. But
in the second stage | treated it as a found olgeet just an object

and tried to break the narrative limitation and Ugiat a third
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dimension by drawing a white circle around it. Whais being done
here is actually remoulding the initial form. Incbutransformation,
the accompanying memories and experiences are atedre
Eventually, the art work attains an unexpectedlleteneaning. The
fact is that | do not anticipate such a meaninghia first place.

Through this process, a new reality actually em®rdéat is what |
finally see as a work of art. Any material can kensformed to its
totality through certain process and can be coedeirtto a work of
art as liberation of energy of that particular miale ! understand that
art should be approached in that way. | ‘'m nongyto say this as a
theory. When we approach art this way, the prodessomes

completely independent and, as you said earliehieses a

dimension of creation that allows the viewer taatelto his or her
own personal experience. Then what | actually triedconvey

through this work becomes very irrelevant. Rathppreciation of art
remains as an independent experience. (“Persoteaiew”)

Taking aesthetic clues from this explanationgsithe responsibility of the
viewer or critics to interpret the work accordirgthe context of the work. A work
of art need not be viewed from the Barthian notdrthe “Death of the Author”
(Roland Barthes 1967); but there are certain pdimtagree with Barthes in this
context. Though a work of art is the creation of amist, the experience of
appreciation is based on the personal experientieeofiewer. That is why a viewer
often cries while watching an emotional scene bsedwe/she tries to relate it with
his or her own similar experiences. The spectabbra work of art always feel
elevated while viewing a work of art if it relatestheir experiences. If the art critics
or historians have not come across the experidreartist shared through his work
they may interpret it with their own limited expance which may be unrelated to
the work of art. Eventually, the writings would kenilar to the description of
Vincent Vanghogh’'Old Shoes with Lacely philosophers like Jacques Derrida,
Martin Hedger, and Mikhail Bakhtin. The approachaof historians and critics to

Rimzon’s highly important workylan in the Chalk Circlewas similar.
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To understand this sculpture, it is necessary reeil the language and
structure of the work. By carefully observing hisrks one can understand, that the
language and the concept he applies throughouwtaneer has not changed much in
terms of the material and the form. This shows tmathas been consistent and
focused on what he wants to convey through his vwean before he derived a
particular style. In other words, the “content”to$ artistic endeavors was already
within him and that he was searching for the rigbtm” or format or idiom to
express the content. His ability to transform disas into a powerful medium might
have been the result of his lived experience. Isasclearly understood that the
marginalized male figure sitting on the floor igepresentation of certain human
expression and it demands multilayer of readings ttertain that the dark-skinned
and over-exaggerated expression on the face oh#medefinitely does not represent
the elite upper caste individual. It is evidenthetgesture of a person from the
marginalized or Dalit community. The aestheticshad portrait do not conform to
the traditional, classical, brahminical norms. Tekedness of the figure suggests
the rawness of the subaltern and the facial exipresseflect a sort of defiance.

By seating the man’s genital organ on the floomEin creates and
permanently maintains a surreal feeling in thidgowe. Powdered chalk is used to
mark the boundary lines of the playing /arealfietdcourt. Therefore the circular
line around the figure made with the chalk powdan be a signifier of power and
control. This can also connote the “Lakshmana rékbrathe borderline drawn by
Lakshmana, from th®amayandimiting the freedom of movement of a woman if
looked at from a feminist perspective. This kindceftain “marking” can be found

even in the contemporary social life of India.

For instance, Dalits are not even allowed to epidalic spaces in many parts
of India and their freedom of movement is congdllwith markings or physical
structure by the dominant culture. And if someb&dyn the subaltern group tries to
cross the line they are brutally tortured or evéied in many parts of the country
even today. Quite often these “markings” are imlesiand it so evident in the

everyday life of the subaltern. Atrocities agaibBstlits and Adivasis are increasing
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day by day in India and the majority of media aeparting only a minuscule
percentage of such incidents. Often it is repocely when there is a political gain

over it or to divert the attention from importaoc&l issues.

Rimzon’s work,Man in the Chalk Circleshowing the contrast between the
white and dark colour can be a signifier of theteakfference and conflict between
the dominant majority and the subaltern minoritheTcircular forms in his works
have been an integral feature of his works andtribates layers of meaning to his
sculpture. Though he says that he uses the whdke ¢n this particular sculpture to
bring a metaphysical dimension to his work, it almphatically depicts the
alienation and helplessness of the particular mao v trapped and stagnated
within the dominant cultural discourse. Though #Hubaltern expression of this
work may not be deliberate it opens up anotheripiisg to read the work. As he
himself admits “...in the first stage | made this lamrfigure with this expression
and it was a narrative in the first place which t&nclosely read as a subaltern
representation.... that allows the viewer to relatehts or her own personal

experience " (“Personal Interview”).

Circular forms have been part of indigenous cekusf the world including
the folk cultures of India. A circle is a basic foof nature. And it contains all the
regular and irregular shapes just like the Eartiiciwviconsists of various shapes. A
circle is an absolute concept. In indigenous-trit@hmunity it is also a symbol of
equity where no one has an elevated position artain area of the circle. Many
tribal rituals are performed in the circular form&br instance, the Wartribal
dance of Maharashtra is performed in the circuamft. Buddhist Stupaand
Pagodasare in circular form. Most importantly, the ciraulforms that Rimzon
repeatedly used in his works have to be read iatiogl to the Mandala which

represents the universe in Buddhist tradition.

According to Buddhist scriptures Mandalas trangmosgitive energies to the
environment and to the people who see them ands ibdlieved to affect
“purification” and “healing”. Rimzon might have iagporated this circular structure

consciously into his work. However, the purposepticing Mandala has more
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relevance in the contemporary social context. Aafimg” is required for a being
who is wounded with something or experiencing aerrand “purification” is
required for those who have been maligned withtreda evil and inhuman
“actions”. Therefore, it can be argued that the rsdting inside the Mandala is
seeking “healing” for his wounded past due to tiecrimination he faced in the
society. The society needs purification to freeelitfrom hatred and inhuman
actions. Though the borderlines are created bydthminant culture around the
subaltern in Indian society, Rimzon takes up thabfem into a metaphysical level
and try to negotiate it with the socio-politicaali¢y.

Rimzon’s conscious effort to make a conceptuajlage of art takes him to
the root of his life that is very indigenous innex of form and idea. Here the white
line brings two different meanings. Firstly it prdes a metaphysical meaning as
per Rimzon’s version of explanation and the second can be the idea of a
marginalized or a Dalit who is trapped in the saséelite circle of Indian society.
Though, this interpretation seems to be very diaect lacks rhetoric, the possibility
for this kind of reading cannot be ignored. Somesnthe rhetorical meaning will
not serve the purpose or may not be adequate walrdéhie truth. However, the
mainstream art historians may not be interestetbaking at the work from the
subaltern perspective because it is impossibleHem to have such reading since

they lack such “experiences”.
Inner Voice

The “inner voice” has been another significanttdomn Rimzon’s works.
What does the inner voice stand for? Is it a pexbeoice? A monologue? or Is it a
voice without sound? These questions provide varjmassibilities for imagination
and extension. After observing the artistic trajeets of Rimzon, one would find
that the inner voice in his works is not just aceobut a voice of tensions. It is a
voice which never gets sounded but it is just tike silence ready to explode at any
time. When the figures of Jain or Buddha are sé®sy not only remind one of
corporeal bodies Jain or Budha but take them badké history of thousands of

years. The forms of Budha or Jaina are not justsfimebols of the path they have
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shown to the world to solve the sufferings, bubai$ their scarifices for removing

the inequality to ensure the wellbeing of humany. sourcing intellectual energy
from such forms and recreating the forms similathett, Rimzon reminds the people
the necessity of retrieving such noble ideals efghst in the contemporary world.

Rimzon’s work titlednner Voice(1992) (fig.62) is the finest example for the
same. It is a large size monolithic Jain like figualisplayed with its back against the
wall surrounded by a semicircle made of forty dash swords pointing out the
sharp edge towards the central figure. The worksdtilnner Voice tries to
reconstruct and place the meaning of the actuatdanto a contemporary context.
Geeta Kapur observes that, “Rimzon’s work is coer@d retake on
phenomenological encounter..."When Was395). Kapur's observation does not
go beyond the explanation the artist gives and stagnated with it is peripheral
meaning. The distance between the centre figure thadcurve brought by the
arrangement of the swords creates another “voidteere. Swords are rusted but
sharp enough to make a wound and the wounds aatedréy the rusted sword

could be more dangerous.

By creating the tension between the Jain likerégat the centre and the
arrangements of weapons, Rimzon was trying to sharehelplessness and was
anticipating the violent situation of the socio4fioal scenario of that time. We have
to see that it is the same year in which the Babksjid was demolished by the
Hindutva forces as a result of which the countrg teago through a very hard time
of political turmoil and communal riots. By placirgfigure like Tirthankara in an
“abandoning-the-body-posture”, Rimzon suggestsred to resist the Hindutva
forces and to restore peace and communal harmdmg.c&ntral figure which is
vertical and static, feet somewhat at a distad@htinds hanging in a relaxed mode,

gives a feel of frozen time.

Another work entitled’he Toolby Rimzon also bear resemblance to the Jain
or Buddha figure, in a praying gesture pointinghbfastided hands together towards
the sky. The form refers to the Indian sculpturadition. Both these works imply

the concept of Mandala as well. As already poimtei] the use of Mandala has to be
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taken as a representation of Buddhist thought. dth ihese works the figures
installed in the middle of the Mandala seem to sgedtection from the violence
unleashed by the dominant culture and pray for Ithgathe wounds. The very
archaic appearance and the texture of the body g@ivancient look. The static
posture suggests the Sramana concept of AhimsazdRinupholds Sramana

philosophy of peace to counter the violence unleddty the Hindu religion.

The Hindu religious scriptures and epics justifarwfor protecting the
sanathanadharmaRimzon’s upholding of non-violence through his waskquite
different from the representation of the same thexhdvis contemporaries. For
instance artist like Vivan Sundaram also has doaaymworks to address the same
issue of demolition of the Babri Masjid. Vivan tli¢o look at this problem from the
“Nehruvian ideal of secularism”. He drew inspiratifsom a single photograph in a
newspaper of a man who was killed during the riatsich erupted as a result of the
demolition of the Babri Mosque (Kamayani Sharmagre] Vivan was portraying
the consequence of communal riot and was tryirenggage the viewer with the fear
of death. He seems to undertake a “campaign” toentlaé public aware of the need
of communal harmony to project Nehruvian seculansmn illustrative mode. He
was not going to the depth of the problem as i§éems to have not understood the

core issue behind the demolition of Babri Mosque.

Kancha llaiah has rightly pointed out the realratgebehind the demolition
of Babri Mosque. He says that the demolition of thesque was not against the
Muslim community and the anti-Mandal protest watualdy an anti-Dalit protest
(51). llaiah’s observation leads one to understéamel actual truth behind the
demolition of the mosque. Rimzon’s response toitig&ent, which he represented
through his work, shows that he was completely avadithe religious and political
motives behind the demolition of Babri-Masjid. dnpersonal interview with the
present researcher, he has revealed that he hsalychoonitored the anti-reservation
struggle by the caste Hindus. As a result of hispdenderstanding of the problem,

he approached it in a broader perspective and toietidress the core issue in the
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society rather than illustrating this problem jlis¢ Vivan has attempted. However,

in historiography no such observation is found.

Rather than addressing the real issue the ekt®riographers still revolve
around the nationalistic, Gandhian, Nehruvian idealwhich are more acceptable
to them. They think that the elite audience cootdeasily convinced with such
explanations. For instance, Kapur reads Vivaismorial as a symbol of “national
mourning”; whereas, she sees Rimzoit® Toolas a “recuperative symbol for self-
sufficiency” (351). The critics can easily graspawNivan has attributed through his
“lllustrative” languageCritics were not able to go beyond the periphepalearance
of Rimzon’s work and hence failed to understand gbeial, cultural and political
undertones of the work. Rimzon was not narrating @erticular story through his
works, rather his images, forms and materials atertwined to produce the
intended meaning. In order to comprehend the reanmg of his work, the entire
body of his works has to be examined. Rimzon saywdrk of art is a truth in itself
and it exists in the society with its own dynamis®w. actually, the critics’ role is to

find out the truth within the work of art” (“Persahinterview”).

To a certain extent, Rimzon's artistic discourse ai combination of
intellectualism and spirituality. The language ®ases to express his ideology is
quite appropriate to the context. Whenever he feelsihikervening in social issues
directly through his work he does not hesitatedatdvithout compromising on his
philosophical approach. For example, his sculp&peaking Stongl998) (fig.63)
portrays a crouching nude figure holding its head ahielding eyes with both
hands. Sharp natural granite stones are arrangaghdh the figure and the
photographs depicting massacres, demolitions, #met acts of communal violence
that have been part of India's more recent histmeyplaced under the stone. This
installation of weeping man with the stones andtpii@phs of the communal riots
reported in various media is a vital expressiothefdepression and anxiety over the
socio-political atmosphere of the time. This artv@hows how narrow-minded

religious difference can cause deep wounds in theam psyche. Rimzon’s works
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prove that genuine intervention in social issuepassible through works of art

without compromising on aesthetics.

The Blood Rair{2019-20) (fig.64), for example, portrays two seblessels
positioned mouth to mouth vertically just likes hirs earlier works. Multiple red
strings are seen falling down from the bottom & pot to the Earth like a blood
rain. Pictures of martyrs who died in the politivédlence of Kerala are interwoven
to the blood rain. It may also be noted that thgonitst of the people who are killed
in political violence belong to the marginalizedmoounities irrespective of their
political ideology. Rimzon seems to raise the goasbf why the majority of the
people killed in political violence are from the mmalised community (Ullekh 9-
10). Through the paintin@eath of an Author(2016) (fig.65), Rimzon directly
guestions the fascist approach of the Hinduteraes. This particular painting is
made with reference to the Tamil writer Perumal Myjan who was forced to stop
his writing career in 2015 due to threat and atidobm the caste Hindus demanding
him to withdraw all his writings especially his redOne Part Womar{2010). The
caste Hindus alleged that Murugan has defamedimertdigious beliefs of the
Hindus through this novel. The intervention of awtities to negotiate between the
author and the opponents demanded Murugan to giveneonditional apology and
withdraw all the books that he has written. Bustéad of accepting their demand
Murugan declared that he would not write anymore #wat “Perumal Murugan the
writer is dead” (qtd. in Kolappan). Rimzon’s paingion the Perumal Murugan issue
shows a cross-legged man emptying an earthen lpad fith red liquid over his
head. Here the “Death of Author” is not used in Bagthian sense. Rather, it shows
how an author is silenced, if not killed by theteadindu fascists in a country where
freedom of expression is guaranteed in the comistituRimzon also is aware that if
he directly criticizes the caste Hindu attitude rhay also have to face the same

experience of Perumal Murugan.
Far Away from Hundred and Eight Feet

The installationFar Away from Hundred and Eight Fegt995) is to be

regarded as the greatest among his work. Thahysthkis thesis mainly focuses on

152



analysing it. Such powerful artwork is rarely s@@modern Indian art history. The
value and strength of this work is enhanced noy bglits aesthetic quality but also
for it is social and cultural relevancéhe greatest significance of this piece of art is
that it was done based on Ambedkar's ideas anadmyrporating his biographical
narratives. It was done during the period when Gardideas, Nehruvian ideals
and the Right-wing and extremist Hindu ideologiesrevpredominantThe work
displayed in an outdoor landscape which consista bfindred and eight earthen
pots arranged in a line and straw brooms protruftiogn each vessel. Each object
used in this work has a semiotic meaning rathem thaarrative meaning. Rimzon
explains how he got the idea of Ambedkar and actishgd it in this particular
work of Art. He read about the caste discriminatexperienced by Ambedkar as a
Mahar an untouchable community in Maharashtra fneswritings. They were only
allowed to enter the city with a pot around theaick and a broom around their
waist. The savarnas believed that the earth woelddiluted if the saliva or spit of
the Dalits is dropped down. The upper castes uséar¢e them to sweep clean the
path trodden by them with the broom tied to theaist. Ambedkar sees such
customs as symbols of untouchability and slavemmnz&n explains the influence of

Ambedkar on him:

This experience of untouchability, and humiliatiorarrated in
Ambedkar’'s writings has deeply stuck in my mind.wHit can be
transformed to a work of art was the next challemg&ont of me.
Because it is a historic narrative piece and t@ansihg it without
any modification is going to be, another narratidea and | never
want to do that. Therefore, | tried breaking therai@ve using the
right material with meaning enclosed within. Tratihat you see the
final outcome. Each object of this work is carryiag semiotic

meaning rather than a narrative interpretatione($Bnal Interview”)

By bringing such inhuman practices existed in andisociety to focus
through his work, Rimzon aims to open up a disamsn the current social

situation of India. Rather than just reminding ariehe evil practices of the past,
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Rimzon’s work is an eye-opener to the current $amadition of the country. This
work remarkably challenges the hitherto language the content of the sculptural
and artistic practices of contemporary Indian Rnnmzon reveals that he approached
the installation ofFar Away from Hundred and Eight Fesdt with the idea of Dalit
consciousness but one can read that the work wasuét of a subconscious mind.
Only by understanding how the subconscious mindksyowve can fully understand

how Rimzon arrived at this creation.

This particular installation shares the painfull mubdued experience of the
lower caste people of pre-independent India. Theaitbehind this work was
generated from the reading of Ambedkar's writimga/hich he came to know about
a ritual performed by the savarnas to purify theaundings polluted by the touch
of the lower caste. “According to Vedic cosmolod¥8 is the basis of creation,
represents the universe and all our existence.imauism... the number 108 units
represent the distance between our body and the v@itih us” (Pandit). The
significance of the number 108 in Rimzon’s work oiy suggests the 108 pots
used for the ritual but also stands for the distatat the Dalits have to maintain

from the presence of the upper castes.
Gopal Guricomments on the pot analogy in the following words:

[T]he analogy of the pot is suggestive of the doeial that was
expressed through an earthen pot tied around thek red
untouchables during Peshwa rule in nineteenth -+@gnt
Maharashtra. The untouchable were forced by Braicalistate to tie
this pot around their neck so that they could spthe pot and thus
save the space around them from getting ritualljjufeml. Other
upper castes, were free to spit anywhere but net halits.

(“Egalitarianism and”, 11)

Rimzon has elaborated on the influence of Ambédkdeology in his works
and his clear understanding of Ambedkar’'s positonthe caste question in the
present researcher’s interview with him. The arstdrians and critics have
overlooked the ideology underlying the works of Ran. The majority of them
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approached his works with a preconceived notiomsgquently, his works were
treated and interpreted from a conventional aastir@mework and the critics could

never come out from the influence of dominant asigth.

The social problems behind the wofkar Away from Hundred and Eight
Feet based on Ambedkar's writing is very much rooted Rimzon’s lived
experience in Kerala. Kerala was so notoriougherprevalence of inhuman caste
practices that provoked Swami Vivekanda on hig WsKerala to describe the place
as a lunatic asylum. Rimzon was trying to see thigblem from a theoretical
perspective. Though he had personal experiencasié discrimination he did not
attempt to portray the same into his work subjetyivHe found a new way to
approach the problem quite objectively that wasipety scientific in nature and
finally he succeeded in contextualizing it. Broaddpeaking, the philosophy
reflected in his oeuvre carries the experienceuppeession. On the one hand, he
was attempting to overcome the trauma of the ogprepast of his own personal
experience; and on the other hand, he was tryingettiate with the social reality.
Eventually, he engaged with the idea of culturad a&rentity politics in his works.
The past represented in Rimzon’s works is simtathe thought reflected in Stuart

Hall who said thus,

The past continues to speak to us, but it no loagdresses us as a
simple, factual ‘past’, since our relation toike lthe child's relation to
the mother, is always-already ‘after the break’. it always
constructed through memory, fantasy, narrative aayth. Cultural
identities are the points of identification, thestable points of
identification or suture, which are made, withire thiscourses of

history and culture. Not an essence but a positgpn{226)

What differentiates Rimzon from other artists wtealt with the same
subject matter of subalternity is that he triedsee the problem in a broader
perspective. The close examination of his works l[d/gaveal his philosophy and
conceptual approach. He has been following Ambesikarand Buddhism

throughout his practice to address different secilbdral issues pertaining to the
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society in which he lives. In this context it issyémportant to look at how other art
historians have responded to Rimzon’s works. Inri@e on the workFar away
from One Hundred and Eight FeGeeta Kapur explains that this particular work is
referring to Dalit discrimination and the punishingals of a caste society. At that
juncture, a cultural exile from within the survigih stagnating communitarian
structures is seen to be almost inevitable. Théapeois structurally present in the
sacred, and Rimzon’s obsession with essence imfiiesanxiety that itself is a
productive possibility of the soul —its private poadition of praxis (“Dismantled
Norms”, 78). Instead of contextualizing his workapur is trying to take away the
social, cultural and political significance of haorks and attribute him a halo of
mythical and archetypal persona. This is the onstiftegies the mainstream art
historians and critics often use to avoid the amhttion between their role and their
personal lived experiences. Another observatiomftbe same critic attempts a
postmodern reading of his works. By using adjestidike “sublimity” and

“transcend” she tries to read his works from thiespective of Kantian aesthetics.

The symbolic in the form of icons of otherness ieguas the
sculptor N. N. Rimzon shows, a ground for resistar&tarting with
the material/archaic classicism of ancient civilzas, Rimzon

alludes to the “sublimity” of the new through forhtading even as
he attempts by a lean iconography to “transcen@” riification,

which is too often the defining attribute of intational postmodern
art. (“A Stake”. 162)

Rimzon often reminds one of the necessities telawnew perspective to
appreciate Indian modern art. Indian historiographand critics have been
analyzing the so-called “modern” and contemporatypsgactices in India, from a
Eurocentric perspective. Modern art in the westjctvicelebrated a humanistic
approach, have been often appreciated through tlamtidh “sublimity”.
Approaching “modern art” from the perspective ofniian aesthetic is problematic
because European modernism thrived by borrowingyntattural expressions of

African people whom Kant hardly considered civiiz&kant's “race theory” was
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discussed by Emmanuel Chukwudi Eze in discle "The Color of Reason: The
Idea of 'Race’ in Kant's Anthropology”. Eze critiggexamines how categorically
Kant considered white people as superior and lpadple as inferior. Kant explains
various superficial theories in order to positibe supremacy of white people. Kant
explains: “Humanity exists in its greatest perfestiin the white race.... The
Negroes are lower and the lowest are a part oAtherican peoples” (gtd. in Eze
118). Eze concludes his article stating that bypapgeaking, Kant's philosophical
anthropology reveals itself as the guardian of pei® self-image of itself as
superior and the rest of the world as barbaridhis context, it has to be critiqued
that the approach of the critics and historiograph@ho tried to appreciate
“primitivism” with Kantian “sublimity” is problemat because on the one hand the
whites were appropriating the cultural expressiohshe blacks and on the other

hand they were denying blacks dignity of a humande

Similarly the western scholars who followed thegkléan notion of race not
only practice racism in their life but also appiyn their cultural practices. To take

another notorious example, Hegel says,

[Africa] is no historical part of the World; it haso movement or
development to exhibit....What we properly understagdfrica, is

the Unhistorical, Undeveloped Spirit, still invotién the conditions
of mere nature, and which had to be presented dmyeas on the
threshold of the World’s History. (99)

Hegel, like Kant, had never considered Africa ag jof great civilization.
According to Hegel the religion and art took rootthe Orient — Persia, China,
Egypt and India. Hegel suggested that India, Gkena, is a phenomenon which is

antique as well as modern by saying,

It has always been the land of imaginative asginaind appears to
us still as a fairy region, an enchanted world.ctmtrast with the
Chinese state, which presents only the most prasaierstanding,

India is the region of phantasy and sensibilita6)L
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Hegel’'s Eurocentric philosophical tradition haslely influenced the Indian
scholars of the #9century. Neera Chandhoke observes that “Hegedwsion India
are of some significance because philosophy depatsnestablished in Indian
Universities in the 19th century were heavily iefficed by Hegelian and Kantian
intellectual traditions. It is those students whersvtrained in this disciplines and
department that became the leaders of the Indeedém struggle. She adds “the
racist attitude of Gandhi against the Africans rhilgé an influence of Eurocentric
Kantian and Hegelian thought.”

Rimzon Vs. the “Orientalists”

The mainstream art historians and critics with @réentalist approach are
not able see the real problems of the Dalit subaite India. In other words, those
historians and critics were busy with producingenat to cater to the aspirations of
the European world. Hegel also suggests how arlogtapher should perform with

accuracy. He says:

Historiographers bind together the fleeting elersentt story, and
treasure them up for immortality in the Temple ohévhosyne.
Legends, Ballad- stories, Traditions, must be ed@tlifrom such
“original” history. These are but dim and hazy fermof historical
apprehension, and therefore belong to nations winds#ligence is
but half-awakened. Here, on the contrary, we hawdotwith people

fully conscious of what they were and what theyenadbout. (2)

The elite historiographers of India as well aseottorientalist” writers who
wrote about India have been literally followingstadvice of Hegel. Hegel's use of
the word “original history” is really problematidhe systems of knowledge of
Dravidian culture which are preserved and passeuh fgeneration to generation
through various forms of oral traditions (folklotegllad, art and crafts, rituals and
so on.) were ignored by the orientalist historigdrers. Their understanding of India
was through reading Sanskrit texts and the peomenad the world knew about

India often only through these elite texts.
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The indigenous Sramana oral traditions are ignoted the elite
historiographers and critic¥he Subaltern could not document their own history
written form because they were denied the riglgdocation for centurie8ut they
continued to inscribe those histories through tharious cultural expressions,
especially, orality. If the historiographers dot mmnsider such materials for
constructing a social history of a society, thastdry remains incomplete. The
subaltern historians have already pointed out tHisdian intelligentsia, which is
already maligned by their caste Hindu mindset, hasome more biased with

Kantian-Hegelian influence. Rimzon elaborates as pinoblem:

| would like to say few things regarding Indian tbrsography and
the influence of the Indologists on it. IndologiBke Max Muller had
a significant role in making an intellectual anédhetical framework
on India. They were the people who reinvented naagskrit texts
and other practices in India. They were also fageih by those kinds
of texts like thevedasand Upanishadsand envisaged further studies
which changed the perception on India. Until thabrment they
thought that India is a place for nothing but acplaf primitives and
crude culture. After assimilating the texts, thegniv further and
emphasized that the culture which was practicdddia based on the
texts is nothing but an extension of the Aryan wétof Europe.
Later they translated those texts and ideas intgli§in and other
European languages and the intelligentsia of Ineiag very much
influenced by this kind of assimilations. The sdledh Indian
intellectuals trained in English education wereirsgéndia through
the text translated by the European Indologistsiaactually became
a part of “Orientalism”. Therefore, “Orientalism’ebame a kind of
foundation for the Indian intelligentsia and it lhgabrings lots of
confusion over the representations. The oriengdlistelligentsia of
Indian society who has seen India through the éyadwlogist who
has translated the original Sanskrit texts into lishgprojected an

unreal version of India. Because SansWa@is not alanguage which
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was commonly used to codify or represent the egpegs of the real
India. The real India was beyond what was describethe Sanskrit
text. It existed through various regional languagesl through
diverse cultural expressions. Actually, Sanskriktdewere also
enriched by the experiences of Subaltern life ekodnfortunately
the indoligist could not attempt to find the linktiveen the Sankrit
and the Subaltern life. The knowledge has been yalvwactually
produced by the lower classes of farmers and tlkofe associated
with their social life. There was a sharing of knegdge between the
Sanskrit texts and the subaltern life. But the lagist /orientalist
claims that the entire cultural development of tbaantry is the
contribution of Sanskrit Text and it is really pleimatic. Because,
their claims are historically inaccurate and thegde who followed
the orientalist intelligentsia may have been makivgsame mistakes

of the former. (“Personal Interview")

Therefore, seeing the historiography of art fronfresh perspective is a
difficult task. The history of the subaltern is natitten. For them, their memory
was the history. They shared their memories of dradl good experiences with the
generations. They never felt a need for writingrtiogvn history. Why do we need
history to be written? As Rimzon observes thatwhiéing of history is a western
idea. Memory is an abstract concept and there isniformity among the people in
regards the memories that they carry. The domioahtire found that there is an
authenticity in a written memory. They started t@have memories and even
collected the collective memories and knowledgehef subaltern. The dominant
culture became more powerful through this collexthistory that they acquired
through this archive, whereas the subaltern pelopbame more vulnerable and are

subjected to exploitation and dehumanization.

When rewriting the history of oppression and stgvet is necessaryo
revisit the history that mainstream historians at&rwith a critical mind. In this

context, what is silent in Rimzon’s work is morepontant than what is voiced in his
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work. This silence is not an abrupt phenomenon,itotdfers to the inaction of a
people who have gone through centuries of oppnessid the term “void” refers to
this kind of silence. Michel-Rolph Trouillot i8ilencing the Pastxplains how the
past ideas are working in an individual. He argtlest an individual can only
remember the revelation, not the event itself. biatioues that both its popular and
scholarly version assumes the independent existehca fixed past and posit
memory as the retrieval of that content. He add# the past does not exist
independently from the present (15).

In this context, Indian art historians and critizs/e to admit as a sort of self-
criticism that they have not gone deeper enough tim¢ artist's background. They
hardly go beyond the aesthetical periphery of tbekvof art the artist produces. The
general practice of art criticism in India is ththe art critics before writing for
artist’'s catalogue or an article try to listen tbaw he /she talks about the work.
Then they go through the works of the same artist tay to articulate the works
from the theoretical premises and the historicallion of artistic practices of the
West. The first thing they do is to categorize #méist into particular “isms”
according to the style of the work. For instanteytdecide whether the works fall
into the category of modernism or postmodernismdBing so the critics are able to
incorporate the theoretical or stylistic interptEta of the artist's work and
eventually it turns to be a mere technical writnagher than finding out the real
motives of the artist in practicing certain/partazustyles and projecting his/her
philosophy. Even in the case of Rimzon Indian atics constantly try to read him

from the aesthetical and philosophical frameworkhefWest.

Rimzon has been emphasizing the need for a neweftark beyond the
western aesthetics that will enable one to undedstand address the problem of
modern Indian society and it's art practices (“Baed Interview”). By
incorporating Ambedkar’s ideas in his work Rimzamubnstrates his commitment
to uphold Dalit ideology, albeit subconsciously.dne of his interviews, Rimzon
asserts that Ambedkar’s politics can bring sometipesthings and it can be an

alternative for the Hindu right-wing politics (Rimz.33). Such observations make it
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clear that Rimzon has been deliberately approachmgrom a Dalit subaltern

perspective.

By introducing Ambedkar’s ideas in his art Rimzomsatrying to bring
subaltern issues into the field of visual art. THewntrodden communities,
minorities and the Dalits of India have been sule@to oppression by the Hindutva
forces. One can easily figure out that tBenruthis and Sruthis especially,
Manusmriti which provide justifications for the discriminatidbased on caste and
gender are responsible for the intolerance andalifutmeted out to the ex-
untouchables. Indian artists who were practicirtgbgrnot critiquing the religious
fundamentalism of caste Hindus which denies equ#ditall human beings cannot
be considered “modern” at all and therefore thethety make also cannot be
considered as modern art or progressive. By brqh@imbedkarism as a tool of
counter-cultural practice Rimzon declares himsglaaeal “modernist” as well as a
“humanist”. Raymond Williams, wrote in his very tdsok Resources for Hopas,
“To be truly radical is to make hope possible, eatthan despair convincing” (118).

In that sense, Rimzon can be considered as dradieal” artist.
Cultural and Philosophical Backdrop.

Rimzon does not bringhe Sramana philosophies into his art works
randomly. European artists might also have beguired by these philosophies as a
result of their constant search for the easterrieys of knowledge. Whereas
Rimzon has a solid reason for connecting his waoksuch philosophies, because
his own socio-cultural backdrop is very much rooedhe same philosophies and
imageries. Kerala, his home state had been onleeofmiain centers of Jainism and
Buddhism until the consolidation of the immigrardariboodiris and Hindu religion.
Jainism came to Kerala in the third century BC apdhe beginning of the Christian
era, it was well established in Kerala. It statiediecline during the'8century AD
with the revival of Brahminical movements, espdgi@aivism and Vishnavism;
and by the 18 century Jainism almost got eliminated from Kerdladay only one
percent of the population follows Jainism in KeraMany Jain shrines like

Koodalmanikyam in Thrissur were converted into Hingmples and the deities
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were also metamorphized. Similarly, the preserid@uddhism in Kerala was very
evident.Various studies related to the establishment ofdBigin in Kerala point
out that it had a stronghold on the society uitd Hindu revivalism led by Sree
Sankara. Regarding the evolution of Buddhist pcastiin Kerala, P.C. Alexander
observes that “The Brahmanic revival had broughtualihe steady decline of
Buddhism every-where in India. In Kerala too Budkdhi had been practically
replaced by the neo-brahmanism which was becommagasingly popular” (104).
He also adds that by AD $%entury it got declined completely and many imaott
Buddhist shrines and centers were destroyed oaceglwith Hindu deities. “When
Buddhism declined in Kerala Buddha images wereseitlestroyed or removed from
the temples and thrown outside or kept in obscuexegs within the temple
precincts. In some cases these images have beeifotraed, renamed and made
part of Hindu pantheon of Gods and Goddesseséhlder 75).

Though Jainism and Buddhism declined with the olbidation of brahminic
forces the Sramana cultural and ritualistic prastiare still very much alive in the
region. Sasta worshig a popular religious practice still followed byany devotees
and the Sabarimala pilgrimage is the best exanmléhe same. Scholars argue that
even the repeated chanting of “Saranam” by the rf8ahka pilgrims resembles the
thrisaranamsBuddham, Dhammanand Sanghanof the Buddhists. Actually, Sasta
was a typical Dravidian deity and Buddhism has @thg vital role in developing
Sastecult in Kerala (Alexander 122).

So it is observed that the use of Sramana imagand philosophy in the art
trajectories of Rimzon was a conscious move fros dide in order to mount a
resistance to the Hindutva socio-cultural politidedcourse. The entire body of his
works gives an idea that he tries to resist tiredtd extremism and opens up the
necessity of retrieving Dravidian and Sramana caltdraditions. By doing so
Rimzon is attempting to retrieve and reconstruetitidigenous culture of the past,
which was destroyed by the immigrant Brahmins. Tbaace this idea Rimzon
takes the reference of archetypal studies of QamyJAccording to Jung, each

person is considered to be a patrticle in the cbBiumankind (6).
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The memory, consciousness, subconscious arekaitl iwith this chain. He
explains how a form of an object is recollecteditsyfunction and eventually it
creates an archetypal meaning. The meaning of @nesetypal images is passing
from one generation to another. The very psycholigippression, which has been
carried out by the dominant cultural discourseghinhave created a long silence in
his psyche. Those silenced experiences need nassmdy be a first-person
experience. Rather, it can be from the collectivanuory or the genetic past. Most of
the time this kind of “silence” becomes a witnesghte history but remains muted

again for an appropriate time.

Silences are inherent in history because any siegknt enters
history with some of its constituting parts missirffgomething is
always left out while something else is recordelder€ is no perfect
closure of any event; however one chooses to déffiedooundaries
of that event. Thus, whatever becomes fact doewio its own
inborn absences, specific to its production. Ineotiords, the very
mechanisms that make any historical recording ptessilso ensure
that historical facts are not created equal. Theflect differential
control of the means of historical production ae thery first

engraving that transforms an event into a facojiliot 49)

In his bookWhy | am not a Hind2i Kancha llaiah illustrates the reasons why
the people are legally bound to be part of the Hineligion, though their socio-
cultural and ritual practices are totally differdd). His study which demonstrates
how caste division and untouchability have workadmodern Indian society is
significant. It has to be noted that Rimzon isrgyto articulate the same perspective
through his Art. At the same time, he does not wanbe known only as a Dalit
artist. Rimzon says that the application of thiesels of terms in art practices will
paralyze the artist’'s imaginations. The worldviefattte subaltern peoples, who are
so close to the soil and nature, is to reflect @ hamanism which integrates man,
other living beings, and nature. Consider, for eplmhow folk artists, Dalit/

Adivasi and other marginalized people continuerttaditional art. Their rituals
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prayers and vows are not merely for the benefarof particular sect. Rather, they
are aimed to achieve the well-being of the entirméanity and to sustain the natural

environmentRimzon always believed in the totality of .are says:

For me, | do not want to confront this issue disedt do not think
anything can be achieved through a direct conftmmwtabut | think
some kind of negotiation is needed more here. Algtuakeep doing
such works which are non-Brahminical as part obanter-culture
continuum. | may not be giving a direct explanattonanybody if
they ask what | am really doing. But over a petioel concept of my
works will be accumulated as a body of works amahlfy | believe
such body of works would unravel the reality ofttxuEventually, a
situation will arise in which such realities witievitably be accepted

by the society. (“Personal Interview”)

Rimzon explains how he brings synergy to his wétk.talks about how he

uses many references to materialise his ideas as:

| use many references, including Jungian archetypsswell as
drawing on religious philosophies. The core of nmgerstanding of
Buddhism and Jainism, and my fascination with tmavi2lian Devi
cult, is that seeing is an act of remembering. Bhygluage is built in
this context. | use primordial and archetypal insagad forms to
come to terms with the insecure and exploitativeldvave live in.

(“Personal Interview”)

Rimzon also anticipates the tension that is cteatith the modern way of
living. He says that in contemporary society ev@ng is materialistic. Indeed, even

nature is viewed as a utilitarian object.

The idea of the boundary has been a major synmbBimzon’s work. His
installation Dancer with Four Armg2016) (fig.66) which is made out stone,
fiberglass, marble dust, and aluminum has a fasetede figure standing behind a

stone fence and which has an iron sword tuckedhn.semicircular shape, Rimzon
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says, refers to the stupa, a place for meditatimh ifiis similar to a Mandalas
pointed out already. The fence symbolizes the bamndvhich divides people
physically in the name of caste and religion. Raimsays, “Walls are always used
as a metaphor for separation” (qtd. in Kalra, “Rottof”). On watching this works,
one is reminded of the real incident of such cesths erected in Tamil Nadu by the
caste Hindus. By inserting an iron sword insidedtene wall Rimzon reminds one
that there is an act of “violence” hidden in it.eltvall has been used to segregate

the people, especially the voiceless people.

By incorporating imagesf Buddhism, Jainism, and Dravidian cult, Rimzon
is trying to counter the bhrahminic discourse @&achegemony. His work is also
replete with images of nature worship predominantSramana and Dravidian
culture. By linking these two ideas Rimzon is tgyito bring in a new iconography,

an alternative world view and aesthetics to couBtencenticism and Brahminism.
Animism/Shamanism/Totemism /Folklore in Rimzon’s Works

One can also find a mixture of Shamanism, Animignd Totemism in
Rimzon’s works which is also a prominent aspedDr#vidian culture. A shaman is
a person considered to possess spiritual and gealawer and the ability to
transform him/herself and have access to or infieethe world of human beings.
The compositions of the cosmos reflected in Rimgaworks are very similar to the
shamanic notion of the cosmos. The cosmos isvegli¢o have three levels: the
Sky, the Earth, and the Underworld; and the shacem traverse from one to
another. Through his performative way of arranganoémuman forms and objects,
he brings a ritualistic power to his work, whiglovides a “healing” effect to the
spectator who is having “similar experiences.” Rimzsays, “Much of my work
might appear to be figurative but there is an ulyteg “representation”, whether |
deal with spiritual, political or social concerriswant them to have an ability to
heal” (gtd. in Kalra, “Portrait of”). The people whdid not have such painful
experiences may not be able to read the deeperimgeainhis works. That is one of
the reasons why the elite historiographers andcsrifail to read the subaltern

representation in his work. They always expectllasstrative/narrative explanation
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of the work to understand the story behind it amelytwant to create an empathetic
approach towards that through their writing withéaiching the core issue of the

problem.

Rimzon’s recent workThe Round Ocean and the Living De&#919-20)
(fig.67) is a good example of Shamanism. It podrayfemale fertile figure seated
cross-legged in the centre of a Mandala. To crélaée negative space of the
structure, he made a hollow space on a square wqualeel. Both eyes of the seven
breasted female form with the elongated body axereal with red colour and the
same red can be seen on the right palm restedrotiigh in a meditative posture.
Though there is blood on the outstretched palmiantie eyes the female figure
seems to be unmovedhis very primordial female figure can also be sesna
representation of a mother goddess or a tribalydsho has been subjected to
violence and torture by the brahminical patriarchsaces of Animism also can be
seen in the treatment of forms in many of Rimzansks. Stewart Guthrie observes
that the "most widespread” concept of animism & ih was the "attribution of

spirits to natural phenomena such as stones agsl' tf£06).

In the installation titledThe Fence(2000) (fig.68), Rimzon integrated a
natural tree into his work. This work can be readnf the perspective of
Dravidian/Indigenous culture. Instead of the ushaman forms in sculpture he
arranges readymade axes in a circle around thealatiee posing their edges
towards the treelust like hisMan in the Chalk Circlein Inner Voicehe places the

tree as a centre figure of the work.

The title of the workThe Fenceusually symbolizes protectionSince his
bodies of works are strongly connected with th@ideanimism, which is rooted in
the Dravidian culture and Indus valley civilizatgthe tree symbolizes the worship
Here the The Fence which was made of axes, can symbolize protection
destruction. But the beauty of this idea is thatttlee grows and blossoms vertically
toward the sky not bothered by the external thidat.can the fence prevent the tree
from its natural growth. He might have been thimgkihat a fence can only block

the social mobility of a person but cannot stophas natural growth. It seems,

167



Rimzon was trying to overcome the limitation of Belf as a subaltern and was
optimistic in his thinking. The meaning of the éencan also be read from another
perspective also. In agricultural field, a fenceoften constructed to protect the
crops. But Rimzon’s work portrays a fence with awdsch are usually used to cut
or chop the wood creates a surrealistic effectsTdould be suggestive of the
contemporary socio-political reality of the subaie Because, the political parties
which are supposed to be the saviours of the srbghteople, actually exploit them
under the pretext of protecting them. “The fenselftis eating the crop” is a very
popular proverb in Malayalam folklore and the iddahis work can also be read
from this perspective too. Rimzon’s other workselidouse of Heaveng§1995)
(fig.69), When Earth Becomes REP96) (fig.70), andvother at the Fores{2009)
(fig.71) also share his affinity towards nature #imel cosmos.

In the work entitled=orest at Night(2007) (fig.72), Rimzon depicts a nude
female figure with her hair jutting towards the skyd standing on top of two large
kumba-shaped vessels placed on their mouths tagéithe vessels can symbolize
fertility as well as a womb. Here the female figlias been posited as if she is the
mediator of the cosmic world and the fertile Earfine red circular line on the
vessel around the figure could stand for the patn@ control restricting the
women. Rimzon says that “It is a closed vessetflaction of the inner mind, and
also an abstract symbol of the womb and femininfgtd. in Kalra “Portrait ofj.
Similarly, the Mother at The Fores{2009) shows the full-grown womb of a
pregnant woman from where the elements of natike, trees and other plants
carrying fruits emerge. Here, the womb is treatecma “archetypal” image for the
continuum of human evolution. RimzonBull in Day Dreams(2008) (fig.73) is
another beautiful example of the images relatddnming and nature. The bull here
does not have its head and the tree is fallen davahthe pot did not have water to
drink. The image of the bull resembles the artfaxftthe Indus Valley and therefore
becomes part of the continuum of civilization. Ronzadmits‘Most of my works
have a connection to nature, farming, fertility destivities. There are references to
the mother goddess also” (gtd. in Jayaraman). Asrathportant aspect of Rimzon’s
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work is that he has given more “power” to the feanfdrms highlighting fertility

and supernatural quality.

His Devotee(2015) (fig.74) a male figure seated cross-leggéti volded
hands on a circular platform, or Mandadagms to be a kind of magical verge, as if
it would levitate at any moment. Rimzon says “Timagery [in his works] is not
very difficult to understand, it is all related tbings we see around us. The
symbolism comes from our collective memory” (qtd. Kalra “Portrait of”).
Rimzon’s solo exhibition shows entitlddThank You Once Agaif2016) (fig.75),
comprising the works from 1995 to 2016 explicitlyosvs his affinity towards the
Indus Valleycivilization and its relics. This strong affinityowards this visual
culture cannot be seen as a deliberate attemptlirsrside. Rather it should be seen
as a reinterpretation of his collective memorietie Timages of works in the
particular show very much resembles the relics mfus Valley artifacts. By
recreating archetypal memories he tries to drawamdr line from Indus Valley
animistic tradition to the Dravidian cultural prmets which share a lot of

similarities. The press release of the show statss

It is a tableau of icons inspired by offerings ehdymade images
collected by the artist over years from local sksintemples and
churches in and around villages in India. Thesernskiranscend the
boundaries of caste and religion, as they are pteddy farmers and
other working class in any place of worship. Foenthany site,
whether it be a temple, shrine or a church is whieey can go to
communicate with God irrespective of their ownHaiThey do not
see any barriers or differences in places of wprsfihey come
clutching these small thin silver metal tokens lead for respite and

solace or express gratitude. (Rimzon, “I Thank”)

Totemism is another characteristic of Rimzon’s kgor “Totemism is a
complex of varied ideas and ways of behaviour based worldview drawn from
nature. There are ideological, mystical, emotiomaljerential, and genealogical

relationships of social groups or specific perswith animals or natural objects, the
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so-called totems” (Haekel).Rimzon's Tree Shrine(2012) (fig.76), depicting the
trees with roots intertwined near the shrine, sylmbs the interconnection between
living and non-living objectsBig Maa (2016) (fig.77) is a large-scale sculpture by
Rimzon in the form of an erected and puffed-uprofmle that is formed by two
large spherical vessels placed—one is up and tiex alown—face to face, and the
middle part completely packed with small shapepait. Root of this work can be
traced back to one of his earlier works likeom the Ghats of Yamun@990) in
which he positions the mouths of two pots togetred sealed, anBig Maawhere
the space between this two mouths of the pots das bxtended and the gap filled

with a number of small pot shapes which suggetstifer

His Devotees on the Ro@2008) (fig.78),made out of bronze and wood
portrays the devotees as standing and seatedamgaviboderutharamor a wooden
wall plate, which is used as the base of roofingradlitional architecture in Kerala.
The different gestures and poses of the devotess 8@ suggest various gestures of
the marginalized people. They also look like theemtors whose spirit is believed to

inhabit the homes of the marginalised.

Serpent Kavi§2008) (fig.79) is another example for Rimzon’sirdtf with
the animism and folkloreA “sarppa kavu” is a sacred snake grove whichdk i
biodiversity and is seen in traditional villagessafuth India, especially in Kerala.
People used to worship snakes hé&lee root of these kinds of “animistic” practices
can be traced back to Harappan civilization. Almegtry kavu has a water body
nearby in the form of a pond and these grgyay an important role in stabilizing
the eco system by balancing the greenery, presewater and maintaining the soil
fertility. There is a rich tradition of folklore leted to the sacred groves sarppa

kavuin Kerala.

Folklore is yet another prominent source of Rimgaomorks. Most of his
works are related to the myths and stories of #mel.l Rimzon derives inspiration
and ideas from contemporary social and culturadosundings and traverses back to

connect them with a historical, folk or mytholodigaast. Rimzon also uses the
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technique of deconstruction in most of his works. e deconstructionist element

in his art he says that,

In most of my works, the possibility of deconstiant is very
apparent, but | have not approached it on a veeprdtical level.
There is great potential for deconstruction to lseduin art. For
example, by dismantling an idol placed in the teamptemises and
replacing it in the contemporary socio-cultural gpdrings a new
meaning and political dimension to that idol/ objé&/hen such a
method is adopted, reality is not determined on lasis of its
original state of being or its state of re-embodiimend the reality of
that particular work has to be perceived on thesbafsa third space
which is constructed by that process. The thircspsmade possible
by such a deconstruction process. That is the fgignce of

deconstruction in my work. (“Personal Interview”)

The idea of fertility and motherhood is very muphesent in the folk
tradition of Kerala, as in other many folklore titawhs. Major tropes in many of the
folk traditions of Kerala are mother goddess andility images. For instance,
Theyyam the most popular ritual and folk performance ofrtNoKerala is
predominantly dominated by female deities like Bhaghi Kali or Kurathi. These
mother deities are incarnations of fertility andéythare meant to be the protectors of
the devotees of that particular locality. The Shaistec spirit possession in the
rituals rooted in the Indus Valley Civilisati@an also be identified in these kinds of

ritualistic performances.

Almost all of Rimzon’s works are usually packedhwbDravidian spirituality.
The preponderance of images and forms relatedetavtbrship of nature, fertility
and ancestors and the use of natural forms andesHike egg or architectural forms
and shapes resembling ancient caves and mud hasse®t be considered
accidental in his works of arRather, they seem to have originated from his
subconscious mind. The earthy forms of his worksiway attempt to create a

metaphysical space in order to balance it with tarahforce outside. In short, by
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recapturing the imageries of Dravidian culturalgbiGes, Rimzon is able to initiate
an alternative and counter-cultural discourse te ®rahminical supremacy.
Ultimately, Rimzon’s idea is not to brinBravidian culture or Ambedkarism or
Buddhism back but to highlight the humanism andiggenism inherent in these
discourses. He like Buddha and Ambedkar envisagesciety in which everyone
can live with freedom, equality and dignity that sense, Rimzon can be considered

as a “true” and a “rare” modernist in contempornadian art practices.

After going through the trajectories of Rimzon ar@ comprehend that he
has been practicing art with consistency as fathas“content”, “form” and the
“language” are concerned. As explained earlier,vinisks are a “continuum” of
ancient civilizations like the Indus Valley and arery much interlinked with the
Dravidian culture. By incorporating the Dravidiandigenous, folk and Buddhist
elements in his works he projects himself as a tgoedique of brahminical
hegemonic discourse. From the very early stagesotieative career he has been
showing a strong affinity towards the “marginatizeexperience However, his
approach to these problems is objective and theateAmbedkarism is the right
tool that he has chosen for his counter-culturstairse.

Though the representation of the subaltern caseba even from Kalighat to
contemporary period, most often, those “represemisit were limited by the
subjective expressions of the artists. It is tiluat they have tried to represent the
reality through their works. But in the case of Ron he not only represents the
socio-cultural problem experienced by the subaltbtt also showss how to
approach this problem theoretically and also suggesutions to solve thent.was
not an easy journey for him to reach his presesttipn. He had to sacrifice many
things. Rimzon could have gained more internatioeebgnition, opportunities and
money like other popular Indian and western art$tsis time if he had chosen the
path of mainstream artistic practices which endotise dominant aesthetics.
However, Rimzon chooses to follow the “middle pably”’balancing art and life and
using his art in order to bring out a better wosldere all human beings can enjoy

freedom, equality with dignity.
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The Indian art historiography and criticism whicas evolved through the
Kantian, and Hegelian perception is inadequate ftuwdertstand Rimzon’s
contribution. Reading his works from the perspexti¥ European modernism also
becomes problematic. The worldview of Kant and Hegas limited to the
European world. The history and aesthetics that phejected through their writings
influenced the European scholars and resulted eir theveloping an “orientalist”
perspective. Because Indian art scholars followedsame perspective they could
hardly see the Indian reality. For the Western djothdia was presented as an
exotic place projecting thpuranaithihasa or ancient stories and epics. As Ranajit

Guha comments,

So the Orientalist translation dovetailed neatlythwan ancient
collocation to produce a large body of writingstteaught to recast
Hindu mythology as history.... Educated in the cadbsichools, they
[middle-class Indians] had learned to accept hysts an entirely
modern and Western kind of knowledge about the pesbricized

by writing. History at 53)

Hegel's notion of world history denied large parftshe world any agency in
human history. Moreover, Hegel admired India ordy its religious and spiritual
gualities, beyond that he had not attempted to nstaled the social reality of India.
Subsequently, the art historians and critics wielargely trained under European
schools became incapable of understanding thelseaiity around them as well as
the reality reflected in the works produced by #mtists, especially from the
marginalized sections. Romila Thapar makes thievidthg comment on how the
European vision touted the Indian scholars to wtdad India through the western

lens:

European preconceptions imprinted on the readimgduglly came
to influence the way in which Indians themselveswead their own
culture. This reordering of Indian culture facildd the direction
given even to the self-perceptions of Indians.” Sbatinues that

“there was an attempt to formulate Indian cultuseuaiform, such
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formulations being derived from texts that wereegivpriority. The
so-called 'discovery' of India was largely througgiected literature
in Sanskrit. (4)

Rimzon not only identified this problem of Eurot@sm and but has also
articulated his resistance through his works. Adicay to him, “the counter culture”
is an alternative practice to reclaim the indigentshramana” cultural traditions of
the past which have been hijacked by the dominastecHindus. His attempt to
foreground Dravidian thought and culture conssipuor subconsciously
throughout his body of works has to be viewed asctintinuation of the indigenous

cultural tradition.

In order to bring back that tradition to the conporary world, three things
have to be practiced. Firstly, one needs to idenh& real “force” which tries to
reinstall the supremacy of the dominant discours® icontemporary society.
Secondly, one has to contest them with an altemdheoretical framework. And
thirdly, one need to create imageries and formsclhieflect the spirit and
worldview of the Indigenous/Dravidian and Sramar@stemology. Rimzon’s
trajectories offer an excellent example as to howntorporate human culture and
its evolution in the works of art. Being an optimiRimzon believes that there are a
layer of seeds of Sramana thoughts beneath thacsuof Indian cultural soil, which
is ready to sprout out any time from the rich Imstigus culture. He aspires that his

artistic creation will serve as a fertilizer foetgrowth of that submerged culture.
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Fig.50. Rimzon, N.NThree Sculptures on a Shelf984. Painted Plaster. 300x80x38cm. Image
courtesy: Artist.
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Fig.51. Rimzon, N.NThe Departure1984. Painted Plaster. 300x38 cm. Image couri&dist.
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Fig.52. Rimzon, N.N.From the Ghats of Yamuri®90.Teracotta Pots, Marble and Fiber Glass.
120x70x80 cm. Image courtesy: Artist.

Fig.53. Rimzon, N.N.From the Ghats of Yamuri®90.Teracotta Pots, Marble and Fiber Glass.
120x70x80 cm. Image courtesy: Artist.
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Fig.54. Giacometti, Alberto.Annette.1961.0il on canvas.116.2 x 89.5 cracques and Natasha
Gelman Collection. Web. 28 April 2020https://www.metmuseum.org/art/collection/
search/489982

Fig.55. Giacometti, Alberto Woman of Venice VIN956. Bronze.47, 87 x 5,70 x 12,99. Private
collection.Web. 28 April.2020. https://www.fondation-giacometti.fr/en/databased52/
woman-of-venice-viii
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Fig.56. Gormley, Antony.Three Ways: Mould, Hole and Passd@81. Lead and plaster.
Dimensions-Variable. Tate Collection. Web. 28 Mamb20. https://www.tate.org.uk/art/
artworks/gormley-three-ways-mould-hole-and-pas48@é15

Fig.57. Gormley, AntonyLand, Sea and Air 111982.Lead, Fibreglass, Land. Dimensions-Variable.
Web. 28 March 2020. https://www.antonygormley.com/sculpture/chronoldtam-
view/id/2279
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Fig.58. Rimzon, N.NThe Tool 1993. Fiber Glass and Used Iron Tools. Dimenskasable. Image
courtesy: Artist.

Fig.59. Rimzon, N.N.Sealed Fountain2007. Fiber Glass and Bronze. 210x150x150 cm. Image
courtesy: Artist.
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Fig.60. Rimzon, N.N.Mother at the Shrine2007. Acrylic on Fiber Glass. 165x30cm. Image
courtesy: Artist.

Fig.61. Rimzon, N.NThe Man in the Chalk Circl&984.Fiber Glass and Chalk Powder. Dimensions-
Variable. Image courtesy: Artist.
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Fig.62. Rimzon, N.N.Inner Voice 1992. Cast Iron and Fiber Glass. 270x450x210 knage
courtesy: Artist.

Fig.63. Rimzon, N.N.Speaking Stonel998. Fiber Glass and Stones.Dimensions-Varidbiage
courtesy: Artist.
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Fig.64. Rimzon, N.NBlood Rain,Fiberglass, 2019-20. Laminated Photographs andodtiope.
315x69x74 cm. Image courtesy: Artist.
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Fig.65. Rimzon, N.NDeath of an Author2016. Charcoal on Paper. Image courtesy: Artist.

Fig.66. Rimzon, N.NDancer with Four Arms2016, Stone, Fiberglass, Marble Dust and Aluminum,
300x200x160cm. Image courtesy: Artist.
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Fig.67. Rimzon, N.NThe Round Ocean and the Living De&f19-20. Fiberglass, Granite Dust and
Plywood. 106x304x304 cm (overall, in 5 parts). Imagurtesy: Artist.

Fig.68. Rimzon, N.NThe Fence2000. Site Specific Installation. College of FingsA Trivandrum.
Iron Axe and Wood. Dimensions-Variable. Image cesyt Artist.

184



Fig.69. Rimzon, N.NHouse of Heaverk995, Resin, Fibreglass, Aluminium and Marble DUSO x
220 x 90cm, Queensland Art Gallery Foundation Ctithe. Image courtesy: Artist.
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Fig.70. Rimzon, N.NWhen Earth Becomes Reld96. Wax on Polystyrene, Red Pigment, 210 x 390
x 150cm. Image courtesy: Artist.
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Fig.71. Rimzon, N.NMother at the Fores009. Acrylic on Fiberglass & Marble Dust. 165 X516
30 cm. Image courtesy: Artist.
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Fig.72. Rimzon, N.N.Forest at Night Fiberglass. Resin & Granite Dust. Dimensions-dale.
Image courtesy: Artist.
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Fig.73. Rimzon, N.NBull in Day Dreams.2008. Bronze. Dimensions-Variable. Image courtesy
Artist.

Fig.74. Rimzon, N.NDevotee 2015. Bronze and mild Steel, Dimensions-Variabigage courtesy:
Artist.
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Fig.75. Rimzon, N.N.I Thank You Once Againl995-2016.Cast Bronze. Dimensions-Variable.
Image courtesy: Artist.

Fig.76. Rimzon, N.NTree Shrine2012. Acrylic on Canavas.101x75cm. Image court@siyst.

189



Fig.77. Rimzon, N.NBig Maa,2015. Fiberglass, Resin and Granite Dust | 241x 124 creb.X\V
Aug. 2020 https://talwargallery.com/rimzon-theroundocean-b2B¥
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Fig.78. Rimzon, N.NDevotee on the Roa2008.Bronze and Wood. 53 x 508 x 25 cm. Web.2% Ma
2020.http://www.guildindia.com/SHOWS/N.N.Rimzon/worksant

Fig.79. Rimzon, N.NSerpent Kavu2008.Bronze. 27.94 x 29.21x 6.35 cm. Image ceyrtartist.
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Conclusion

This dissertation argues that the representatidheoSubalterns, especially
the doubly oppressed Dalit/Adivasis and triple @ssed women in modern and
contemporary visual art in India has been rare. nEvlee very few token
representations have been from the perspectiveubtlt&rn Studies Group and
Marxism, which ignored caste as a definitive catggihat is unique to Indian
society. In the introductory chapter, the majoruangnts of this thesis has been
stated, along with the research objectives and adelbgical details. A critical
evaluation of Indian modernity vis-a-vis Westerndamity and their impact on the
socio-cultural milieu of India in the light of majpolitical ideology and dominant
aesthetics is also attempted in the first chagtee theoretical framework used for
analysis is also explained. A brief critical reviek the theses related to Indian

Modern Art is also provided.

Various critics and historians have tried to reaztlernism in Indian art from
different perspective and they have termed it aHerf@ative modernism”,
“contextual modernism” and “eclecticism”. Howevehe very point of defining
modernism in Indian art context looks incompleteccase these critics and
historians have attempted to define modernism ihiam art only superficially
without considering the actual social-cultural ityabf Indian society. They failed
in raising the question about the modernity in &nokefore defining modernism in art
practices. In other words, they have not realibednecessity of addressing the issue
of “modernity” in order to define modernism. “Moaests” are supposed to confront
traditional norms and to stand for humanistic valaad that is what the meaning of
modernity of the West is. Modernism cannot be sefgderception without placing it
in a social context and one cannot measure therggegf modernism merely in
terms of formalistic approach. If someone tries m@ake modern art without

addressing the problem of raised modernity sucbrteffiill merely fall into the
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category of the formalistic approach. When we la@k‘modernism” within the
context of “modernity”, it is hard to find such appches in the Indian visual art. It
is in this context that it is argued that the adduced in a society cannot be called
modern until and unless the society has undergo@eitocess of modernity. The
present study looks at Indian modernity from thespective of Ambedkar’s

egalitarian philosophy.

To analyse the theoretical problem which has bedrwrent in the art
practices of India, N. N. Rimzon has been takema a®int of reference here. The
initial challenge in addressing this problem waspproach the historiography from
a very neutral perspective. As the history of amicend modern Indian art is taught
in Indian art pedagogy in a linear perspectivehatomes difficult to look at the

history of Indian art from a fresh perspective.

The second chapter focuses on the representdtitroioce” and “void” in
Indian visual art from the perspective of the stdyal In order to substantiate the
arguments, a traversal through the historiograpiny art practices of the Indian
modern and contemporary art has been attemptddhéomainstream historiography
of Indian art and the religious and cultural bidswdtists, art critics and patrons have
been problematized while analyzing their intervemsi during the last one hundred
and thirty years. A critical analysis was madellusirate how the elite artists like
Ravi Varma was projected as a pioneer of Indianenoart by elite art critics and
historiographers considering his visual languageclvwas in fact just a fusion of
western technique and the Indian subject matteosveier, it is also argued that if
at all Varma was to be considered as a modernsstoitild be based on his drawings

which represented the marginalized Indians.

The overrated Bengal school, which practiced asjggting the nationalistic
ideology and demonstrated the spirit of struggle ffeedom from the colonial
power never were concerned about “humanism” or &détgd. And this
collaboration between the nationalistic movemerd #re art practices became a

mere projection of the “orientalist” aesthetics ahe Hindu elite intelligentsia.
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Abanidranath’s portrayal of Bharatmata Hindu goddess evidently shows how the
dominant religious belief was internalized by thmedtern” Indian artists. A brief
critical analysis has been attempted to show tlhe @b Rabindranath Tagore, his
initiation, i.e. the school of Santiniketan whiclasvfounded in the land inhabited by
the Santals tribals. It is found out in this stutiat historiographers place the
subaltern artist Ramkinkar Baij generically alonghwother elite artists who were
great followers of Gandhi’'s orthodox religious leélproblematic. Because, instead
of projecting Kinkar as a true modernist, the histws were tactfully placing him in
the larger frame of “contextual modernism”. If yheroject Kinkar as a true
modernist, they knew that they will not be ableststain themselves in the elite
circle because eventually they will also be fortedjuestion all the aesthetic notion
of the nationalistic art practices which endorseah@hian ideology. Kinkar was
very much aware of the social reality around hird #re contradiction in Gandhi’s
approach to religion and politics. His full-sizeugture of Gandhi stamping on a
skull shows how Gandhi has emerged as a natioadeteby crushing the subaltern

aspirations.

Various movements in Indian art which came after Bengal School, like
the Progressive Art Group, the Baroda Group, thedtige Group, the Group 1890
and the Madras School could not go beyond the maligiic and orientalists
perspective is another theoretical arguments of thesis. But Bengdfamine
artists of the 1940s who practiced social realiaticwere an exception. Whereas
Gandhi’s ideas were very much influential amonggreindependent Indian artists,
the Nehruvian secularism and unity and diversityestbe major themes among the

post-independent Indian artists.

By late 1970s Indian artists who were exposeth¢dWestern art institutions
and cultural environment began to incorporate négeas into their works. Though
there were artists who had leftist ideological leffion even before the
independence, they were not incorporating thosasidleto their works. Artist like
Vivan Sundaram by the early 1980s had begun to shiewaffinity towards the

Marxian ideas publicly. According to the mainstrearnhistoriandlace for People
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(1981) a group show of six elite artists showcasthgir middleclass lived
experience was considered to be a path breakingiggh which differentiated
modernism and postmodernism in Indian art. Thengiteof the mainstream art
historians to place this exhibition as a “turnirgm” of the Indian art seems to be a
false claim. In fact, they were trying to represém life and experience of the
middle class into their works. Their claim is catesl by pointing out that even in
the 1930s Ramkinkar had portrayed the real “livegeeience” of the subaltern
through his works. One can consider the 1981 steomeelutionary only because of
the presence of Bupen Khakhar, who by then hadlagned his gay identity and

sarcastically exposed the homophobic prejudicé@brthodox Indian society.

Another theoretical argument raised in this disgiem is that The Radical
Painters and Sculptors Association emerged in theé1980s questioning the
hegemony of théliving traditions” of Subramanian and the Narrative Group
proclaiming to bring a radical change through asicpce were also failures due the
lack of clarity in their perspectives. However, tledtist writers articulated it as
revolutionary approach in Indian art by over ronm@ning it. But in reality the

intention of the group could not be fulfilled.

It is a categorical fact that majority of contemgny Indian artists still follow
either nationalistic approach, Nehruvian secularsndialectical materialism as an
ideological reference for their work and tactfuiiypnores Ambedkar’'s views which
is more relevant to address the discourses on mibglen Indian social context.
Towards the end of this chapter, a critical analysithe representation of women
artists from the perspective of “intersectionalitg”"made. Another argument raised
in this study is that majority of modern Indian wemartists who have been
successful in the field belong to the dominantweltand they also were knowingly

or unknowingly endorsing patriarchy inherent in tfmeninant religious discourse.

It has also been pointed out that the major reasonthe apparent lack of
representation of subalterns in Indian art is du¢he elitist cultural bias and the

uncritical endorsement of nationalism and domirssmd#thetics. In order to free them
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from the cultural, ideological and aesthetic pregjad, mainstream artists, art critics
and historiographers need to be self critical. Silmdian society is unique because
of the graded inequality and the practices of ucitablity, artists, art critics, art

historians and patrons must understand the cowsrgngial structure primarily based

on graded inequality.

One of the main reasons for the cultural prejudicé following western and
Indian dominant aesthetics uncritically is the gy which has been followed in
the art schools of India. The existing pedagogtheprominent art schools in India
is a continuum of colonial education policy. In erdio develop a self-critical
approach among the Indian elite art fraternitysitinevitable to have a radical
transformation in the art pedagogy, which wouldeo#i new perspective beyond the
colonial and nationalist preconceptions. The metbiotkaching and learning art in
India is still following the western oriented cwulum introduced by colonial rulers.
Just like any other discipline in India, majoritf/prominent art schools in India like
Sir J J School of art, Faculty of Fine Arts BaroDalhi College of Art, Culcutta Art
and Craft School, Kala Bhavana at Visva-Bharatividrsity at Santiniketan, and
College of Fine Arts Trivandrum, the Madras Art 8ch have been following the
same pedagogy. The Art educational institutions see up to train the native
artisans in European model and with the intentiomsang them for documenting the

everyday activities of the East India Company duairtoperations.

In order to understand the educational systenmeicblonial period one has
to understand the need of the colonizer. In othende; the pedagogy of art study in
India implemented by the British had no other ititemthan improving the skill of
the native artists to the level of the Europearitem@en and to produce the Indian
arts and crafts with the precision of the westdih. Ami Kantawala also observes
that “...art education within these schools wouldamage the skills necessary to
produce objects that fit with British taste. Goedsuld be produced that used Indian
techniques taught by British officials and basedBritish aesthetic preference”
(212).
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The Indian art scholars also developed their aady skill from this
pedagogy and it more often worked against the esteof the colonized. The art
critics and historians belonging to the colonizedrdries were trained to see the art
and craft from the colonial perspective and whateah to the Western eye became
the primary concern of their writing. Eventuallyethrtists and the historians became
less interested in representing their own subjesttipns and their surroundings and
thus became a victim of cultural imperialism. Tldoaizer always used drawing as
central method in educational system and the cdunakprt and nature depictions
were sidelined. They saw drawing as the right nettioomaintain discipline among
the students. Ultimately, the art school of theond@l! period served the economic
interest of the colonial masters and the dominaitue as they treated learners in
art schools as labourers. The same pedagogy hascbagnuing in most of the art
institutions in India even after the independentke only difference from the
colonial to postcolonial phase is that in the podependent period, the students got
a little more freedom and flexibility in terms ofxgessing their creativity.
However, the colonial mindset has not been charygédindian artists most often
work with an eye on the possibility of exhibitingem in European museums and
galleries. Hence, the genuine socio-cultural proislef India are hardly reflected in
their works. The Indian art critics and the histos, who have been trained in
European aesthetics also developed a colonial miingisd still have their own

limitation in analyzing the works of Indian artists

In addition to the colonial pedagogy, the incogiimn of brahminical
aesthetics rooted in the Hindu religious textshim hame of nationalism and Indian
tradition in the art education made the artists,catics, historians, and patrons to
stay away from the crucial social reality of castel gender discrimination. Ananda
Coomaraswami, one of the pioneers of the Indiarciaticism and aesthetics had
been deeply rooted in brahminical aesthetics. Apantn Coomaraswami, art
historians of that period including E. B. Havellst®8r Nivedita, and Abanindranath
Tagore also were very much influenced by the braloai narratives and the

percepective of Indoligists. Coomaraswami’s idearfwas deeply rooted with the
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idea of Sanathanadharma. He says that “Upanishddotirer idealistic Indian
philosophy running like a golden yarn through k& indian schools of thoughts, so
there is a unity that underlies all the amazingediity of Indian art. This unifying
principle is also idealism here, which is essentigicause the synthesis of Indian
thought is one, not many” (17). According to Hayélhdian art is essentially
idealistic, mystic, symbolic, and transcendentaitd(in Natarajan 108). Havell
explains his view on Indian art and history basedis awareness of the Vedic texts
and he believed that these texts are the creatioe behind the articulation of the
artistic expressions. The foundation of Indianhéstory and criticism build upon the
perspective of both these scholars were purelydbasethe brahminical tradition
which they acquired from the Indologists. The astdrians and critics of India who
followed the legacy of Coomaraswamy and Havelldttie follow their styles and
eventually they also became incapable of developingalternative aesthetic to

address the social problems of India.

The third chapter has focused on N.N, Rimzon’sigraf art and argues that
he deserved to be considered the best exampleuefaind radical modern /post
modern Indian artist. His works are analyzed iradléd highlight the themes, styles
and the philosophy underlying in them. Explanatiomgh examples on how
Rimzon’s art works are different from the otherelmiational or Western artists and
Indian artists in terms of ideology, style and pkdphy are given. It is also pointed
out that how Rimzon projects an alternative aemth@trough his works and
theoretically addresses the problems in Indiannvith has been identified in the
second chapter. Unlike any other Indian artistpRin’s works are unique in that he
not only offers a counter cultural resistance te tominant discourse but also
mounts an alternative aesthetics and ideology basedmbedkarism and the
Sramana philosophy. The mainstream modern Indiastsamore or less followed
the nationalistic and the Gandhian ideology. Rimzamas critical about them
because he thought the nationalistic artists wellewing the perspective of the
Indologists and Gandhi was following the Hindu g&ldus orthodox belief. He was

convinced that the Gandhian idea of Ram Ragsed on Sanathanadharismanti-
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modern and anti humanist. Whereas the majoritthhe@fmainstream artists ignored
Ambedkar, the real modernist, and his ideology thase the egalitarian principles
and philosophy of Buddha, Rimzon realized the $icgmce of the Ambedkarism
especially during the ant-Mandstruggles of the 1990s. This period witnessed a
resurrection of Ambedakar as a defender of theogkessed people and got

reflected in the socio-cultural politics of Indiatbe times.

However, the mainstream visual art practices ididnwhich have been
patronized by the elite/brahminical forces remaisigeht about the important social
issues. Though, even before the resurrection of ektkér, scholars had addressed
the problem of the marginalized in other culturaédimms in general from a
Gramcian/Marxian perspective, they did not addréss representation of the
subaltern in mainstream art practices. Even thdahgie were few attempts from the
self-proclaimed Dalit artists in this directiongthwere silenced by the brahminical
cultural forces who either ignored or silenced theantributions. It is in this
particular social context that Rimzon has beengqulags a point of reference in the
present research. Rimzon not only presented Ambasdiceas through his works
but also have drawn energy from Buddhism which thasreal source of influence

on Ambedkar and his egalitarianism.

It has to be pointed out that Rimzon’s approacimds merely an image-
making or emotional outburst, but a result of Hesep understanding of the
evolution of society from the early Indian civiltzans to the contemporary cultures
and that he was trying to establish a link with #meient Sramana tradition. It has
also been demonstrated in this study how Rimzordstize brings a new theoretical
framework in Indian art practices to counter thieedrahminical hegemony. Hence,
his attempt has to be considered as a significamhter cultural practice in Indian
visual art. To resist the cultural hegemony he i@sattempted to jump out of the
system, rather he has been practicing art withe lthnitation of the dominant

discourse and was trying to project a culturalstesice.
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As mentioned earlier, the representation of vaind void can be found in
the works of Rimzon as a form as well as contehe Voice is formed through the
articulation of the counter culture and the voidthe space in the physical form
vacuum, which is found in his works as a represmmtaf the muted voices of the
subaltern people. Though the theoretical framewsdimilar to Ambedkar, Rimzon
goes a little further and tries to gather all dmtathmanical materials—Dravidian,
Sramana and folk traditional elements—togetherriogbcounter cultural practices
in visual art. Ambedkarism was not only practiced Rimzon, but it has been
practiced by many other artists too. However, nobsthem approached it in a lyrical
or poetical way. To resist the cultural hegemonywthe subaltern lack and what
they needed is a theoretical perception ratherogmhing it poetically. On the need
of conceptual backup in cultural resistance, G&palu suggests that, “Poetry helps
the Dalit in making connections through metaphbrtg, not through concepts. It is
theory that is supposed to do that. It makes cdrorecthrough concepts and also
helps in illuminating the meaning that is embedded complex reality”
(“Egalitarianism and”, 23). In short, Rimzon’s wajories opens up a new
theoretical debate which provides possibilities tfte Indian art practitioners and
academicians to look at the art practices andiiigjraphy with a new perspective
through which they will be able to produce art whiepresent the socio-cultural

reality India.

After going through the history of Indian modemdacontemporary art a
conclusion can be reached out that the representafi subaltern especially, the
intersection of caste and gender has never beeri@us subject matter for the
majority of the Indian visual artists. The majoasens for the exclusion of this vital
social problem from the visual art practices arentdied through this research.
They are: the influence of Kantian-Hegelian phijasp and aesthetics; adherence to
nationalist, Gandhian and Nehruvian ideology; amion of culturally
incompatible Marxist class category and aesthetcs] caste elitism among the

mainstream artists, critics, historiographers, ggagrand viewers. The pedagogy of
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the art institutions founded by the British waatet adequate to make the learners

aware of the social issues unique to Indian society

The European and Brahminic aesthetics taught a&ra of curriculum
projected European and Indian traditional art @ l@nd Indian Tribal and folk art
as low and “primitive”. The lack of art critics, @ors and historians from the
subaltern community or lack of a subaltern perspe@mong mainstream Indian art
critics and historians are also reasons for théusian of the representation of the
Dalit or Subaltern perspective in the modern Indieantemporary practices.

Rimzon'’s observation is relevant here:

Another important point is that the art critics ahgtorians who
wrote about Kinkar most often come from the Brahitan
background. Therefore, there will be a spontan¢éendency to avoid
the subaltern artists like Kinkar. In order to v him the writers
from the elite/bhraminical background have to tak@nscious effort

and most often, it won’t happen (“Personal Intemie

The elite Hindu upper caste patrons are runningrnia of the mainstream
private galleries in India. Majority of art histans and the curators of the
exhibitions belong to the same category. Artistioiging to lower castes hardly
reveal their identity due to the insecurity or fiear of humiliation that they may
face in future in different ways including exclusiof their participation from the

various art projects.

Comparing the works of subaltern artists’ with therks of artists from the
dominant culture with the same aesthetic “yardstad&o is problematic. The role of
museums and other art institutions is to consemd decode the history of
humankind in general and not cater to the domirauitural norms. However,
generally such institutions India fail to represémt marginalized and hence they
need to be sensitized about the diversity, plyraitd polyphony of Indian culture.
It is in this context that Rimzon’s works which pose an alternative approach

become relevant. Rimzon says,
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| think ‘politics’ is actually the process of cregg such [alternative]
space. So beyond a subaltern perspective | tregiragtice as a tool
for moulding a counter culture or alternative sgste.l do not think
there is any potential for Brahminical art in therrent or future
scenario but | am confident of the possibiliies counter-cultural

discourses (“Personal Interview”).

He finds that equality and the idea of justice dmomanism implicit in
Buddhism, was completely discarded by the domiulgsdourses. By incorporating
the Dravidian, Indigenous and Sramana perspectite his work Rimzon
challenges the elitism of the Indian contemporatypeactices and opens up a new
possibility for posterity to voice out their marglized identity. Future studies on
the practices of modern Indian artists belongingh® marginalized groups will

throw fresh insights into the Indian art frateresfi tryst with modernity.
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