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 Sabyasachi Mukherjee
Director General, CSMVS

Greetings from the CSMVS, 
Mumbai!

We are delighted to present Volume 
8, Issue 1 (January-March 2015) 
of the Museum Newsletter - every 
quarter.

We are pleased to inform you that 
the year long Centenary Celebrations 
of the Museum Building have 
been successfully completed with 
the Foundation Day Celebrations 
on 10th January, 2015. The calendar year 2014 witnessed a 
number of exhibitions, academic lectures, workshops and 
activities as part of Celebrations which we documented 
systematically in all our previous issues under the title ‘Recap’. 
As we mentioned in our last Newsletter that the 1st Issue of 
the Museum Newsletter 2015 will be addressing ‘Museum 
Planning and Execution Strategy’ therefore the request was 
made to all senior Curators of different departments to share 
their practical experiences with our readers in a simple essay 
format. The response of the staff was overwhelming which 
now reflects through their writings. We sincerely hope the 
content of this issue will be useful for everyone in the museum 
profession and more particularly for students of Museology 
and Heritage Management.

Why Museum Planning?

While discussing the current topic ‘Museum Planning’ with 
my colleagues in the Museum and others in the museum 
profession, it was felt that most of our institutes in India are 
facing huge problems and difficulties because there is no 
systematic planning strategy in place, neither the training nor 

awareness. Then the questions arise in our minds - What is a systematic planning strategy?  Where do we need 
planning?  How does a planning process help a  museum to achieve professional excellence? According to Dr. 
Gary Edson, Executive Director, Museum of Texas Tech, “The ultimate product of the planning process is a guide 
to govern the activities of the museum. It is not the purpose of the plan to decide what should be done in the 
future but to decide what should be done now to make desired things happen in the future”.

Before we explain each question separately, it is also important for us to understand the core values of the 
institution. Prof. Patrick J. Boylan writes in the Introduction of the book ‘Running a Museum - A Practical 
Handbook’, published by ICOM, “Museums need to remain faithful to traditional core values of the museum and 
to continue to emphasise the care and development of collections that provide physical evidence of the culture 
and environment of the museum’s chosen territory, whether this be a single historic or archaeological site, a 
city, a region or a whole country. Equally, however, the contemporary museum needs to have a strong focus 
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on seeking excellence in its services to its many publics, whether these are young school children, advanced 
students, general visitors for the locality, international or national tourists, or specialist researchers.” While 
agreeing with Prof. Boylan about the importance of collections as physical evidence of the culture, we should 
not forget that the museum of today starts with the present, from which it explores the past and imagines the 
future, guided by the needs and expectations of its actual and potential visitors, which values as ‘heritage’ not 
only as physical evidence of the culture, but first and foremost individuals and richness it embodies; stories, 
ideas, emotions, values, desires, fears and hopes. As we know museums change people’s lives, contribute to 
communities’ strength and resiliency, and help to create a fair and just society. People have the right to access 
the world’s culture and heritage; visit the museums and cultural institutions that display, study and protect 
this heritage; and see themselves represented in it. In order to continue to serve and enhance public life and 
society, museums need to acknowledge the importance of sharing expertise and resources through professional 
networks both virtual and in-person - as well as through the circulation of material objects.

- Develop programs that engage new audiences 

- Develop skills and share good practices via educational exchange

- Jointly develop a distribution mechanism in support of local cultural heritage

Unfortunately, we have a completely different experience in Indian museums, more particularly, Government 
supported / aided museums where planning tended to be regarded as a relatively unimportant component 
of museum functions, since most of the important administrative functions, such as maintenance of museum 
property, electrical re-arrangement and human resource management, were the responsibility of the State 
Government, PWD, Central Government, CPWD and Local Authority.

What is a systematic planning strategy?

Dr. Edson writes in his article ‘Museum Management’ that “Effective museum management is a responsibility 
that embraces all the resources and activities of the museum and involves all the staff. It is a necessary element in 
the development and advancement of a museum. Without proper management, a museum cannot provide the 
appropriate care and use for collections, nor can it maintain and support an effective exhibition and education 
programme. Public interest and trust can be lost without qualified management, and the recognition and value 
of the museum, as an institution in the service of society, can be jeopardized.” It is true that only effective 
management and a systematic planning process can help institutes to achieve their desired goals. What do we 
mean by effective museum planning? It means an all-inclusive approach that helps the institute to take a larger 
view of the museum’s history, mission, collections, exhibitions, staff, facilities, image, funding, education program, 
community support. In order to understand it in the simplest words, we need to pose five basic questions - why 
do museums exist, what are the functions, purpose and duty of a museum, where it wants to be and what role 
it wants to play in the future, and how? 

Where do we need planning?

Planning includes all aspects of museum functions such as, building maintenance, collection, interpretation, 
presentation, conservation, communication, administration, finance, human resource, organizational structure, 
service effectiveness, community needs etc. Practically, nothing can be achieved or maintained in the institute 
without any systematic planning. It is more like a road map which helps the Management to reach its ultimate 
destination without much hassle. While taking a larger view on museum planning process, one should not 
forget that a bad or undeveloped planning is not only harmful for the institute but also disastrous. For example, 
museum curatorial and administrative staff in many museums does not communicate much with each other and 
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neither works together to develop a common minimum program or detailed project report to address the key 
issue. As a result, the project witnesses two separate approaches and road maps. It is therefore suggested to all 
museum professionals to assess the merit of the project collectively by applying the SWOT analysis, i.e. Strengths, 
Weaknesses, Opportunities and Threats. There is no doubt that an application of minds and commonsense of 
staff shall ultimately help the institute to identify the problem areas and also to develop the strategy for planned 
execution. 

How does a planning process help a museum to achieve professional excellence?

In order to achieve excellence, museum professionals have to work together as a team, and effective planning is an 
important part of the quality assurance and continuing improvement process. Dr. Edson states further, “Planning 
helps develop successful management as a basis for strong governance by the supervising authority, sound 
management by the director and staff, effective funding and utilization, and developing constructive programme 
evaluation by all participants in assessing the effectiveness of the museum in fulfilling its mission”. Museums 
all over the world have always been considered as public spaces and therefore involve great responsibility and 
accountability. When it comes to public accountability, we see here a different picture in museum organizations 
wherein the entire museum development or transformation process, the roles of senior management and the 
Director are among the least defined responsibilities in the museum policy papers. The authorities in museums 
are expected to act as a temporary custodian of public cultural property, not as an owner. The  executive head 
of the Museum or Institute should be treated as a public servant, service provider, and museum professional, 
all at the same time, and also be capable of securing essential resources for the museum while maintaining the 
integrity of the institution.

The planning process is always initiated by the museum staff for the sustainability and improvement of the 
museum. It is needless to mention here that the success of any project actually depends on the quality of staff, 
its talent and dedication, particularly the ability to explain both major and minor critical issues that may not be 
understood by the public.

The following basic points (based on CSMVS, Mumbai experiments) may be helpful for a museum professional 
to initiate any developmental project;

1. Creating Innovation Lab with a selected staff for identification of areas of improvement;

2. Sharing ideas with the staff and the management or stakeholders;

3. Preparing an assessment report; 

4. Preparing detailed report including budget and execution strategy;

5. Giving Power Point Presentation before the Management (as part of enlightenment);

6. Recommending a separate Monitoring Committee for monitoring project progress;

7. Remain transparent throughout the planning as well as execution process.

If we follow the above points with sincerity and dedication, and develop the ability to explain both major and 
minor issues to our stakeholders then we do not foresee any problem or difficulty in achieving professional 
excellence. Dr. Edson says again, “The management process for a museum is often challenging but always 
rewarding for those persons committed to serving the interests of the public, protecting the common wealth of 
the people, and protecting goodwill and understanding”.

We hope like the previous issue, you will find this issue informative too. We thank you for your continued support.
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CSMVS Vision Statement, 2012

Strengths

Challenges  

Objectives

Strategy

CSMVS Modernization Assessment Planning 

“To be recognized internationally as a leading exemplar and 
resource for the best people-centric museum practices, 
education and management”.

• Location
• Building
• Collection
• Curatorial 
• Autonomous  Management

• Shrinking Visitor Base 
• Low  Resource Generation
• Insufficient Artifact Maintenance
• Insufficiently trained Staff
• Low Morale 
• Labour Issues
• Static Display
• Lack of Institutional Vision

• To address the challenges 
• Increasing the scope for Cultural Interaction
• Making the Museum more relevant in a changing world
• To create a civic space for social interactions and also to 

initiate inter-cultural dialogue within different faiths

• Optimum Utilization of Available Resources
• An Integrated Approach Towards Management
• Confidence Building & Effective Communication 

Channel
• Establishment of Planning & Execution Dept 
• Capacity Building in Collection Management
• Empowering Staff with Dignity
• Collective Decision & Defined Responsibility
• Creating Opportunity for Staff to Demonstrate Skill
• Preparing Master Plan for Transformation

1.   Running a Museum: A Practical Handbook, Published by ICOM, France, 2004.
2.   The Museum Newsletter – every quarter, Volume 7, Issue 3, 2014, CSMVS, Mumbai.
3.   Museological News 11, Bulletin of the International Committee of ICOM for Museology, Stockholm 1988.
4.   Museum Quarterly review published by UNESCO 1987.

5

From the Director General’s Desk



6

Textile Gallery - A Curtain Raiser 
                                                                                                                     Manisha Nene, Assistant Director (Gallery)

Fifteen years ago the Textile Gallery at our Museum was closed due to conservation reasons. The entire collection 
was then shifted to a climate controlled storage area.

A long standing desire and dream of the management to bring out the exclusive textile collection of the museum 
on display was finally realised with the grant from the Ministry of Culture, Government of India under the Metro 
Museum modernization plan Phase I. 

In 2002 when the extension wing of the museum building was renovated during the tenure of Dr. Kalpana Desai, 
former Director of the Museum, a hall of about 3000 sq. ft was allotted for the textile gallery on the second 
floor of the east wing.  Between the years 2002 to 2012, the hall was used as a mere godown storing old office 
furniture, showcases, exhibition  panels  and many such things. It was  a challenge  for us  to vacate  this area to 

realise our plan to set up a textile gallery. But with proper planning and decisions we were able to vacate the hall 
in two weeks.

The planning of the textile gallery started in the year 2012. The curatorial team comprising Vandana Prapanna, 
Renu Jathar and I started thinking about ways to put together such a myriad collection and present it interestingly 
before our visitors! 

Textile Gallery

Hall before commencement of the Textile Gallery work

 Gallery work in progress



We had several brain storming sessions to discuss various possibilities. First we had thought of displaying the 
collection regionally which is a common practice. That was not bad as an idea but our collection has many gaps 
and does not represent all regional textiles in India. We also felt that it would be insignificant and too dry an 
approach for a subject as vibrant, colourful and varied as textiles. Other common ways to display textiles are, 
classifying them according to chronology, material and technique. Nothing however was convincing. During our 
discussions we were looking at various aspects of textile and its role in human life. As humans we  have a deep 
and emotional connection with textiles; in fact they are our companions from birth to death, almost our second 
skin. Our philosophical inclination in the discussion reminded us about Kabir, the great mystic saint of the 16th 
century. A weaver by profession, he brilliantly composed many dohas (couplets) on the relationship of man with 
the Almighty.  In one of his famous compositions ‘zhini zhini chadariya’ he beautifully juxtaposed the threads of 
life and cloth and compared the birth of a textile with the birth of a human being.

In our discussion, we also discussed many abhangas, folk songs and even film songs describing textiles. It reminded 
us of one very beautiful poem of  Shri G.D. Madgulkar ‘Ek dhaga sukhacha, shambhar dhage dukkache, jartari he 
vastra manasa tuziya ayushyache…..’ (here the poet compares man’s life with  a brocade cloth having one thread 
of happiness and hundred threads of sorrow). Suddenly we had a brain wave! We thought without mentioning 
much about the technicality of the subject, we could display textiles highlighting their role in our life and how as 
a non verbal medium they turn out to be a strong icon to express our personality and social status!  We decided 
to adhere to this idea and that’s how the idea of our first and major section ‘Passage of Life’ was conceived. We 
decided to devote the other section of the gallery to various themes like exclusive textiles, elements, special 
features and an interactive section for visitors.

Meanwhile our project office headed by Mr Shriniwas Prasad under the guidance of Mr Ajay Kochle, Assistant 
Director (Administration) was busy in various processes of appointing the designer for the project. After going 
through the presentations based on the requirements of the curatorial team, leading designers shared their 
ideas on the proposed textile gallery. M/s. Somaya and Kalappa headed by Mrs Brinda Somaya were selected 
for the same for their innovative and space specific plan. The Curatorial team had a detailed discussion with the 
designer’s team. The designers had an area of 3000 sq feet to transform. They submitted their detailed plan 
specifying the showcase design and the circulation path. The design was approved with minor corrections and 
the work started in March 2014. All the Government procedure was followed in the appointment of contractors 
for furniture, electric wiring and supply of light fittings.

So now we had a theme, a goal. But a goal without a plan is just a wish. We wanted to fulfill the wish. So we 
prepared a plan of action.

As a first step, the idea was placed before the Director General of the Museum, Mr  Sabyasachi Mukherjee.  
Keeping the soul of the proposal intact he gave some very valuable inputs which enhanced the overall project.  

After getting the final approval of the theme from the management, we started work on the textile gallery in the 
following manner:

Textiles  were  selected thematically.  It was a very time consuming process.  Our  textile conservator Ms. Shobha 
Kadam patiently and enthusiastically handled this process of selection. For assessing the physical condition of 
the selected textiles we consulted Mr. Anupam Sah, Conservation Consultant. He prepared a plan of action for 
the conservation of textiles. Most of the textiles required strengthening by giving lining of a support fabric, 
complete or strip lining and darning (rafu) etc.  Mr. Sah and his entire team have worked very hard and have 
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completed most of the conservation work of the selected textiles. 

• Padded support mounts and mannequins, cylindrical rolls and stretchers to display large textiles and 
other display accessories like acrylic stands, hangers, screws, pedestals etc were specially designed by our 
young designer team Siddharth Waingankar and Pratik Aroskar in consultation with Mr. Dilip Ranade, Exhibition 
Consultant.  

• Many of the mannequins were prepared in-house by our very talented technical staff, carpenters and 
gallery attendants under the guidance of Mr. Ashok  Sakpal.  Some of the mannequins were purchased from the 
market and altered to our specifications. 

• It is a known fact that lighting plays an important role in the display.  The success or failure of an exhibition 
depends  hugely  on proper lighting arrangement.  Secondly, textiles are very sensitive to light and require very 
thoughtful efforts  and  planning  for light arrangement.  Controlled lux level, UV and IR rays with proper colour 
rendering are  some  of  the  important  issues  to  be looked into.  While  taking  care of all these  technicalities  we did 
not want our visitor to miss out on any of the details in the textiles and wanted to provide them with a maximum 
visual experience.  Keeping in mind all the factors, we decided to do the  lighting  design in-house.  The challenge          

Textile Gallery

Preparation of mannequins for Costumes

Conservation of Textiles
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was readily 
accepted by our 
young exhibition 
assistant Prateek 
Aroskar. It was a 
difficult task but 
now with the 
gallery  ready for 
installation, we 
are happy with 
our decision. 

 

The graphics and labels are an equally important aspect of 
an exhibition, a medium to communicate with the visitors. It 
was difficult to sum up a subject as vast as textiles in just a few 
words.  We decided to have two levels for the text information 
- captions describing the technical aspect and the section labels 
dealing with the main theme. There is added information in the 
form of motif frames and in the two documentaries, one purely 
dealing with techniques of various textiles and another on the 
main theme of the gallery, the role of textiles in the passage 
of life. They are respectively directed by Dinesh Lakhanpal 
and Angna Jhaveri. Both documenteries are produced by the 
museum with the generous support of the Ministry of Culture, 
Government of India. 

• In our journey, many people have helped us to reach our 
destination. Praful Shah and Shilpa Shah have not only generously supported us by a donation, but also by 
loaning several textiles from the TAPI collection to this Gallery.

• There are several individuals who have gifted their valuable heirloom textiles especially for this Gallery. 
Some of them are Shirin Sabavala, Late Indu Nene, Usha Shah, Usha Seth, Arti Mehta and  Devangana Desai.

• To bring in an emotional appeal to this gallery we decided to collect old photographs of people in their 
traditional textiles, performing some ritual or casual ones.  Old photographs of our ancestors are a very strong 
verbal medium to convey the tradition, ethos and emotions of a particular society or community. We decided to 
reach out to the people, friends and relatives through personal contacts and via the social media of Facebook.  
Allan Oscar who is our social media developer helped us in reaching out to people through Facebook.  One 
day on a dull afternoon when we were busy completing our routine work, Divya our curatorial assistant came 
running to us and informed us that Mr Imran Ali Khan had responded to our appeal on Facebook and expressed 
his happiness to share his family photographs taken by Raja Dindayal! We literally jumped out of our seats with 
excitement. Mr Khan belonged to a noble class family of Hyderabad.  His family photographs provided a very 
important visual material for our gallery and documentary film. Then one day our Museum Society members,  
Dr. Vijaya Gupchup expressed her desire to share her family photographs with the Museum.  When Divya went 
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to her residnce with our office photographer one large frame immediately captured her attention. The frame has 
preserved an heirloom kunchi (child’s cap) along with the photos of its proud users.  The kunchi was almost 100 
years old. 

Similarly, old photographs of near and dear ones also started pouring in from our staff members.  We were 
overwhelmed to see their interest in the project. 

We are grateful to all who decided to walk with us on our journey of the textile gallery. The climate controlled 
gallery is now ready for installation and is expected to open in May 2015. The journey is still on and we urge 
people to join us at their convenience and will. 
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The Making of Maitreya Buddha in the CSMVS

                                                                                          Vandana Prapanna, Sr. Curator, Miniature Painting and Numismatics

“Intangible Cultural Heritage” is defined as the “practices, representations, expressions, knowledge, skills - as 
well as the instruments, objects, artifacts and cultural spaces associated therewith - that communities, groups 
and, in some cases, individuals  recognize as part of their cultural heritage. This intangible cultural heritage, 
transmitted from generation to generation, is constantly recreated by communities and groups in response to 
their environment, their interaction with nature and their history, and provides them with a sense of identity and 
continuity, thus promoting respect for cultural diversity and human creativity”. 1

 
We at Chhatrapati Shivaji Maharaj Vastu Sangrahalaya (CSMVS) share the same point of view, leading towards 
the same direction.   We sincerely believe that the aim of a museum is not only to preserve tangible culture but 
also the intangible culture which is in fact the backbone of any society.  This belief always remains a guiding force 
while conceptualizing any exhibition or activity in the Museum.  Following these guidelines,  the curatorial team 
started planning the reorganization of the Himalayan Art Gallery aimed to reopen in the year 2016.  The gallery 
will be renovated under the Metro Museum Modernization plan phase I, supported by the Ministry of Culture, 
Government of India. 

The museums are the centre of informal learning for a variety of groups and it is necessary that the exhibition it 
organizes should have a clear, correct and crisp communication with all types of visitors. To achieve this, curators 
should have a clear vision and sound planning. The success of any exhibition depends on these aspects. On the 
other hand, it not always necessary for visitors to visualize the kind of efforts and planning behind any exhibition.   
As rightly said by David Dean “Institutions and organizations such as museums are much like the proverbial 
iceberg most of the substance lies below the surface hidden from view”2. 

Through this article I would like to share in brief our experience of witnessing the making of Maitreya Buddha 
in the CSMVS, that is  going to be a major attraction of the forthcoming refurbished Himalayan Art Gallery. 
Following is a brief summary of the project.

Conceptual phase: 

Germinating ideas is the most crucial stage and forms the nucleus of any exhibition.  Therefore we had organized   
brain storming sessions of the concerned curators as a first step.   In these sessions, it was decided unanimously 
that in the renovated gallery we need to showcase objects in their proper context.  The objects in this section 
mainly have a religious background.  Around 80 % of the collection is related to Vajrayana Buddhist practices 
of Tibet and Nepal region. Presently the images of the deities are displayed according to their iconography and 
the ritual objects are presented according to their usage.  The present display gives our visitors an overview of 
various deities and the types of ritual objects from Nepal and Tibet but it does not present these in the proper 
context. All the objects displayed in the gallery have religious connections and have some definite purpose, place 
and symbolism which are followed strictly by the devotees and monasteries even today.  Religion in fact is the 
cause of existence and identity for the people in these regions.    

To introduce in these aspects in our new display scheme we decided to add two major sections in the gallery - 
‘Land and People and Recreation of a Ladakhi-style Gompa’ (Buddhist shrine in a monastery). Gompas are the 
centres of Buddhist learning and are the repositories of the age-old arts and crafts since ancient times. After the 
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setback the religion received in Tibet, the Gompas in Ladakh have become important centres for the study of 
Buddhism in these regions. A colossal clay image of the presiding deity in a Gompa is an important part of an 
ancient tradition. 

We have also planned to install a clay image of Maitreya Buddha in the Gompa.  The concept of Maitreya 
encompasses tremendous hope and positivity and therefore we find it an appropriate choice for our gallery.  
Maitreya is conceived as future Buddha who is in the process of gaining Nirvana waiting in the Tushita heaven.  
It is believed by his devotees that one day at an accurate time he will arrive on the earth to save humanity from 
all the worldly sufferings and pain and establish a ‘utopian state of justice, peace and truth’. 

Developmental Phase:

As an old proverb goes ‘an idea needs action’, we started planning to turn our ideas into reality. While deciding 
on the actual place of the image in the gallery, its size, the artist and the feasibility of finally installing the image in 
the gallery we also had to plan for the resource people, budget, and availability of funds, time management and 
internal administrative procedures. To begin with, I, along with Ms. Manisha Nene, Assistant Director, Gallery 
and the co-curator of the gallery and Mr. Dilip Ranade, our Exhibition Consultant at that time proposed a trip 
to Leh to collect related material for the two additional sections and the clay image of Maitreya Buddha. Mr. 
Mukherjee, the Director General who always supports and encourages such endeavourers, readily agreed to this 
proposal. We submitted our estimated budget to the accounts department and started collecting data for our 
visit. The visit was budgeted under the Gallery Reorganization Plan.   By this time the Project office had already 
completed the formalities of appointing a designer for the gallery.  Mr Abhishek Ray was appointed as a designer 
by the selection committee for the gallery. We had a detailed discussion with him regarding the space division.  
He provided us a meticulous design for the Gompa in the gallery.   On the basis of this information we decided 
to commission 6 -foot tall seated image of Maitreya Buddha. 

While planning the visit we consulted Ms. Monisha Ahmed, Director, Ladakh Arts and Media Organisation, Leh 
who suggested the name of master artist Mr Chhimet Rigzin, a traditional clay idol maker. She forewarned us 
that artists in Leh remain very busy; especially a master artist like Mr. Rigzin and we would need to book him 
much in advance.  Our other resource person was Mr. Tsering Angchok, conservation consultant,  Leh, Ladakh. 
The Museum Art Conservation Centre is working together with him for establishing a conservation lab in the 
Basgo monastery under the Art Conservation Resurgence Project (ACRP).  Museum has already completed the 
first phase of the project with the monastery by training local youth for conserving their manuscripts. 

We also referred our library for relevant references. Our librarian Mrs. Sajni Vaswani’s whole-hearted support 
fully prepared us for our visit. We have collected photo documentation of the monasteries in Leh for which my 
previous year’s visit to Leh in the connection of a seminar proved very useful.  

We then worked upon the estimated budget of the project and discussed it with Mr. Mukherjee.  Mr. Anupam 
Sah, our Conservation Consultant came forward and expressed his desire to take up this project under the Art 
Conservation Resurgence Project (ACRP).

Supported by Sir Dorabji Tata Trust, ACRP is dedicated to study the material and technology involved in the 
process of traditional art and craft so as to understand the practitioners’ skill and profession as well as the 
heritage of the community.

The Making of Maitreya Buddha
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Now the complete itinerary of objects and resource people in Leh was ready. With this thread of references we 
reached Leh on 2nd September 2014.  

With the help of Mr. Angchok we were able to collect all the required material for the Gompa display.  We also 
met Ven. Thuptan Paldan, (Lamrim Centre Thangchub Tshal, Sabu) a well-read lama and scholar of Buddhism. 
He clarified many of our doubts and questions regarding the recreation of a gompa and presenting Buddhism in 
the Museum gallery.  Presenting a religious theme in the museum is a very delicate issue as we are dealing with 
the religious sentiments of the people who actually live and die for it. It is therefore always necessary to consult 
an expert in this regard. We have also visited various monasteries and met people to understand the subject in 
its proper perspective. Meanwhile we continued our efforts to meet Mr. Rigzin for the image of Maitreya.   We 
were told that Mr. Rigzin was busy working on a clay idol in a village. With only a day left we were still not able 
to meet Mr. Rigzin due to unfavorable circumstances. The weather changed suddenly and it started raining and 
TV channels were splashing the news of devastating Kashmir floods. We thought probably we would not be able 
to meet Mr. Rigzin this time due to bad weather.  Suddenly the attendant of the hotel informed us around eight 
in the evening that there are guests waiting for us in the lounge.  When we came out we saw Mr. Angchok with 
a tall and handsome gentleman. He introduced him to us as Mr. Rigzin, the master artist. We were extremely 
grateful that in spite of bad weather Mr. Angchok had kept his promise to bring Mr. Rigzin to us. 
 
For the past 25 years Mr. Rigzin has dedicated his life to continue the tradition of painting and clay-sculptural art 
of the Mahayana Buddhism as practiced in the Himalayas. He carries on the legacy of his father, Late Mr. Nawang 
Tsering, who had the honour of making a 49 -foot statue of Maitreya Buddha in Thiksey Monastery.  His father 
is the recipient of the National Award and the Shilpa Guru award. Mr. Rigzin started learning formally under his 
father at the age of 10. The artist has great feats to himself. His works of art adorn not just private houses and 
monasteries in India but abroad as well. 

We explained the project to  Mr. Rigzin and also expressed our desire to invite him to Mumbai and create the 
image of Maitreya Buddha for the Museum.  We explained that this will also give an opportunity to the art 
students and the researchers to study and document the process of making a clay image in the traditional style.  
He accepted our proposal and gave his consent to come to Mumbai in the month of November, 2014 and stay 
till mid-January, 2015. 
 
Functional Phase: 

With the positive news that Mr. Rigzin will be bringing the art of the hills to the sea city we returned to Mumbai 
and started preparing for the event. Our visit to Leh already laid the foundation to turn ideas into action. We had 
now come to the stage where we could actually see our dream turn to reality bit by bit, piece by piece. But this 
was also the time for better inter-departmental coordination, time management, and precise planning. 

The first important task was to arrange for the accommodation and the work studio for the artist and his 
team. Luckily one of our staff quarters was vacant.  We made the arrangement of their stay in the quarter. This 
proved quite economical to us and very convenient to the artist to carry out his work without restricting him 
within the limited time schedule of museum working hours. A temporary studio was also thus created near his 
residence.  The responsibility was given to Mr. Ravi Chafe, Museum Technical Assistant, who very enthusiastically 
accomplished the task. 

The Making of Maitreya Buddha
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As per schedule Mr. Chhemet Rigzin along with his wife Ms. Lobzang Chuskit and his son Mr. Stanzin Chokdup 
as his helping team arrived in Mumbai on 3rd November 2014. He had sent the requirement of sun-dried bricks 
prior to his visit that we had ordered and kept ready. We also kept various samples of clay ready for his approval.  
Mrs Mamata Mukherjee who is a fine pottery artist was a great help in this regard. Mr. Rigzin approved one 
sample, a locally available field clay.  Without wasting a day he began his work by preparing a detailed line 
drawing of the image. Then he started making the base and skeleton of the image with sun-dried mud bricks. 

The entire process was happening in perfect rhythm.  As a vigilant artist he was keeping an eye on the work of his 
two efficient helpers Stanzin and Lobsang.  Both of them were given the assignment to beat the clay continuously 
till it gets the required elasticity. It was not at all an easy job, especially for a young boy of 20 years.  Nevertheless 
there was always a smile on their faces while their hands remained busy beating the clay continuously from 
morning to evening.  No complaints, no grumbling, just the work as if they were all practicing meditation. 

Meanwhile the staff of the conservation centre was documenting minute details of the process.  Ms. Tanvi Shah 
was assigned to do the photo documentation, Ms. Nilanjana Som from curatorial side wrote down each detail of 
the technique,  Mr. Siddharth Waigankar efficiently arranged the raw material and Mr. Pradeep Talekar assisted 
them in other labour-intensive tasks. The documentation team was also having a constructive dialogue with the 
artist regarding his experiments with the material and technique and also his personal journey as an artist.  All 
this was of course planned in advance and everyone was completely aware about his or her role.  

The role of the administration department was very crucial in the smooth progress of the entire project.  Mr. Ajay 
Kochle, Assistant Director, Administration and his team were keeping a vigilant eye on the entire expenditure 
and ensuring timely availability of funds. This became possible due to the well planned budget way ahead of the 
actual commencement of the work. Our communication channel was constantly open with the administration 
department. Of course Mr. Mukherjee our DG was always there to resolve all sorts of problems with a cool head, 
and rock sturdy support. 

The CSMVS Education Department had organised a few visits of students from art colleges to see and learn the 
process of making a traditional clay image, a rare opportunity for them. 

A pleasant and surprising outcome was the immense interest shown by the entire museum staff; from the 
curatorial and administrative to the technical and security as well as the gallery staff.  It was indeed a rare 
opportunity for them to witness this conception. 

The image was taking shape slowly and steadily, the hands, the palm, the face, and the ushanisha.  The lotus 
pedestal was made in continuation of the seated body frame. During the entire process he combined modern 
and traditional tools and techniques. He improvised whenever required. As the material available in Mumbai is 
different from Ladakh, the artist had to approach with new methods from time to time. However, in the whole 
process, clay was not fired. It was sun-dried.

Once the body parts were completed, the artist draped the image with various garments and ornaments made 
of clay. According to the Tibetan Buddhist canon followed by him, every deity has a prescribed feature. Maitreya 
Buddha, seated or standing has his own measurements. These measurements are different from the usual 
feet or metre format. His drapery, their colour, the ornaments, hand gesture (mudra) and eyes are done in 
clay according to the 32 symbols of Maitreya Buddha and other features associated with Him. Some of the 32 
symbols are visible to the viewer while some are not. It is interesting to note that there are numerous minor 
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differences between the Buddhism followed by the artist and his community and the classical Buddhism taught 
in northern India.

The sculpture is completed with a prabhavali at the back that represents the enlightened aura. The body and face 
are painted with real gold foiling. Mr. Omkar Kadu , Assistant Curator, Conservation Department also participated 
in the process. Everything looked so perfect and divine except the eyes which were shown completely closed.  

There was one important ritual left - The Opening of the Eye.  The ceremony is very important for artists as the 
act induces life into the sculpture. In Ladakh this special ceremony is performed in the presence of the Lama and 
villagers. It is believed that god ascends to the image only after opening of the eyes.  According to Mr. Rigzin, 
the artist has to do this with pure heart and full devotion to get desired results. He also consulted Lamaji in Leh 
on phone about the auspicious day and time. On the prescribed time of 17th January 2014, the artist with all 
precision painted the eyes. 

Maitreya with his half-opened meditative eyes was looking so divine and alive that all of us instantly bowed 
down before him.  The staff members of the museum were the first on whom the gaze of Maitreya fell. It was 
for the first time on this premises that a mere structure of clay was brought to life. Maitreya finally ascended in 
the CSMVS.  We were blessed. 

For Mr. Rigzin, art is not just passion and life, it is also a form of duty, prayer and faith. Not just to his profession 
but to nature and humanity as well. That is how his schooling was done. This is how he teaches his students 
and son. He rarely refers to his father as a parent but mainly as Guru when he talks about his grooming years. 
He remarked ‘when life is breathed into my work, faithful will pray for the betterment of their life and of others. 
So, I have an important job to do. I cannot go wrong because people’s faith and happiness is bound to my work’. 
The technique, skill and knowledge that went into the making are part of their belief system. The artist does 
not seek to glorify physical entity of the body of the image. It is not about making a perfect image. It is always a 
test to prove his faith in his hand, heart and soul in every step of the process. He is proud that his son, Stanzin 
Chokdup is keen on learning his art and will continue the tradition. He hopes to pass on what he has learnt from 
his father. He believes the most important teaching is purity of heart. He says, this image will be worshipped 
tomorrow for the betterment of nature and every living being – animal, human, birds, hence it is important to 
make it with purest heart. On a last note, Chhemet Rigzin mentioned that anyone can learn this art but he should 
be passionate about it. 

Planning and executing the making process of Maitreya in the CSMVS was an immensely creative experience for 
us. It was made possible due to inter-departmental co-operation and proper planning.  We are thankful to Sir 
Dorabji Tata Trust for their support to make this happen. 

CSMVS is not just the keeper of the tangible heritage but also a passionate promoter of the intangible customs 
attached. We have and will continue to encourage artists and craftsmen from the farthest corners, as part of our 
duty and commitment.

The Making of Maitreya Buddha
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The making of Maitreya Buddha

MATERIAL

Material used for making the painted clay image of Maitreya Buddha according to traditional Ladakhi methodology:

1. Sun-dried brick (ideally, the clay should be sieved)
2. Soil (from Museum garden)
3. Sand
4. Red Terracotta
5. Shadu (in Ladakh, Markala is used) - greyish-white clay
6. Water
7. Fevicol
8. Surgical Cotton
9. Falalen cloth
10. Hessian cloth
11. Wax
12. Enamel Colour
13. Gold leaf
14. Varnish
15. Wood

MASUREMENTS
 

The process of making clay image as followed by Mr. Chhemet Rigzin involves traditional methods. One needs to 
understand that before hand. But even before one begins moulding the sculpture, the viewer must understand 
the process of measurement.

Measurement is done in ‘sor’ (a Ladakhi term as transliterated), not metric or foot
‘Sor’ is a proportion and not a fixed measurement. Whether the sculpture is 6 feet or 60 feet, it is divided into 
12 sor (equal proportion) 

A standing Buddha is 125 sor (5 sor more than a normal standing human figure)
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PROCEDURE

1. The base frame is prepared with sundried brick. For binding the brick, a mixture is used made of garden 
soil, sand and water.   
 

 
2. This base figure is then coated with another mixture of red terracotta, shadu (white clay), fevicol, water 
and cotton.
 
3. Once it dries 8 layers of cloth alternating between the falalen (cotswool) and hassien is put.

4. Once these layers dry a little, the bricks from inside are cleared out. It is then supported on the inside 
with wooden frames and blocks. Ideally Lamas would put in rolls of mantras written on paper. Here this was not 
done.
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 5. Once it is hollowed, painted and closed, another layer of terracotta-shadu-fevicol-cotton-water mix is 
applied to smoothen it. It is over this layer that the final ornamentation is done. 

6. The first garment that was made is the panchalika - the double dhoti (painted pink and blue). It is made 
of separate pieces of terracotta worked on and then pasted and smoothened together. The face that is already 
made is now attached to the body of the sculpture with a wire. Before placing the face on the body, the hollow 
part of it at the back is filled with saffron and incensed grass. The Buddhist mantra ‘Omakara’ is written on the 
forehead from the inside. Similarly, the ears, hands, ushnisha, crown and other ornamentation of clay were 
made separately and attached to the image.   
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7. The lotus pedestal is then embellished with moulded clay petals.      
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8. The prabhavali was made of a circular plank of plywood and decorated in the fashion similar to other 
decorations done on the statue.

    
9. The statue was coloured using emulsion paint. After colouring a coat of varnish was applied.  
    

10. For the skin 22 carat gold leaf was pasted on and then a coat of varnish was applied

Footnotes:

1.   Convention for the Safeguarding of the Intangible Cultural Heritage, Paris, October 17, 2003.
2.   Future Buddha , edited by Alan Sponbery and Helen Hardacre, Cambridge University Press,          
      Cambridge, pg 7.
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THE MAKING OF THE PRINTS GALLERY

                                                                                 - Vaidehi Savnal, Coordinator

‘Our goals can only be reached through a vehicle of a plan, in which we must fervently believe, and upon which 
we must vigorously act. There is no other route to success.’         
                                                                                                                                                            - Pablo Picasso
                                 

And it was with a plan in hand that the CSMVS embarked upon creating Mumbai’s first permanent prints gallery. 
With a strong desire to enlighten the people of the city and society in general to various forms of art from across 
the world, the Museum has strived to do so using interactive approaches in order to familiarize the viewer with 
art in all its facets. Given its large collection of prints, numbering nearly 250, the need for a permanent gallery 
dedicated to displaying prints of different techniques was felt. Of these, a sizable number of prints were gifted 
to the Museum, and some on a long term loan by Pauline and Roy Rohatgi and Pheroza and Jamshyd Godrej. 

The first floor corridor of the main building leading to the 
east wing was selected as the space for this gallery. On a 
regular day this corridor is a busy thoroughfare, flooded 
with natural light through arched windows. Transforming 
this essential passage into a viewing gallery for visitors, 
posed a particular challenge given the Grade - I status of the 
heritage building. These challenges then served as the very 
basis for the design that was conceptualized by Mr. Saurabh 
Sharma, Soku Design Corp, New Delhi and Mr. Oroon Das, 
Graphic Designer.

1. The corridor was along the front façade of the building 
due to which sunlight would stream in through the windows along the outer wall, falling directly on the walls on 
which the prints would be displayed. A cause for concern, as the prints made on paper are susceptible to rapid 
deterioration as increased exposure to higher levels of light cause the bonds in the fibre of the paper support to 
deteriorate.

2. This corridor also worked as the only source of natural ventilation to the rest of the galleries that lay behind 
it, as fresh air would flow through the arched windows on both sides of the corridor.

Therefore, a solution was needed, one which would decrease the amount of sunlight falling directly on the walls, 
without significantly reducing the ambient light or natural ventilation.

3. The corridor being a thoroughfare, needed to allow for the free movement of visitors, especially large groups 
of children and wheelchair users. This meant that any display surfaces would need to be along either wall or in a 
manner along the centre that did not impede visitor movement. At the same time, sufficient area was required 
to display the prints.

Proposed Design

After a series of meetings between the Museum staff and the designers, a plan was submitted by the design 
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team that incorporated the basic elements that were required. An introduction area would open out into the 
main display area. The education space would be in the ante - chamber just on the other side of the gallery.
 

The Viewing Corridor

• Glass panels against the walls and additionally, along a central 
isle, that would optimize display area within the narrow corridor while 
intervening minimally with the textural quality of old walls. Copper - 
finished fixtures would keep with the heritage identity of the space. 

• Louvers on the open, external windows would work towards 
cutting direct light while allowing air passage. Ceiling mounted channel 
lights would then allow requisite calibration of light focused on the 
displayed works.  

• Wood – finished, laser – cut patterns inspired by the stone jalis 
found within the building, would cut light from existing apertures closed 
by glass, above and below the windows, while lending the gallery a 
distinctive spatial identity.

• Antique – gold finished frames would be designed to singularly highlight the encased artworks.
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The Interactive Education Space

With the help of an AV screen and information panels, this area would 
introduce the viewers to a brief history of print – making. The evolution of 
print – making techniques on a graphically rendered timeline and a display 
of a Printmaker’s tool box would go alongside a counter where visitors could 
try their hand at print making using a modified modern print machine. 
The visitors could take these prints that they made themselves home, as a 
keepsake.

The Prints

Given the large number of prints in the Museum’s collection, a decision 
to display them on rotation was taken. The curatorial team worked 
with different themes until they narrowed down on what seemed most 
relevant for the first exhibition of the first prints gallery in the city, 
‘Bombay’. The first exhibition titled ‘Bombay to Mumbai: Door of the 
East with its Face to the West’ incorporated 47 prints selected by Pauline 
Rohatgi and Pheroza Godrej. These prints depict Bombay as perceived 
by European travellers of the period who were enthralled by the local 
inhabitants, magnificent buildings, monuments and diverse landscapes. 
Prints of various techniques were selected – coloured engravings, line 
engravings and etchings, aquatints and lithographs.
 

Prints Gallery
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The Logistics of Museum Educational Programmes
                                                                                                                - Bilwa Kulkarni,  Lecturer (Education)
 

Visitors who walk in through the museum doors come from all walks of life with varying degrees of willingness 
to learn, so the opportunities for meaningful communication are many and varied. The museum’s education 
department has a crucial role to play in this interpretation and communication. Museums are intended to be 
all-inclusive social platforms, therefore, education services provided by the museum must be inherently diverse 
and catering to a wide-ranging audience. Needless to say, each programme or activity requires different thought-
processes and strategies of planning and execution. 

The Education Centre at CSMVS interacts with a myriad of audience such as school children, young adults, 
teachers, families, children and adults with special needs as well as the museum stakeholders such as press and 
media, sponsors, friends of the Museum. The Museum’s education programmes are structured usually around 
the Museum’s collections, special exhibitions, particular festivals and occasions or tangible and intangible 
manifestations of our rich heritage. These programmes are designed keeping in mind a specific set of audiences. 
To ensure effective communication and maximum learning outcomes, the department employs certain means 
and strategies of educational planning. The following article looks into select aspects of education planning and 
execution at CSMVS. 

Conceptualisation and Background research

Museums of the twenty-first century are essentially visitor-centric. A museum’s education department especially 
must be mindful of this mandate. Before launching any educational programme or service it is important to 
ensure that it is properly customised to meet the needs of those it seeks to serve and benefit. A considerable 
amount of background research in a number of different areas must be conducted.

For planning an education programme, the target audience and their needs must be identified. In the recent 
years, the term ‘museum education’ has given way to ‘museum learning’. While the former implies museums 
teaching things to children, the latter entails individuals of all ages using the museum for their benefit.1    The 
various groups of visitors come with their set of expectations, learning styles and preferences. Learning styles 
depend on age and previous experience, which the educator must take into account. Children have seemingly 
random ways of learning, which are in fact full of purpose whereas adults prefer to have more control over their 
learning experience.2 

 Different kinds of visitors at the Museum
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Over the years, through formal surveys, visitor statistical studies and 
observation, CSMVS has identified and categorised its audiences. Of 
these, the education department has marked out four major target 
audience groups, based on visitor numbers and learning expectations 
- school groups (children and teachers), visitors with special needs, 
families and tourists. While planning educational activities, various 
learning expectations and preferences of each group are taken into 
consideration. Several factors affect learning preferences – some visitors 
may prefer a purely emotional or leisure experience, others may want 
relevance to daily life and some others may look at the duration of the 
activity.  For instance, tourists who visit the museum with tour operators 
often have limited time on their hands to visit the museum. The learning experience offered to them must be 
quick and have high impact. Keeping this in mind, at CSMVS, we have in-gallery activities such as book mark or 
coin stamping or art activity counters, which a person can participate in and complete within a few minutes. The 
activities are usually high on visual content so that the higher learning impact is achieved within a short time. 

Programme content also needs to be age-appropriate. Museum learning is not simply about a transfer of 
information from the museum educator to the visitor about the museum collections. The CSMVS education team 
aims at creating a learning environment that also encourages overall development and ancillary skills. Especially 
in the case of infants, young children and teenagers, the Museum’s activities are aimed at developing cognitive 
skills, expanding vocabulary, building confidence, observation and analytical skills. To these ends, the Museum’s 
Education Centre organises enrichment workshops, which ensure student participation through presentation, 
discussion and debate. Inter-school competitions are held which allow young students to mix with others in 
unusual surroundings and circumstances.3 

While reaching out to schools, it is imperative for the Museum’s education team to align with the structure of 
the education system, thus creating relevance for students. Recently the CSMVS Education Department has 
undertaken a project of extensive syllabus mapping for different academic boards so that we may be able to 
identify the Museum collections which can be connected with school curriculum to make lessons more fun for 
visiting school groups. 

Community consultation and involvement

The Museum understands its potential for society and realises that it is far more than a building and collections. The 
CSMVS Education team believes in sharing knowledge, linking specialists with a wider audience and showcasing 
new research. The annually organised art and craft workshops by the Museum with master craftsmen from all 
over India have now become synonymous with the Museum. These not only allow master craftsmen to share 
and showcase their skill but also provide opportunities for people to interact with them. 

Museums are becoming increasingly outward looking, building relationships with the society. They welcome 
the people of the society which they thrive in, not as on-lookers or guests but as active participants, who can 
contribute to the museum’s educational mission. In the recent years, CSMVS has hosted community based 
exhibitions and educational programmes structured around it, which highlight the diverse local communities 
and their specific contributions to India’s complex cultural identity.  During one such exhibition on the Jewish 
community ‘Faces: Weaving Indian Jewish Narratives’ (2013), the Education team organised lectures and a 
heritage walk of Jewish synagogues conducted by members of the Jewish community.

In-gallery activities at CSMVS
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Community consultation provides opportunities to museums for engaging in meaningful dialogue with 
communities to be represented and conveying their messages in the right perspective. Therefore, its importance 
in education planning and programming cannot be ignored. 

Similarly, teacher consultation is an important aspect of educational planning for connecting classrooms with 
collections in the Museum. Teacher consultation becomes a common platform for educators from the formal 
(schools and colleges) and informal (museums) educational institutions to come together and discuss the best 
way they can complement each other for the best learning experiences. At CSMVS, we consider teachers to be 
our mouthpiece for reaching out to the school audiences. Not only do they help with inputs for the Museum’s 
educational programming but they also help us build a network of contacts and a database of educational 
institutes for outreach. 

Marketing and publicity

In this age of competition and the ensuing sophisticated marketing strategies, it is imperative for Museum 
educators to ensure that information about the Museum’s educational activities reaches its target audiences.4 

While some major museums across the world have marketing staff for advertising and promotion of events, 
most educators in smaller museums have to ensure the marketing and publicity for the events themselves. 

The CSMVS Education Centre creates publicity for their educational activities through various channels such 
as newspaper stories and listings, emailers, posters and information booklets, and social media. In this age of 
competitive advertising, museums often cannot afford to conduct expensive advertising campaigns. In such 
cases, media goodwill proves crucial to gain visibility through feature stories or listings. Over the years, the 
Museum has accumulated a database of over 400 schools and about 30 NGOs across the city. This database is 
most crucial while disseminating information about educational programmes. 

The social media boom has proved to be a most invaluable media channel for publicity, which is virtually free 
of cost. The CSMVS extensively uses Facebook and Twitter to disseminate information about its forthcoming 
activities and post feedback about the past events. 

Organisation of resources 

All educational planning and execution count for nothing without two essential factors - funds and people. These 
make all the rest possible, yet are the most difficult to come by. 

Be it conducting activities or overseeing administration for educational activities, finding the appropriate 
resource person is of key essence. A museum educator is essential 
to assess the museum’s educational potential and draw up an action 
plan.5  Furthermore, for the subject-specific programmes, it is not 
always possible for a sole educator to deliver. For these you need 
specialists - these may be academicians, scholars, teachers or artists.  
Volunteers are another valuable resource for museums which can 
contribute exponentially to museum activities without creating a 
burden on its finances. CSMVS offers year-long internships annually 
as well as has summer internships for college students which creates 
scope for them to train for museum functioning and build their CV.

Volunteer training at CSMVS
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Managing and raising finances is another major responsibility for a museum educator. Funding in museums is a 
complex issue as educators need to be able to generate funds to keep educational services aloft. 

Every financial year, a specific budget is allocated to CSMVS Education for educational programming. This helps to 
keep strict tabs on the expenditure as every event is given a spending limit. Additionally, for special projects the 
Education Centre raises funds from various sources. The recently introduced Companies Act, 20136 on Corporate 
Social Responsibility by the Ministry of Corporate Affairs, Government of India has opened up opportunities 
for museums in India to avail grants and donations from corporate companies for education and development. 
Recently, the CSMVS Education Centre raised substantial grants for two of its ambitious upcoming projects -The 
Museum on Wheels and Children’s Museum and Activity Centre. 

Over and above all this, the education programming must be backed by a sound administrative set up. Trivial as 
it may sound, administration is an integral part of the job and it must be ensured that appropriate systems and 
habits are in place. The Education Centre ensures that the necessary administrative procedures are followed 
preceding and during every educational event. This includes procuring financial sanctions, having registration 
procedures in place, internal communications, bookings etc. 

The Process of Planning

‘Productivity is never an accident. It is a result of commitment to excellence, intelligent planning and focussed 
effort.’  -  Paul J. Meyer

Advance planning is one of the most crucial factors of a successful educational programme. This requires 
meticulous planning and attention to the smallest details in execution. At CSMVS, planning for educational 
activities is done between three to six months in advance. These are usually structured around galleries, special 
exhibitions or themed events. The education team works closely with curators for research into the theme of 
the activities. 

An activity concept is first developed followed by a sketch of its execution. This depends on the nature of the 
activity as well as the subject. At the same time, it is also necessary to do a risk assessment, whether it poses any 
risk to the visitor or object in the gallery. For a gallery activity, it 
is crucial to take into consideration the duration of the activity, 
availability of space to do the activity, materials used in the 
activity. A gallery activity must be quick and easy to do. For 
instance, while creating a printmaking demo counter for the 
new prints gallery at the Museum, all these factors were taken 
into consideration, including risk assessment. The process of 
printmaking is a complicated one. The inking of the printing 
plate can be a messy process.  Therefore, the activity had to 
be customised to make it easy and non-messy for the visitors. 
It was decided that the activity would be semi-demonstrative 
where the museum attendant would demonstrate inking and 
wiping of the plate and the visitor would place the plate and 
paper in the etching press to take a print. 

Having secured the concept, the next step is to procure the material. In the above given instance of the 
printmaking corner, the materials such as inks and tools were acquired quite easily. For the zinc metal plate for 

Printmaking demo counter at CSMVS
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etching and the etching press, we contacted some printmakers for consultation. The roller press usually used 
for printmaking are quite huge and impossible to accommodate in the gallery. However, one of the printmakers,          
Mr. Bhushan Vagal manufactured a customised smaller etching press for the museum. 

For art activities or workshops, while we try to provide the original 
materials used for that particular art form, sometimes, it is difficult to 
procure the original materials. For instance, for the presently running 
Howard Hodgkin paintings exhibition, a workshop was structured around 
the process of Hodgkin’s paintings, where he used the carborundum 
printing technique for creating the base of painting. The process of 
carborundum printing is a complicated one, while the workshop was 
targeted at a much younger age group. Therefore, a simpler version using 
ceramic tiles and thick poster colours was used to simulate the technique. 

An interim step which goes on simultaneously with conceptualisation and 
procuring material is the administrative procedures, such as putting up financial sanctions, making registrations 
and bookings etc. The marketing and publicity are also conducted simultaneously. Before the workshop, the 
logistical arrangements are also taken care of. Educational activities are conducted in multifunctional spaces and 
therefore, the space needs to be customised according to the requirements of each activity, for which personnel 
need to be engaged and instructed. 

Planning of educational activities, be it short gallery activities or full-scale workshops, requires minute attention 
to details, sometimes seemingly trivial, for smooth execution and success of events.
 
Lively programmes of events and activities that support the museum’s mission are a powerful means of building 
support for the museum. Not only does the community view the museum as a thriving medium of engagement 
and expression but also the museum attracts financial support through grants and sponsorships. The educational 
wing of a museum is crucial in creating the image of a museum as a thriving, interactive community centre. 
Without proper planning and outlining a systematic approach for execution it would be impossible to keep up a 
steady stream of activities and events that contribute to and co-pilot the mission of the Museum. 

Endnotes :

1.   Timothy Ambrose and Crispin Paine, 2006
2.   Graeme Talboys, 2000
3.   Graeme Talboys, 2000
4.   Margot Wallace, 2006
5.   Graeme Talboys, 2000
6.   Government of India, 2013
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CSMVS Museum Art Conservation Centre

Planning the establishment of art conservation centres in India
                                                                          Anupam Sah, Head of Art Conservation, Research and Training, CSMVS
 

India has a number of institutions that have possibilities and even planned provisions for the establishment 
of facilities for the conservation of their art collections, and for providing art conservation as a service to 
other individuals and institutions. At the same time, there are a number of institutions that have existing art 
conservation set-ups, but there is dire need to upgrade them, or at least develop them to at least ‘near’ their 
possible capacities. Over the years the author has helped a number of institutions across India establish and 
upgrade facilities for conservation of cultural heritage. Drawing from personal experience, this article illustrates 
the various aspects that come into play during the establishment of an art conservation centre.
 
Understanding the collection of the museum

At the very outset, it is very important for the planner to gain an understanding of the collection - The number 
and types of objects; their material and technology; how these objects are to be engaged and employed for 
the benefit of the public; What are the current facilities and infrastructure in the institution; and what is the 
potential of the human resource in the institution. These few clarifications help to lay out a landscape on which 
one can then proceed to move towards a destination.
 
Conservation Status Assessment

A necessary exercise is the Conservation Status Assessment of the collection. This helps to identify not only what 
the condition of the objects is, but also helps to identify which elements of the collection should be prioritized 
for conservation. It is important for the persons preparing the condition reports to interact with art historians, 
curators and other subject specialists in order to gain a proper understanding and appreciation of the collection, 
and be able to take informed decisions especially on arriving at the priorities. This exercise, including the 
preparation of the report, generally takes a week of concerted effort.
 
When outstanding issues and problems become solutions

The ‘destination’ or even a general direction of progress can be arrived at by analyzing the outstanding issues 
and identifying the reasons that cause these issues. In addition to resolving the objective signs of a problem, 
good planning helps to work towards removing the causes of the problems. If there is a problem A, and we have 
identified the cause of that problem as B, then working further on B and trying to understand once again what is 
the cause that B exists, we are able to arrive at C, and so on, until we finally arrive at the crux of the problem. The 
crux of the problem itself presents the solution that needs to be worked on. Once we have that, we can proceed 
to plan on resolving the outstanding issue. In the case of the CSMVS Museum Art Conservation Centre, it was felt 
that the solution was to create this conservation centre as an exemplar of a work-oriented conservation facility 
that people could access freely and take away information from, and provide their inputs when possible.

The vision and the will of senior officials of institutions

Now that we feel we have an understanding of the conservation issues, people need to bring forth their will to 
resolve the issues in interests larger than the self. The light that is thrown by this understanding of the sector 
background helps the vision of the experienced senior officials of the institution to present a general direction of 
movement or even specific aims and destination or multiple destinations for different sets of people. This can be 
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articulated as a mission statement so that everyone knows the general direction in which to proceed. One must 
also be open to revising the mission statement as time progresses and reviews are made.

For example: The mission statement of the CSMVS Museum Art Conservation Centre is:

“The CSMVS Museum Art Conservation Centre aims to spearhead heritage conservation-restoration, research & 
development, and training activities in India as well as in other nations in the region, by encouraging collaborations 
and sharing its conservation expertise.”

Identification of sector expert

Almost all senior officials have the experiential and information bandwidth to understand various subjects and 
that is why they are able to successfully direct activities in an institution. These experienced officials hire a 
conservation expert who has a deeper understanding of the sector and the expert is given a free hand in articulating 
a plan. Meetings help to further crystallize the plan and create frameworks to facilitate the implementation of 
the plans. During discussions, both the expert and the head of the institution must be open to finding ways 
forward in the interest of the collection. Unless the plans are going overboard in terms of mandate or budget, 
heads of institutions usually do not interfere with the plans of the experts. It is important that faith is built for a 
smooth articulation and implementation of plans.

Sharing information with staff about the development process

It is very important at this stage that the other officials and staff of the institute are provided an introduction 
to the forthcoming scheme of things. Putting in a new department or unit in an institution is ‘bringing about 
change’. It is a law of nature that there is resistance to change. It is therefore imperative that the establishment 
of a conservation centre should not be ‘perceived’ as a change, but as a ‘provision’ to provide support to the 
other departments which it verily is. The flow of information is vital for an insititution, and as an institution is 
made up of its staff, the very first step is to develop synergy between the conservation centre and the rest of the 
various departments.

Assessment of the available resources and securing new resources

A realistic assessment of the available resources in the home institution must be made and it is surprising how 
many positive resources are brought forward from unexpected quarters. The most important resource is the 
staff of the institute. Based on their aptitude, inherent skills and capacity to build up expertise, a few of the 
staff can be selected to be deputed for the new centre. As the museum administration had envisioned the 
establishment of the conservation centre and placed it as one of the components in its museum modernization 
plan, the Ministry of Culture, Government of India provided a grant for the same. Those resources that are not 
financially feasible to acquire at the stage of infancy, such as expensive analytical equipment, they can be shared 
with other institutions through collaborations.
 
Identification of a roadmap, beginning with a core activity

In the case of the CSMVS Museum Art Conservation Centre it was decided to build up the centre by first training 
the staff and developing them as a team and then by completing small and achievable projects, one at a time. 
These time-bound projects help to create tangible results. These tangible results are important as they help to 
showcase what can be achieved and faith is built this way. The team feels empowered and people are naturally 
appreciative of the efforts if the results can be ‘seen’. During these projects, related and required infrastructure 
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is built up. This allows the team members to understand how to use and maintain the equipment and tools. Staff 
capacity is then built up further and parallel implementation of more than one project is executed.

Facilities

Based on the collection that is identified for care, and on the objectives of the planned conservation centre, 
the facilities should be created in a phased manner. Often very expensive unsustainable facilities, tools and 
equipment are sourced that serve no practically useful purpose. Every faciltity needs to be utilized to its full 
potential and capacity and should not be a tomb to lock precious financial resources in. In a sector that is vying 
for competing resources, it is even more important that the use of such expensive equipment is planned in a 
manner that allows it to be utilised by other individuals and institutions who could employ them to good effect. 
Both are gainers…the user as well as the host institution.

The Image of the conservation centre

First comes the innate qualities of the staff at the workplace. Then come their acquired skills. Next is the image 
of the work space that is established. There is need for a conservation centre to be efficient and this is governed 
by the way a work space for conservation should be planned and most importantly, maintained. The best of work 
spaces fall apart due to lack of maintenance especially when the staff does not feel ownership and pride in their 
workspace. Other than its practical benefits, a uniform is a very important accessory to project the common 
purpose towards which the conservation centre is working. It also creates a cohesive image of the centre. The 
centre’s work space should scrupulously guard against the temptation of being a lunch and tea zone. It dilutes 
the whole energy of the space and there is merit in providing a basic amenity as a separate area for eating. Good 
planners always add an area in our buildings for storing housekeeping paraphernalia, and all ‘smart’ offices and 
managers always remember to create a dedicated area for khaana-peena. Food for thought.

Training the staff

The training of the staff is perhaps the most crucial of all planning activities. One must take into consideration 
that training, for existing staff, should be built into their daily work day.  Often it is conveyed or perceived as a 
chore when staff is expected to ‘learn’ beyond ‘duty hours’. We must realize that the pressures of living in big 
cities or leading lives in situations as ours, where accomplishing mundane things become sometimes such an 
effort to achieve, do not allow much scope for people to draw more energy for training beyond the hours of 
a normal work day. At the same time, staff appreciates being deputed for training for short intervals, and we 
should plan this generously. Training time invested in the staff is twice blessed…. like rain-It blesseth him that 
gives, and him that receives.

Strengthen the core activity

For a conservation centre, once the core activity, that is conservation-restoration, is well established, other 
related activities are pursued, such as creating and sharing conservation case studies, implementation of 
a variety of training programmes addressed at diverse audiences and building up a temper of research and 
collaborative studies in various related fields. But first and foremost, focus on the conservation and restoration, 
that by mandate is the core activity.

Tangible results and showcasing them

When work is done in good faith with the objective that it needs to be critically reviewed and improved upon, 
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there is scope for progress. There is need to disseminate the work done at peer review meetings. The results 
of the work done at the conservation centres should be showcased at appropriate venues when someone is 
desirous of seeing them. When visitors, colleagues, press and media officials, students, express a wish to visit 
the centre, do welcome them and make that effort to take time out and explain things in a clear manner. In any 
‘planned’ day, there has to be provision for effort and time to interact with persons who may be interested in 
knowing a bit about this profession.

Planning for care of collections as a prime requisite of every staff

One must see the establishment of a conservation centre as a ‘support unit’ for the rest of the institution’s 
functions. It should not be projected or directed as a stand-alone unit because it is not one. The raison d’etre 
of a conservation unit is to provide support to the various other organs of a cultural institution. The planning 
would be incomplete if the training of the rest of the museum staff in preventive conservation is not built into 
the system. The centre’s objective would fail, in fact the whole institutions objective would fail, if the entire staff 
is not sensitive and aware of the need to take care of collections.

Visualisation

In terms of one’s own experience and method of planning, the value of visualization is indispensable. By visualizing 
a process, one can actually run through the whole scheme of things, including actually ‘seeing’ the pitfalls and 
impacts, and thus be able to visualize working around them or towards them. When the actual implementation 
has to be done, it is almost like doing it a second time, and so there is much more confidence, as one has been 
able to learn from ‘the past virtual experience.’

Concluding remarks

The above thoughts form some of the common strands while individual situations govern the details and the 
processes. While it is very important to know the details of the sector, it is equally important to visualize the 
planning process from a ‘distance’ so that one can see the whole picture also. India is waiting to develop its 
conservation infrastructure, and now that both government and private practitioners have begun to work even 
more closely and positively, and we have begun to shed our mis-founded professional insecurities, we should 
begin right at the initial stage by planning the establishment of our heritage conservation infrastructure together.

CSMVS Museum Art Conservation Centre
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Museum Events and Activities 

November
Recap

 Jehangir Nicholsan Foundation,  November 19, 2014
‘Gallery in Transition: Dadiba Pandole, Shireen Gandhi and Sree 
Goswami in conversation with Ranjit Hoskote

Premchand Roychand Gallery, November 28, 2014
Inauguration of the exhibition ‘Alice from Switzerland: A Visionary Artist 
and Scholar across Two Continents’
Organised in collaboration with Museum Reitberg, Zurich
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Museum Events and Activities 

Curators Gallery,  December 11, 2014 
Inauguration of the exhibition, ‘Sahib, Bibi, Naw-
ab: Baluchar Silks of Bengal 1750-1900’ with an 
inaugural address by John Keay on ‘Indo-Warp, 
Anglo-Weft: the Weaver as Chronicler’.
Organised in collaboration with TAPI Collection.

Jehangir Nicholson Gallery, December 19 and 
20, 2014
Kids workshop : Horses & Husain 
In collaboration with CHIP Mumbai and Apun Ka Club

December
Recap
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Museum Events and Activities 

Auditorium, Visitors Centre, December 29, 2014 
‘About Gods and Demons: the Riddle of the Harappan Clay Figurines 
of Women’. Illustrated  lecture by Prof. Shereen Ratnagar, an eminent 
archaeologist and Rabindranath Tagore National Fellow.

December
Recap
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October - November
Recap

Education Activities 

Orientation programme for students of 
Walsingham School 

Adapt - Money Money

Workshop for children from the Tata 
Memorial Hospital

Diwali Workshop

Nature trail conducted for students from 
Aditya Birla World Academy. The theme 
of the workshop was - Plants Diwali Delights
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Education Activities 

Magic of Water Exhibition Trunkful of Fun

Muskaan NGO MKC Puppets

Somaiyya Vidya Mandir LifelongMKC Endangered animals

November - December
Recap
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Gift of Mrs Usha Shah, Mumbai
She has gifted 31 textiles to the museum

Sari
Silk, Surat, 20th century CE 
Gift of Mrs. Usha Seth, Mumbai

New Acquisitions
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The Museum Society of Bombay, in the 4th quarter of 2014,
held the following programmes for its members:

MUSEUM SOCIETY OF BOMBAY

Forthcoming Programmes

1st  October -  On the occasion of the 145th Birth Anniversary 
of Mahatma Gandhi, a musical programme titled : “Mahatma”, 
by Smt. Neela Bhagwat - the internationally renowned 
exponent of Gwalior Gharana - was organized by the Museum 
Society of Bombay, in collaboration with the National Gallery 
of Modern Art, Mumbai and the Chhatrapati Shivaji Maharaj 
Vastu Shangralaya. She was skillfully accompanied by Shri 
Prasad Padhye on the tabla and by Shri Niranjan Lele on the 
harmonium.

Between October and December, to commemorate the 145th 
Birth Anniversary of Mahatma Gandhi, ten programmes 

relevant to the life 
of the Mahatma  
were conducted by 
Mrs. Marina Dutta. 
Approximately 700  
children participated 
from the following 
NGOs: Adapt; Bavishya 
Yaan (Colaba, Lower 
Parel and Banganga 

Centres); Snehalaya and 
Bal Bhavan, (Ahmednagar Centre); Salam Balak Trust (Kalyan, 
Andheri and Charni Road Centres); Balanand and Akanksha 
Foundation (Chembur Centres).  The participants included 105 
underprivileged children from St. Anne’s Girl’s School, Dabul 
and Rotary Club of Bombay. The programme on December 6, 
2014, was held at the NGMA, Mumbai. The Museum Society 
of Bombay is grateful to the following sponsors, because of  
whose generosity it was possible to distribute snacks to the 
children: Bharati Punjabi, Arunabh Dutt,  Pranav & Mohneesh 
Hinduja and Divija Bharadia.

17th October - Established in 1964, the Museum Society of 
Bombay,  entered its 51st year. The Annual General Meeting 
of the Society was held at the Visitors’ Centre of the CSMVS. 
Lectures and various other activities held during the year, 
especially for  underprivileged children, were  highlighted.

27th October to 5th November - The Museum Society of 
Bombay in 
collaboration 
with the 
D e p a r t m e n t 
of Ancient 
Indian Culture, 
St. Xavier’s 
C o l l e g e -
Autonomous, 

Mumbai,  organized a tour to Madhya Pradesh–covering 
Sanchi, Indore and Bhimbetka. MSB  members and students 
led by Dr. Anita Rane-Kothare  explored  sites dating way  back 
from  Prehistoric to the Medieval period.

13th December - The Museum Society of Bombay, in  
collaboration with the Consulate General of Brazil in 
Mumbai and the Department of  Ancient Indian Culture, St. 
Xavier’s College-Autonomous, Mumbai,  organized a Global 
Christmas celebration  for  underprivileged and hearing 
impaired children.  Dr. Anita Rane-Kothare, Dr. Sofiya Karanjia,                      
Mr. Jason Johns and a  team of volunteers from St. Xavier’s 
College-Autonomous, Mumbai,  conducted the programme.  
The programme included   slide presentations, carol singing, 
making Origami and  Russian Christmas ornaments, and  
Brazilian Bulls. The children were thrilled as they engrossed 
themselves and their parents in the session, along with the 
Consul-General Mrs. Maria Teresa Mesquita Pessoa, who 
actively participated. The children were treated to delicious 
Christmas sweets.

15th December - The MSB in collaboration with the CSMVS 
organized a slide-illustrated talk, “Diamonds, dibbahs and 
discrepancies: The Mysore Princes’ inventories, 1806-1809”,   
by Dr. Anne Buddle, Head of Collection Management, National 
Gallery of Scotland. The talk was attended by a varied and 
enthusiastic audience.

1.  Programme to commemorate the “145th Birth Anniversary of 
Mahatma Gandhi “ will be conducted by Mrs. Marina Dutta,  for children 
of  St. Anne’s Girls High School, Dabul, on 8th  January .

2. “Vividha-Chaturanga-Ancient Board Games”, the annual      
departmental exhibition of the Department  of Ancient Indian Culture, 
St. Xavier’s College-Autonomous,  Mumbai on 12th & 13th January at          
St. Xavier’s College-Autonomous, Mumbai.

3.     Book Launch -  “Art, Icon and Architecture in South Asia “ in honor 
of Dr. Devangana Desai on 22nd January at the  Visitors Centre,  CSMVS.

4.     “Quilts in Common-Around the World and Across Centuries” - Slide-
illustrated Talk by Mrs. Marin F. Hanson on 4th February at the  Visitors 
Centre CSMVS.

5.      Repeat of the Mahatma Gandhi 145th Birth Anniversary  Progamme 
by Mrs. Marina Dutta for underprivileged children from Akanksha 
Foundation at the NGMA, Mumbai, on 27th February, 2015.

6.   The Mahatma Gandhi 145th Birth Anniversary Programme will be 
conducted by Mrs Marina Dutta for students of the Udayachal School, 
Vikhroli, on 2nd March, 2014.

7.  Chaturanga  an exhibition of ancient board games in Veer Savarkar 
Udyan Borivali west on 25th and 26th of April 2015 by the society.

Bhavishya Yaan Group
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The Museum has a representative collection 
of various forms of art from India and to a 
certain extent, Far-Eastern art, Nepal and Tibet. 
The Natural History section is a major attraction 
for children.

Ancient Indian art is represented by the 
Stone Sculpture gallery with sculptures from                  
Elephanta and other important sites 
especially from Western India. The Indian 
Miniature Painting collection represents one 
of the best collections of miniatures in the 
country.  The Museum also has a magnificent 
collection of Decorative Art objects in jade, 
wood, ivory, metal and textiles. The Nepalese 
and Tibetan artefacts are ascribed to important 
religious and artistic phases of these regions.

The Numismatic collection, acquired from 
various well-known hoards and also from
individual collections, covers an entire range 
of important issues. The Museum houses 
an interesting collection of Chinese and 
Japanese porcelain, metal and ivory objects 
and embroidery. European oil paintings and 
Indian arms and armour also form an important 
part of the collection. 

The Museum collection comprises purchased 
artefacts as well as gifts by generous donors 
like Sir Ratan Tata and Sir Dorabji Tata. The 
major section of the European and Far-Eastern 
art and also representative examples of Indian 
art belong to this collection. The priceless 
artefacts from the Buddhist site of Mirpurkhas, 
excavated by renowned archaeologist Henry 
Cousens in 1909 are an important part of the 
Museum collection. Seth Purushottam Mavji’s 
collection of antiquities and miniatures along 
with a multitude of other collections such 
as those of Sir Akbar Hydari, and Karl and 
Meherbai Khandalavala as well as antiquities 
acquired from the Archaeological Survey of India 
have contributed towards the grand collection 
of the Museum.

MUSEUM COLLECTIONForthcoming Events
 Î January 5, 2015,  Auditorium, Visitors Centre 

Performance of Love Songs of Narsih Mehta Art by Ashit, Hema 
and Alap Desai.
Sponsored by Dehejia Endowment of Krishna.  

 Î January-February, 2015, Museum Premises
Educational programmes for the exhibition – ‘Alice from Switzerland’
Charcoal sketching, photography workshops, lectures and gallery walks 
with curators and art historians

 Î January 9, 2015, Sculpture Gallery 
Glimpses from an Ancient Bombay; Gallery Walk-through on ancient 
sculptures from Parel and Elephanta by Dr. Suraj Pandit. 

 Î January 10, 2015,  Museum Lawn
A cultural programme based on traditional dances and music of Maharashtra to 
be presented by Swaragandh, Mumbai and Sports activities on the occasion of 
93th Anniversary of the Museum.

 Î January 19,  2015, Coomaraswamy Hall  
‘On the Art of Displacement’,  First Jehangir Nicholson Memorial lecture by 
Dr. Homi Bhabha in collaboration with JNAF.

 Î January 22, 2015, Coomaraswamy Hall
Book Launch of Art, Icon and Architecture in South India; Essays in Honour of 
Dr. Devangana Desai by Justice B.N. Srikrishna .

Followed by slide- illustrated lecture by Dr. Anna L. Dallapiccola on ‘Paintings 
depicting Sacred sites in Tamil Nadu (18th – 19th century)’.
In collaboration with Museum Society of Bombay.

 Î January 29, 2015, Central Foyer, CSMVS  
Opening of the Prints Gallery with the exhibition, ‘Bombay to Mumbai’ 
by Neil MacGregor, Director, British Museum, London with inaugural slide- 
illustrated lecture on ‘World Cultures’.

 Î February 3, 2015, Auditorium, Visitors Centre
Alice from Switzerland: A Visionary Artist and Scholar across Two Continents
Slide- illustrated lecture By Dr. Johannes Beltz, Curator of the exhibition and 
Head of collections, Museum Reitberg, Zurich.

 Î February 12, 2015, Seminar Hall
‘Divine Fragment: Temple Sculptures of India’ Slide- illustrated lecture by
Dr. Darielle Mason; The Stella Kramrisch Curator of Indian and Himalayan Art, 
Philadelphia Museum of Art.

 Î February 20, 2015, Central Foyer, CSMVS                   
Inauguration of the exhibition, ‘Howard Hodgkin: Paintings 1984 - 2015 A 
Tribute’ by Sir Nicholas Serota, Director, Tate, London in collaboration with Tate 
and JNAF.

Supported by British Council, Gagosian Gallery, Jamshyd and Pheroza Godrej 
and others.

 Î February 21, 2015,  Seminar Room
Make the Cut! 
Paper Cutting workshop by artist Sachin Tekade

 Î February 23, 2015, Jehangir Nicholson Gallery 
In Conversation with Howard Hodgkin; 
Gallery talk by Shanay Jhaveri in collaboration with Tate and JNAF

 Î February 26, 2015 Central Foyer, CSMVS 
Inauguration of the exhibition ‘In Order to Join - the Political in a Historical 
Moment’

In collaboration with The Goethe Institut/ Max Mueller Bhavan, Mumbai, and  
Museum Abteiberg, Mönchengladbach, Germany.

 Î Curators’ Gallery, March 12 – 26, 2015
Exhibition ‘Portraits of a Collector” in collaboration with JNAF
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The Museum Shop 
contributes towards promotion 
of Indian culture through different 
art materials. There is a wide range 
of books, published by the Museum 
as well as renowned publishers. 
The Shop also displays different 
articles such as greeting cards, 
posters, brochures, folders, letter-
paper sets, gift-wrapping papers and 
bags inspired by design/details of 
the art objects from the Museum 
collection. Bead necklaces, repousse 
copper plates, embroidered silk 
scarves, purses and table pieces are 
among other articles available in  
the Shop. Our visitors take these as 
small mementos of their visit to the 
Museum. 

Informative educational trails and 
kits are available for students, which 
help increase their interaction with 
the Museum.  

Buy and Help us Preserve our National Heritage!

Cyrus Cylinder and 
Ancient Persia-Catalogue

Rs.500/-

Flemish Masterpieces from Antwerp
Rs.100/-

From Persia to Punjab 
Rs.500/-

Magnet 
Rs.40/-

Weiro Diary 
Rs.100/-

Faravahar 
Book (Gold)

Rs.175/-

Faravahar 
Bookmark 

Rs.175/-

Treasures - A selection of 100 objects 
Rs.250/-

Anvar-i-suhayli

The Museum Shop

Museum Library - New Arrivals

 ♦  Iconography of Vinayaka, Ganapati & Ganesa     
 Rangarajan, Haripriya

 ♦  Indian textiles – The Karun Thakar Collection
 Guy, John, Crill, Rosemary & Thakar Karun        
      
 ♦  Rayalaseema – The Royal Realm – Architecture and art    

 of Southern Andhra Pradesh   
 Dallapiccola, Anna L, Michell George & Verghese, Anila 

 ♦  Temple tents for goddesses in Gujarat, India 
 Fischer, Eberhard, Jain Jyotindra and Shah, Haku   

 ♦  Everlasting Flame – Zoroastrianism in history and     
 imagination 

 Stewart, Sarah ed. 

 ♦  The Spirit of Indian painting – close encounter with 101    
 great works, 1100 -1900 

 Goswamy, B.N.      



 

Trustees on the Board of                                                          
Chhatrapati Shivaji Maharaj Vastu Sangrahalaya                    
(Management Committee)

Shri Eknath A. Kshirsagar, Chairman
Smt. K.F. Mehta
Dr. Asad R. Rahmani
Shri T. R. Doongaji
Ms. Shirin K. Bharucha
Prof. Avkash D. Jadhav
Shri Yogesh Kamdar
Ms. Deanna Jejeebhoy
Dr. Devangana Desai
Shri Asif Ahemad Zakeriya
Dr. Naresh Chandra
Shri Sanjay K. Patil
Prof. Vishwanath Sabale, Dean, Sir J. J. School of Art
Collector of Mumbai
The Principle Secretary, Tourism & Cultural Affairs Dept.
The Superintending Archaeologist, ASI, Mumbai
The Superintending Archaeologist, ASI, Aurangabad.
The Superintending Archaeologist,  ASI, Vadodara.

The Curatorial Staff

Sabyasachi Mukherjee, Director General
Manisha Nene, Asstt. Director (Gallery)
Ajay Kochle, Asstt. Director (Admn)
Dilip Ranade, Exhibition Consultant
Vandana Prapanna, Senior Curator, Miniature 
Painting and Numismatics
Anupam Sah, Conservation Consultant
Dr. Prasanna Mangrulkar, Assistant Curator
Dr. Mrinalini Pathak, Assistant Curator
Aparna Bhogal, Assistant Curator
Shobha Kadam, Textile Conservator
Manoj Chaudhari, Sr. Curatorial Assistant
Bilwa Kulkarni, Lecturer (Education) 

for Exhibitions, Seminars and Educational Activities

• Coomaraswamy Hall              
For lectures, seminars, temporary exhibitions 
and art shows

• The Museum Shop            
Showcases traditional handicrafts and 
Museum memorabilia

• Premchand Roychand Gallery              
For national and international travelling 
exhibitions

• Seminar Hall           
For educational activities

• Curators Gallery          
For temporary exhibitions and to showcase 
exhibitions conceptualised by curators

• Visitors Centre 
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Museum Memories

• Cafeteria   

Visit of  Shri Ravindra Singh, Secretary, Ministry of Culture, 

New Delhi, at the CSMVS, Mumbai on 15th November 2014.

Museum Facilities
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The Museum Newsletter is supported by  the Museum Society of Bombay.
The Museum Society of Bombay, founded in 1963, is a membership organization, located in the Chhatrapati Shivaji 
Maharaj Vastu Sangrahalaya (formerly Prince of Wales Museum of Western India) Mumbai. Under its banner a variety of  
interesting programmes are organized. These include lectures by Indian and visiting specialists from abroad; seminars 
and workshops on subjects of cultural and historical interest, and guided tours to historical sites within and around 
Mumbai and group tours to places of interest within India and abroad. Special programmes are also conducted for various 
categories of children.
Email: museumsocietyofbombay63@gmail.com

• Location and Parking
The Chhatrapati Shivaji Maharaj Vastu Sangrahalaya is   
located at 159-161, Mahatma Gandhi Road, Fort, 
Mumbai 400 023. The museum is a major landmark in 
the Kala Ghoda Art Precinct, along with the National 
Gallery of Modern Art (NGMA) and the Jehangir Art Gallery. 

Parking is available at the “Pay and Park” facility  at 
Hutatma Chowk and Kala Ghoda.

• Transport 
Bus or Taxi from the nearest stations, 
Chhatrapati Shivaji Terminus CST (Central Railway) 
and Churchgate (Western Railway).
Bus Numbers from Chhatrapati Shivaji Terminus:                         
14, 69, 101, 130                                                                           
Bus Numbers from Churchgate:                                                        

70, 106, 122, 123, 132, 137

• Visiting Hours 
Monday to Sunday - 10.15 a.m. to 6.00 p.m.
The Museum will remain OPEN ON ALL DAYS
Except January 26 • May 1 • August 15 • October 2

MUSEUM INFORMATION FOR VISITORS
• Photography
The photography and video recording is permitted against payment 
of charges at the Ticket Counter and Information Centre. Only hand 
held equipments without flash and tripod are permitted. 

Mobile phone - camera                    `    40/-
Still Camera                                        `   200/-
Non-professional Video camera     ` 1000/-

• Audio Guide
Available at the entrance of Museum building

For all visitors                                     `     40/-
(Except International visitor  above 12 years of age) 

• Facilities of wheel chair, ramp and elevator    
   available

• On Tuesdays children and school students (with 
    identity cards) will be admitted free 


