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From the Director General’s desk

Sabyasachi Mukherjee
Director General

Greetings from the CSMVS, Mumbai!
We are pleased to present Volume 8, Issue 4, 2015 
and  Volume 9, issue 1, 2016
Special Edition of the Museum Newsletter.

3

The previous issue entitled 
‘Environment @ CSMVS’ had  
highlighted the global concern 
for climate change and also the 
role of museum in conservation of 
natural and cultural heritage. Now, 
the present Newsletter  is going to 
deal with the subject that we  in the 
profession consider as one of the 
most complex functions of  modern 
museum practices, identified as 
the museum communication or the 
museum   exhibition and  interpretation 
of tangible and intangible heritage of 
mankind and its surroundings.  As we 
are aware an exhibition is the public 
face of a museum and leaves an 
incredible impact on contemporary 
society. It is therefore essential 
for museum curatorial staff to do 
scientific research on the subject 
and its relevance in local and global 
context before exploring different 
effective means of communication.
The concept of Museum presentation 
expands further with time and also 
explains its multidimensional role in 
the development of society.

Perhaps the  greatest communication 
problem we confront in Indian 
museums is the question of how to 
deal with multi linguistic society. The 
problem varies again from region 
to region, city to city, and more 
particularly in large Metros. Obviously 
in a country like India, where, 
according to the last government 
report, there are about 30 main 
languages and over 2000 dialects 
currently in  use and ever increasing 
immigrants and international visitors 
(as direct impact of Globalization), 
the problem of interpretative labeling 
poses a huge challenge before the 
museum authority found in no other 
country in the world. So what do we 
do? How do we communicate with 
these diverse groups of visitors? How 
do we curators help them connect 
with their own cultural heritage and 
give them a sense of ownership? 
There is no fixed answer to these 
questions but one can certainly take 
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help of technology to address these 
issues. Here we see the paradigm 
shift due to invention of digital 
technology and its easy accessibility.

General Theory of Museum 
Communication

Let us now understand the general 
theory of museum communication. 
It is a fact that we in the museum 
always intend to communicate our 
specialized knowledge, sensitivity 
and creativity through exhibits. 
Let’s understand the definition of 
exhibit. ‘Exhibit’ usually means the 
localized grouping of objects and 
interpretative materials that form a 
cohesive unit within a public gallery. 
But we also understand the broader 
meaning of exhibit and that is, to 
show purposefully. It is an object 
or a group of works of art through 
which we curators communicate 
and convey our research and non-
verbal languages. The material may 
vary and purpose may differ from 
exhibition to exhibition. The exhibition 
consists of presenting materials so 
that its purpose is fulfilled. According 
to Prof. V.H. Bedekar, former Head 
of the Department of Museology, 
M.S. University “The three main kinds 
of interests in museum visitors are for 
aesthetic experience, for information 
and for recreation. We are classifying 
interests which visitors may take. We 
are not classifying visitors”. This view 
of Dr. Bedekar was reflected in his 
book ‘So You Want Good Museum 
Exhibition’ published in 1978, a 
view which may not be totally 
agreeable to today’s generation 
as the educational background 
and general perspectives of 
society have undergone a drastic 
change. Compared to  certain 
stereotyped  interests of the 1970s, 
the classification of interests of 
visitors has now widened with  many 
other psychological elements such 
as emotions, happiness, identity,  
sorrow and fear. Mr. Neil MacGregor, 
former Director of the British Museum, 
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domain; the second from museum collections to 
exhibition, i.e. from the permanent to the temporary 
sphere”. For museums, an exhibition is always seen as 
a new means of communication to attract or bring 
different audience to show the reality as opposes 
to the image of the object. Museum exhibitions are 
broadly demarcated in the following categories 
according to nature of the exhibits, curatorial 
research and availability of spaces:

•    Object oriented exhibition in which collections 
are the central or primary and the information is 
limited or secondary.

•  Concept–oriented exhibition is one where 
attention is focused on the message and the transfer 
of information rather than on the collection.

•         Academic or intellectually stimulated exhibitions 
provide 70 percent information or interpretation and 
30 percent objects.

•     Thematic exhibitions in a museum empower the 
curator to look at different collections inside and 
outside the museum to select and use them around 
a theme being developed by him or her.

Though the above demarcation is done here for the 
convenience of students of museology and curators, 
there in no sharp line of demarcation that actually 
exists in the development of exhibition process. 
David Dean writes in his introduction to exhibition, 
“However, what does a painting, a bone, or a rock 
communicates in and of itself? Is the story behind 
the object always the main point, or is the emotional 
impact the main objective? These are questions to 
consider when making decisions about the kind of 
exhibition to pursue”.

The Exhibition Development Process 

It is a well-established fact that the development 
of any exhibition in any form always begins with the 
planning process i.e. where do exhibition ideas come 
from? What are the selection procedures of art and 
artifacts? How exhibitions are being developed? 
Who is the target audience and what should be the 
approaches of exhibition? What is the budget and 
who are the sponsors?  Finally questioning the use 
of technology and its impact on visitors. In short, it 
starts with the five basic questions; what, why, where, 
for whom and how? The exhibition planning process 
can broadly be divided into four major phases, 
such as, conceptual, development, design and 
implementation.

According to David Dean, “The sequential 
arrangements of phases and stages may be outlined 
to make types of activities and specific tasks more 
easily discernible. Throughout development, and in 
each phase, there are three principle tasking areas. 

recognizes this change and observes, “The whole 
point about museums is that they help you sort out 
your place in the world. It’s in a museum that you can 
look at your own past and think about your relation to 
it. This is more important now than it has been for very 
long time”. Therefore the question that arises in our 
minds is the purpose of museum exhibitions, and why 
they have been successful?  In order to understand 
the subject, we define the scope of work and some 
fundamental principles that might help us to plan, 
design, and evaluate museum exhibitions for the 
ever changing museum visitors of the 21st century.

Museum Exhibition Objectives

The key objective of any exhibition (permanent, 
temporary, special and thematic etc.) is motivation 
for learning to occur. The word ‘education’ is often 
equated with the process of teaching-learning 
which is again associated with the passing of 
information and knowledge from someone who has 
it, to another who requires it.  Cameron  Duncan has 
discussed it in his book ‘A Viewpoint: The Museum 
as a Communication System and Implication for 
Museum Education’, “the basic model of a one way 
communication system has five components: 

1. The source of the message or transmitter

2. The message itself 

3. The medium through which the intended message  
    is transmitted

4. The  favourable  circumstances,  like  helpful 
    environment and freedom from extraneous 
    interference

5. Receptor who is able to receive the 
    transmitted message” 

Besides education and learning elements, 
museums promote community interest by offering 
alternative leisure activities where people from 
diverse background find their visit as a worthwhile or 
enjoyable experience.    

Types of Exhibits

It is generally assumed that museum exhibit always 
carries meaning and purpose of makers or artists. 
It is true that both meaning and purpose of an 
exhibit also differs according to space, time and 
material, and this change is now evident in different 
museum exhibitions. While discussing the types 
of exhibits and the importance of exhibition, one 
should not underestimate the value or significance 
of art or antiquity without which there is of course 
no exhibition. The editorial note that appeared in 
1986 Museum quarterly review published by UNESCO 
enumerates it further, “Seen from an historical and 
institutional point of view, exhibitions have developed 
in two distinct phases: the first from collections 
into museums, i.e. from the private into the public 
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They are:

•    Product-oriented activities – efforts centered on 
the collection objects and  their interpretation. 

•    Management oriented activities – tasks that focus 
on providing resources and personal necessary to 
completing the project.

•    Coordination activities – keeping the product and 
management–oriented activities working toward 
the same goal.”

Conclusion

The purpose of a museum exhibition is to provide 
an intimate experience with its collection and 
also enable visitors to understand the subject and 
message of the exhibition through its design, graphics 
and technology. The language of traditional art 
exhibition is different from contemporary art and 
science but the planning and development process 
of all exhibitions remain the same. It will not be 
improper if both traditional and contemporary arts 
are displayed in the same gallery and allowed them 
to continue conversation with the visitors in different 
languages. Here in this special issue, I wish to share 
some of our successful experiments with you. Most of 
these are collaborative exhibitions wherein one finds 
participation of two or three institutes and multiple 
experts from different disciplines. 

This issue of the Newsletter highlights in the following 
pages the progressive approaches of the Museum 
authorities towards exhibition development process 
and also its many other path–breaking initiatives 
on the concept of museum communication. I 
would like to congratulate all the contributors more 
particularly, visiting curators, for their contributions in 
this newsletter and also for their creative minds and 
innovation.

We hope you find this Newsletter as enjoyable and 
informative as the previous one.

We thank you for your continued support.
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Howard Hodgkin: 
Indian Waves

Kamini Sawhney,
 Curator, Jehangir Nicholsan Art Foundation

ll this…… for one so unworthy.

This was Howard Hodgkin, emotionally 
overcome, as he wended his way through the 
exhibition held as a tribute to him, at the Jehangir 
Nicholson Gallery, 
CSMVS – an unusually 
humble response for 
an artist who has won 
both popular and 
critical acclaim.

It was the first solo 
exhibition of his 
paintings held in India 
where he returns for 
a few months every 
year, to connect not 
only with friends but 
also with a constant 
source of inspiration – 
the Indian landscape, 
in particular, the sea. 
Hodgkin’s link with 
India goes back 
several years to 1964 
when he made his first 
trip here. His favourite 
story of that visit is 
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when he came to Mumbai and was meant to spend 
a night with the Director of the Museum.  A gap in 
communication however, led to him spending a 
night on the Victoria station platform, an experience 
he seems to have found hugely enjoyable, if a tad 

uncomfortable.    

Hodgkin gave the 
country, place of 
honour in his work 
when he told The 
Guardian in an 
interview, that he 
would not have 
been able to 
produce the art he 
has, if it were not 
for India: “I couldn’t 
work without it”. 

It is not surprising 
then, that the 
Museum and its 
friends believed 
that it was time for 
Indians to get to 
see the work of a 
man who was so 

A
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drawn to and inspired by their country. Mahrukh 
Tarapor, a dear friend of both the Museum and 
Hodgkin, decided to take the idea to Tate who 
has a substantial collection of the artist. A number 
of happy co-incidences helped make this idea a 
reality. 

Indian Waves an exhibition of Hodgkin’s work was 
just opening in December 2014. The 30 gouaches 
displayed there had an extraordinary story to tell –
they had been made several years before in 1990 
– 91 at the 107 Workshop with printers Jack Shirreff 
and Andrew Smith. The pictures had been packed, 
stored and forgotten about, for almost 2 decades 
until they were rediscovered when Shirreff came 
upon them while emptying his workshop. 

In London at the time of the opening, on a fellowship 
to Tate Modern, I was roped in by Judith Nesbitt, 
Head of National and International Initiatives,Tate to 
help explore the idea of a Hodgkin show in India and 
see if we could run with it. We poured over the newly 
discovered works at the Gagosian Gallery with the 
Director of Tate, Nick Serota who has been a great 
admirer of the artist. In his words, “The turbulence of 
waves, the drama of clouds, the changing quality of 
sunlight and the wonder of a rainbow are the themes 
that Hodgkin explores in ‘Indian Waves’. These 
gouaches represent a key moment in Hodgkin’s 
practice when growing confidence allowed him 
to work with greater freedom and fluency. Memory 
has always been Hodgkin’s guiding star, but in this 
group of works he distils his experience of the brilliant 
hues and the extremes of light and dark that he had 
encountered on many journeys to India.”1

The problem with choosing some of these works for a 
possible exhibition in India, was that a number of them 
had very quickly been snapped up by collectors 
who admired his work. The more fundamental 
problem however was time and money. Hodgkin 
was in India for about two months – exactly the time 
we had to organize an international level exhibition 
before he left for home.  And of course the essential 
element that largely determines the nature and the 
scope of a show that travels – funding. The Gagosian 
Gallery stepped in as a partner and undertook to 
insure and transport all the works to Mumbai, as 
well as convince buyers that their paintings were in 
safe hands. The Jehangir Nicholson Art Foundation, 
whose collection of over 800 works is on long-term 
loan to the CSMVS, and forms the modern art wing 
of the Museum, was an integral part of the project 
with the Nicholson Gallery the venue of the show.
With British Council and a generous patron of the 
museum stepping in to fill the gaps the first solo show 
of Howard Hodgkin was finally taking shape. 

This show was a landmark for the CSMVS, as host to 
the first exhibition of paintings in India by Howard 
Hodgkin and the first ever collaboration Tate had 
entered into, with an Indian Museum. It also expands 
on a little known role that the Museum has played 

historically in the field of modern art in Mumbai. As 
an encyclopedic Museum, the CSMVS has several 
galleries devoted to a whole range of artifacts, but 
its early administrators also envisaged a space for 
modern and contemporary art within its portals. 
In keeping with that vision, over the years it had 
built a wonderful collection of modern art of the 
early twentieth century especially the Bombay 
school. The CSMVS has hosted several exhibitions 
including the annual exhibition of the Bombay 
Artists Centre and a show on Rabindranath 
Tagore’s paintings.

For the Howard Hodgkin show, twelve gouaches 
from the London exhibition travelled to India along 
with two important works from the Tate collection 
–‘Rain’, 1984 and ‘Come into the Garden, Maud’, 
2000-3. Much of Hodgkin’s practice draws on his 
memory of an experience and along with the 
gouaches, these two works cover the journey 
from “the careful construction of an image to the 
ethereal evocation of a memory.”2

The artist worked at his studio in Mumbai to add 
another six completely new works that went on 
display for the first time ever at this exhibition. 
These paintings, all on wood, seem to take on a 
celebratory, almost playful note. ‘Britannia’, 2015, 
with its joyous swirls of aquamarine seemed to 
celebrate the happy moments he shared with 
friends at one of Mumbai’s iconic cafés, while ‘My 
Only Sunshine’ refuses to allow the somber brown 
to dominate, lightening the mood with daubs of 
bright yellow. 

In the gouaches, Hodgkin has focused his gaze 
on the ocean and horizon recollecting the myriad 
changes that occur from dawn to dusk. Almost 
all the works have a printed base of blue waves 
that swirl across the bottom of the sheet with 
green short strokes across the upper half. Hodgkin 
then painted over this printed foundation working 
continuously one after another till they were all 
completed.

Howard Hodgkins: Paintings 1984-2015, A Tribute, 
sought to capture the range of his oeuvre from 
the early eighties to the present. For the artist, it 
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was a chance to connect with an audience, some 
of whom had just been introduced to his work. For 
many who saw his work, a sunset at Marine Drive 
would never be quite the same again.
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n 26 Feb 2015 the internationally acclaimed 
exhibition “In Order to Join – the Political in 
a Historical Moment”, curated by Susanne 
Titz and Swapnaa Tamhane, opened at two 

venues – Gallery MMB and CSMVS. The exhibition 
was presented as a collaboration between with the 
Goethe Institute; Max Mueller Bhavan, Mumbai and 
Museum Abteiberg, Mönchengladbach, Germany. 
This was the first collaborative exhibition between 
the three institutions.

The idea of the exhibition began with the two 
curators discussing the work of Rummana Hussain 
and along came several other names – Rosemarie 
Trockel, Angela Grauerholz and Astrid Klein, all 
women. It was then that a theme began evolving 
when they realised that these artists belonged to 
the time of political upheaval and transformations 
around the world and each of them had, through 
their own medium expressed their own evolution in a 
changing socio-political climate. While most of these 
artists had been represented individually, the idea 
developing was to represent them as a generation, 
one that had lived through the Cold war, the Vietnam 
war, the oil crisis and Indira Gandhi’s emergency 
regime, when democracy was invalidated. Within 
the larger theme that defined this generation, works 

In Order to Join - 
The Political in a 
Historical Moment Vaidehi Savnal and Divya Pawathinal,

 Sr. Curatorial Assistants

that were inherently political and pronounced the 
artists’ personal journey were selected.

In Order to Join over time came to include 
fourteen Indian and international women artists 
who explored and engaged with the continuing 
demand from women of the post-war and post-
partition era, from different societies. These 
women had spent their formative years during 
times of international conflict that resulted in 
further social de-classification, making the female 
position in society even more precarious. Their work 
ultimately spoke of the challenges they faced in 
a transforming world that for all intents was still a 
heavily male-dominated society, their ideologies 
of nationalism and individual identities being 
questioned as was their position as women.

The Gallery MMB hosted the main body of work 
of this exhibition while some of the works were 
selected for display at the CSMVS. The works at 
CSMVS were placed across the Museum, in the 
galleries, along corridors and even the lawns 
and were intended as an intervention in the 
permanent Museum setup. The radical contrast of 
the contemporary works in the deeply traditional 
milieu was intended to surprise the viewer and 
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reiterate the concept of the works themselves. 
The sculptural art selected, shared space in 
the old teakwood cases with artefacts from the 
Museum. The dialogue between these objects 
flowed out of the cases and engaged with the 
drawings and prints mounted on the walls facing 
them. Performance art videos found their space 
in the atrium – the Key Gallery of the Museum. 
The locations of the objects within the context 
of the Museum echoed the voices of the artists 
themselves, that in a world of rapidly changing 
ideologies, where deep-rooted beliefs were 
being called into question, a paradigm shift was 
occurring with newer and unrestrained principles 
taking shape.

The exhibition theme evolved surprisingly as the 
installation progressed, the exhibits that acted 
as individual registers of a historical movement 
when viewed on their own, together acquired 
a vitality, a momentum and a voice far more 
unified than the sum of its parts. Each level at the 
Museum, loosely looked at an underlying theme. 
The ground level looked at video art through the 
works of Rummana Hussain and Ana Mendieta 
while the rotunda on the first floor focused on 
text as expressed by Angela Grauerholz and 
Rosemarie Trockel. The second floor rotunda 
explored concepts of identity and indoctrination 
through Pushpamala’s works.

The exhibition was well received with the museum 
audiences amazed to find a new dimension to 
the usual style of Museum display. Contemporary 
video art in a museum is a rarely incorporated 
medium at best and generated quite an interest 
in the viewers. The exhibition attempted to create 
a dialogue around the ideas of social segregation 
and participation, while negotiating the socio-
political conflict and space women are given to 
exist. These issues and dialogues which are still of 
relevance today, across the world and especially 
in India, proved to be a talking point among the 
visitors.

In Order to Join was one of the largest trans-cultural 
exhibitions of women artists ever mounted in India 
and a rather fine example of contemporary art 
in general. To quote Dr. Martin Wälde, Director 
of MMB Mumbai, “By sharing the presentation 
of the exhibition which includes original artworks 
borrowed from various institutions in Australia 
and Europe, at the CSMVS and Gallery MMB, we 
aspire to create a thought-provoking art corridor 
between the two neighbouring institutions. 
Furthermore, I hope that with the involvement of 
the two museums we will be able to generate and 
bring attention to critical issues regarding women 
and society.”

List of works at CSMVS

1. Helen Chadwick (1953 – 1996) Piss Flowers,          
1991-1992; I thee Wed, 1993

2. Sheela Gowda (b. 1957) Still, In The End, 2011 
(with Christoph Storz); Best Cutting, 2008 (with 
Christoph Storz)

3. Angela Grauerholz (b. 1952) Schriftbilder, 1999

4. Rummana Hussain (1952 – 1999) In Between, 1998

5. Ana Mendieta (1948 – 1985) Alma, Silueta en 
Fuego, 1975;  Birth, 1981

6. Pushpamala N. (b. 1956) Triptyph (from the 
Bombay Photo Studio series), 2003; Ethnographic 
Series (from Native Women of South India: 
Manners and Customs) 2006; Archives, 2008; 
Hygiene/ Swachch, 2015.

7. Rosemarie Trockel (b. 1952) Buchentwürfe, 1978-
2003.

Participating Artists

• Helen Chadwick (1953 – 1996, lived and worked in 
London)

• ChohrehFeyzdjou (1955 – 1996, born in Tehran, Iran; 
lived and worked in Paris, France)

• Sheela Gowda (b. 1957, born in Bhadravati, India; 
lives and works in Bangalore)

• Angela Grauerholz (b. 1952, born in Hamburg, 
Germany; lives and works in Montreal, Canada)

• Jamelie Hassan (b. 1948, born and works in London, 
Ontario, Canada)

• Mona Hatoum (b. 1952, born in Beirut, Lebanon; 
lives and works in Berlin, Germany and London, UK)

• Rummana Hussain (1952 – 1999, born in Bangalore, 
India; lived and worked in Bombay, India)

• Shelagh Keeley (b. 1954, born in Oakville, Canada; 
lives and works in Toronto, Canada)

• Astrid Klein (b. 1951, born and works  in Cologne, 
Germany) 

• Ana Mendieta (1948 – 1985, born in Havana, Cuba; 
lived and worked in New York, USA) 

• Pushpamala N. (b. 1956, born and works in 
Bangalore, India)

• Adrian Piper (b. 1948, born in Harlem, New York, 
USA; lives and works in Berlin, Germany)

• Lala Rukh (b. 1948, born and works in Lahore, 
Pakistan)

• Rosemarie Trockel (b. 1952, Schwerte, Germany; 
lives and works in Cologne, Germany)
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Angela Grauerholz’ Schriftbilder – 22 photographs of text pages 
of the dead scripts and languages and Rosemarie Trockel’s 

Buchentwürfe on the first floor

Pushpamala’s Ethnographic Series, facing her video art Hygiene on the second floor of the Museum building

Helen Chadwick’s Piss Flowers and Pushpamala’s three Triptyph portraits placed in 
one of the quadrants of the Museum’s Char-baug

Helen Chadwick’s ‘I Thee Wed’ – patinated cast of vegetables; was 
displayed alongside bronze Mukhalinga figures from the folk art in 

the cases that faced Angela Grauerholz’ Schriftbilder



Vaidehi Savnal,
Sr. Curatorial Assistant

rime Minister of the Netherlands, Mark Rutte 
and a delegation of companies from the 
Netherlands visited India in June 2015, for the 
‘Showing the Flag Mission’ to commemorate 
over four hundred years of trade ties between 

the Netherlands and India. As part of this mission, 
the Prime Minister inaugurated an extensive 
exhibition of works created by internationally 
famous Dutch artist of Spanish descent Lita 
Cabellut, who lives in the Netherlands, at the 
Chhatrapati Shivaji Maharaj Vastu Sangrahalaya. 
Her large canvases are inspired by the Golden 
Age in which the Netherlands prospered in the 
area of trade, science and arts. 
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The new collection of works by Cabellut, ‘The Black 
Tulip’ is inspired by the Dutch Masters and the famous 
philosophers of the Golden Age and is one of the 
most famous national symbols of the Netherlands. 
In the early 16th century, the tulip was brought from 
Turkey and was a huge success in the Netherlands, 
becoming the symbol of power and wealth. During 
the 1730s, the prices of tulips rose so high that some 
people were more than willing to pay the same 
amount for a bag of tulip bulbs as for a row of 
Amsterdam canal-side houses. There was a quest for 
the ultimate tulip, the ‘Black Tulip’. In 1672, a contest 
took place in Haarlem where 100,000 guilders were 
promised to the one who succeeded in growing 
the first black tulip. However, nobody has ever been 
able to grow a black tulip. 

In keeping with the commemoration of the trade 
ties between the Netherlands and India, Cabellut 
focused on the complex social relations during the 
Golden Age. During this period in particular, clothing 
and style were strongly influenced by overseas 
trade ties. The golden age in the Netherlands was 
characterized by a high acclaim for all things Dutch, 
which reflected in trade, science, military, and art. 
The characters depict the evolving social structure 
of the times, the emerging merchants, taking over 

In Quest of the
Black Tulip

To me, the Black Tulip symbolises the 
Dutch people’s mercantile spirit. They 
succeeded in turning something as 
transitory, vulnerable and unpredictable 
as the tulip into something of value, 
with such determination. The belief 
in the possibility of the black tulip is 
still a symbol of the willingness and 
entrepreneurship to explore new 
worlds. 
                                           
                              Lita Cabellut, 2014

P



Curator’s Corner

from the slowly fading landed gentry and emerging 
as the new aristocracy. The collection marks a range 
of styles, with Puritan frugal severity one end and 
on the other with Baroque themes inspired by the 
Spanish Catholics. 

In this series, Cabellut once again establishes an 
even more profound symbiosis between the classical 
portrait art and the modern techniques in this series. 
In big portraits of Calvinists, Puritans, Protestants 
and Catholics the differences in attitude, clothing 
and expression of vision on the world are shown in 
a very subtle, yet clear way. The everlasting search 
for the perfect Black Tulip not only expresses the 
sophisticated character of the Dutch merchandise 
spirit, but also the search for the perfection in light 
and colour in art.

“The Golden Age was a period of passion and 
revolution in the human mind and is a wonderful 
historical moment with an unprecedented diversity 
of features: passion, longing, sensuality, freedom 
as well as protest. It was a period of revolution in 
human rights, art and science and in politics.”
                                    
                                                       Lita Cabellut, 2014

The making of these paintings is quite an interesting 
tale in itself. Cabellut manages to seamlessly 
represent classical themes through contemporary 
practices. Her manner of making these works was 
discovered during an engaging conversation with 
her. Her warm and at once disarming manner 
allowed one to pry and ask the most peculiar 
questions which Cabellut would answer ever so 
patiently. A lot of her themes develop through her 
own memories growing up and find representation 
in the world that she has come to learn off around 
her. Her team spends a considerable amount of 
time scouting for faces that have features that 
are representative of the theme that is in motion. 
In this instance, the Golden Age needed faces 
with classical features. A favourite model for the 
classical paintings was the daughter of Lita’s right 
hand, Christine Riphagen, with several paintings 
depicting her as Sarah Blansjaar. Another few 
paintings depict the team’s acupuncturist as the 
character Berta Troost. 

The model for the character Berta Troost is 
the team’s acupuncturist!

13

The names of Cabellut’s characters in this series were all 
sourced from the historic tombstones of graveyards.

Did you know…
Cabellut pre-prepares and ages 
her canvases. She then decides 
which of the canvases with the 
resulting crack patterns would 
best suit a portrait she had in 
mind and then begins work.

The character of Gerard Veere 
is a well known face in Dutch 
politics
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Another charming detail is the christening of 
these characters. The search for names fitting the 
Golden Age, would eventually lead to cemeteries 
with tombstones dedicated to families of the 
bygone ages – which is how the characters of 
Godfriedus Bouwman, Emilie Sijbrandt, Job 
Williams, Abel Frenouw among others all came 
to be. Canvases would be primed and allowed 
to synthetically age. Cabellut would then decide 
which of the canvases with the resulting crack 
patterns would best suit a portrait she had in mind 
and would then begin work.

All of the paintings had a story to tell. The hanging 
had to be done just so, as the characters were 
all meant to converse with each other in a 
very precise manner. The characters of Teunis 
de Haas and Josina van der Horst, grandson 
and grandmother respectively had to be hung 
next to each other. Godfriedus Bouwman and 
Constantine Sterneberg next to each other should 
face Florentinus van Dam who was being assessed 
quite vigorously by Job Williams at the other end.

THE BLACK TULIP exhibition at the Chhatrapati 
Shivaji Maharaj Vastu Sangrahalaya, Mumbai was 
officially inaugurated by the Prime Minister of the 
Netherlands, Mark Rutte, on 6th June 2015 in the 
beautifully decorated Key Gallery of the Museum. 
The exhibition remained on display from 7th June 
to 30th June 2015 at the Premchand Roychand 
Gallery.
 

 

 

Lita Cabellut taking Prime Minister of the Netherlands, Mark 
Rutte around the exhibition

Prime Minister of the Netherlands, Mark Rutte addressing the 
gathering at the inaugural function

Lita Cabellut (1961) was born in Barcelona, into a 
Sinti family and lived on the streets until the age of 
13 when she was adopted by a prominent family. 
She was introduced to her masters in the Prado: 
Velazquez, Goya and Frans Hals and became deeply 
affected by art. She attended drawing and painting 
lessons and had her first exhibition at the age of 17 in 
Madrid. She then came to the Netherlands to further 
develop her skills at the Gerrit Rietveld Academie 
and to work with the special light in the Netherlands. 
Cabellut still lives and works in the Netherlands and 
continues to develop her very own typical style that 
is characterised by larger than life-size portraits in 
a special fresco technique. Through her distinctive 
work, Lita is among the contemporary masters of 
portrait art.

Bibliography:

1.   Lita Cabellut, The Black Tulip| De Zwarte Tulp, 2014



Curator’s Corner

15

I might have wanted to confuse
the clank of metal
With the heavy brushstroke
that my hands drag
I scratch the muscles of my soul
The lines that form your portrait

Who might have been
Fire and spark
In this way to lose oneself
in that figure
In the opaque reflection of the shadows
And the volume of life

Silent noise of your sculptures
With a sigh I love you
                                                            - Lita Cabellut



Unpacking the Studio: Celebrating 
the Jehangir Sabavala Bequest

was deeply moved when Sabyasachi 
Mukherjee, Director General of the CSMVS 
(formerly the Prince of Wales Museum, 
Bombay), invited me to curate an exhibition 

around the Jehangir Sabavala Bequest, which 
is Shirin Sabavala’s generous gift to the CSMVS 
of her husband’s last paintings, as well as a 
rich archive of the celebrated artist’s papers, 
photographs, books, portfolios of drawings, and 
sketchbooks, some dating back to his student 
years in the 1940s. Educated in Bombay (as it then 
was), London and Paris, Jehangir Sabavala (1922-
2011) dedicated himself, from the 1950s onwards, 
to recalibrating his European training in relation to 
the challenges and urgencies of a postcolonial 
environment.

The occasion brought together two of my great 
loves: Sabavala’s art and the CSMVS (formerly the 
Prince of Wales Museum), both of which I have 
known since I was a child. I also felt that I had been 
charged with two profound responsibilities. My first 
responsibility was to Sabavala, who had been a 
close friend. I had written two books about him – 
the 1998 critical biography, Pilgrim, Exile, Sorcerer, 
and the expanded 2005 study, The Crucible of 
Painting – and curated his lifetime retrospective 
for the National Gallery of Modern Art, Bombay 
and Delhi, in 2005. With Shirin Sabavala and the 
novelist and poet Jerry Pinto, also, I have been 
closely involved with the afterlife of Sabavala’s 
work. 

My second responsibility was to the CSMVS, an 
encyclopaedic museum embracing a variety of 
periods, disciplines, objects of study and, I have no 
hesitation in saying, one of the great museums of 
the world. It is not well known that the CSMVS, in its 
avatar as the Prince of Wales Museum, was closely 
associated with the development of modern art in 
India, having hosted the annual exhibitions of the 
Bombay Art Society in the late-colonial period and 
also acquiring many works by Indian artists during the 
1920s and 1930s. Having previously had a glimpse of 
the CSMVS’s reserve collections, I was determined 
that this occasion should allow for a meeting of the 
works coming in and the works already present in the 
Museum’s holdings, and their respective histories.

Unpacking the Studio allowed me to think back 
over Sabavala’s work and develop a renewed 
account of his artistic itinerary, a reaffirmation of his 
artistic relevance. I chose the format of the ‘essay 
exhibition’, as I like to think of it. Structured as a visual 
and spatial essay in five chapters, ‘Unpacking the 
Studio’ is a historical and contextual inquiry. To walk 
into this exhibition is to walk into a book. In terms of 
exhibition-making, I drew here also on an idea that 
the artist Richard Hamilton had developed while 
co-curating a career-long exhibition of his work with 
Laszlo Glozer at the Museum Ludwig, Köln, in 2003. 
He defined such an exhibition, not as a retrospective, 
but as an ‘introspective’ – a choreographic 
interpretation of an artist’s imaginative world, his 

Ranjit Hoskote
Curator of the Exhibition
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journeys, attachments and encounters. In this sense, 
‘Unpacking the Studio’ is an introspective.

Unpacking the Studio opens Sabavala’s studio, 
throughout his life a deeply private space, to the 
public for the first time. This show locates Sabavala’s 
practice within the evolving genealogy of the studio 
over five centuries, from Albrecht Dürer to Olafur 
Eliasson. Second, it proposes a shift in the prevalent 
understanding of Sabavala’s artistic itinerary, which 
has largely been focused on the European atelier 
system and the Cubist tradition. It situates Sabavala in 
the context of the vibrant artistic experiments taking 
place in India between the 1920s and the 1950s, 
especially the ideological and curricular transitions at 
the Sir Jamsetjee Jejeebhoy School of Art, Bombay/ 
Mumbai. Drawing on the holdings of the CSMVS, this 
exhibition also maps Sabavala’s work in relation to 
Himalayan and Japanese art, which provided him 
with major sources of inspiration.

Dramatizing the intimate interrelationship between 
the studio, academy, gallery and museum in 
Sabavala’s career, Unpacking the Studio relates 
the Jehangir Sabavala Bequest to the history of the 
CSMVS and to cultural developments in Western 
India, the Museum’s original mandate. As a curator, 
I am deeply committed to the idea that any gift 
or bequest coming into an institution enters into a 
dialogue, whether immediate or implied, with the 
existing collections of that institution. My curatorial 
concern in this exhibition has been to activate 
a confluence between the splendid Jehangir 
Sabavala Bequest and the amazing holdings of the 
CSMVS. It has been a privilege to be given access 

to the Himalayan and Japanese collections at the 
CSMVS, as well as their reserve collection of 19th 
and 20th century South Asian Art.

Accordingly, Unpacking the Studio mobilizes a 
dialogue between Sabavala’s works over   a 
seven-decade period and works from the CSMVS 
collection, including some that are on view for 
the first time since their acquisition in the 1930s. 
‘Unpacking the Studio’  is an ensemble of 140 
objects; the diverse typology of exhibits includes 
paintings, drawings, archival photographs, 
architectural drawings, reproductions, 
sketchbooks, albums, as well as an indicative 
reconstruction of Sabavala’s studio.

The timeline of this exhibition extends across three 
centuries, from the 18th to the 21st century. The 
earliest work in the exhibition is an 18th century gilt 
bronze sculpture of a Shadakshari Lokeshwara 
from Nepal, followed in time by a wood-block 
print by the celebrated Japanese artist Kunisada  
Utagawa from the mid -19th century and Bomanji 
Pestonji’s iconic painting, ‘Feeding the Parrot’ 
(1888). The most recent work on display is an 
undated and unfinished Jehangir Sabavala 
painting, circa 2010-2011. 
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Chapter 1 | IMAGINATION’S CHAMBER

The artist’s studio has never been a stable, self-
consistent space. It has assumed many avatars 
over the centuries, reflecting periodic shifts in artistic 
labour and its circumstances. It is simultaneously 
a working space, a moment in practice, a 
production system, and a strategic arrangement 
of conceptual and material infrastructure. In its first 
chapter, ‘Imagination’s Chamber’, this exhibition 
develops a visual history of the studio’s evolution 
from the Northern Renaissance to the present, 
beginning with the workshop or bottega and 
dwelling on its subsequent evolution into a retreat 
or studiolo, an atelier, a laboratory, a performance 
venue, an outdoor site, and an office for a plural, 
expanded practice.

‘Imagination’s Chamber’ elaborates on the 
narrative of the studio’s passage across three 
phases: the ‘studio’ proper, from Dürer and 
Vermeer, through Caspar David Friedrich, to 
Rothko; the ‘post-studio’ phase represented by 
Eva Hesse, Andy Warhol, Daniel Buren, Robert 
Smithson, and Marina Abramovic; and the ‘post-
post-studio’ phase embodied by Olafur Eliasson. 
Jehangir Sabavala’s studio practice – his training 
in an atelier context in London and Paris, his 
lifelong studiolopractice in India, and his research, 
preparatory and working methods – is placed 
within this narrative.

Chapter 2 | SKETCH, DRAFT, IMAGE

‘Sketch, Draft, Image’, the second chapter of this 
exhibition, takes us directly into an experience 
of Jehangir Sabavala’s studio. The artist’s last 
works, including an unfinished canvas that allows 
viewers access to his meticulous preparatory 
methods, occupy the wall, along with a working 
sketch from an earlier phase of his career. His 
sketchbooks, which offer a sense of the continuity 
of his explorations over the decades, are also 
presented here. For this section of the display, I 
have adopted the classical modernist hang: each 
work spaced out in an equidistant linear sequence 
in the ‘white cube’ manner pioneered at the 
Museum of Modern Art, New York, by Alfred Barr 
in the early decades of the 20th century. A note, 
also, on exhibition history: this suite of Sabavala’s 
last paintings was shown by Nancy Adajania and 
me when we co-curated ‘No Parsi is an Island’ at 
the National Gallery of Modern Art, Bombay (2013-
2014). It now migrates from the interpretative 
context of 150 years of art by Parsi artists to another 
framing at the CSMVS.

An indicative reconstruction of Sabavala’s 
studio – developed around his outdoor easel, 
palette, array of brushes and palette knives, and 
a selection from his library – forms a strong visual 
emphasis in the mise en scène of ‘Sketch, Draft, 
Image’. It is clear that the studio is both a site of 

expressive activity and intellectual replenishment: a 
laboratory of ideas. The title of this chapter gestures 
towards the everyday life of artistic practice, with its 
rhythm of continuing experimentation, its pattern of 
relaying imaginative experience into graphic shape, 
the painted image.

Sabavala’s work was an important part of my 
growing up. I return to his paintings and always 
come away replenished. I look at his last works 
with mingled admiration and sorrow, as they were 
painted against all odds during 2009-2011, when the 
artist was battling the disease that took him away 
from us. ‘The Cobras’ is a visually arresting work, 
almost a puzzle painting, a form that Sabavala 
was drawn to, even if he did not practise it. This is 
an exception to the norm of his work, prefigured in 
drawings he made in his sketchbooks years before 
he approached the canvas.

Sabavala was always fascinated by the natural 
world. His observations of snakes are recurrent, 
whether in his letters, his journals, or in his 
sketchbooks. Their sinuousness, the patterns on their 
skin, their combination of danger and erotic appeal 
all spoke to his visual imagination. ‘The Eye’ is my 
favourite work from this last period – it is melancholy 
yet resplendent, it does not ignore the gathering 
shadows and yet reaches upward towards the light. 
Sabavala was always attentive to the changing 
quality of light, how it diffused the outline in Europe, 
how it drew harsh contours around the figure in 
India. I remember many conversations about light 
with him, whether in his studio or while on our annual 
New Year holiday at Gholwad, sitting in the mellow, 
over morning tea in the dappled sunlight of a chikoo 
orchard.

Chapter 3 | REVERIE, FANTASIA, QUEST

The third chapter of Unpacking the Studio assembles 
a lexicon of reference points and sources of 
inspiration that informed Jehangir Sabavala’s artistic 
itinerary. Sabavala was fascinated by the arts of 
18th  and 19th century Japan, including painting, 
printmaking, netsuke, metal- and lacquer-work. 
These sustained his delight in the modes of reverie 
and pictorial fantasia. He encountered Japan at 
several levels: directly, on his travels with his mother, 
the extraordinary Bapsy Sabavala; through the 
collections of Japanese art that prominent Parsi 
families in Bombay/ Mumbai had developed; and 
as mediated through japonisme, the adaptation of 
Japanese motifs, techniques and subjects into such 
modern European movements as Art Nouveau, 
which formed part of his education at Bombay/ 
Mumbai’s Sir Jamsetjee Jejeebhoy School of Art.

Sabavala was also deeply interested in the sacred 
symbols and ritual objects of Tibetan Vajrayana 
Buddhism, with which he became closely 
acquainted during the 1950s, after the Chinese 
invasion of Tibet triggered off a diaspora of Tibetans 
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into India. This interest in the arts of the Himalayan 
region was linked to his increasing preoccupation 
with the spiritual quest and the figures of the monk, 
the pilgrim, the anchorite.

This chapter manifests itself as a field of adjacencies, 
in which Sabavala’s works are framed in relation 
to archival family photographs, and historic 
artefacts and works drawn from the Tibetan and 
Japanese collections of the CSMVS. These include 
the 1948 painting of a Tibetan votive mural by the 
Parsi Buddhist seeker and artist Li Gotami, and a                    
19th century wood block print by Kunisada Utagawa.

Chapter 4 | THE SCHOOL OF BOMBAY

Unpacking the Studio situates Sabavala’s work in the 
context of the vibrant experiments in art-making that 
were current in late-colonial and early postcolonial 
India, especially Bombay. I argue that the paradigm 
shift that Principal Gladstone Solomon brought about 
in the curriculum of the Sir J J School of Art, where 
Sabavala studied in the mid-1940s, before he left for 
London and Paris, was formative for the young artist. 
I draw attention to the vocabularies of Art Nouveau, 
the Rajput miniature, the Ajanta murals, and the 
Royal Academy-style life studies that went into the 
making of J J’s ‘Bombay Orientalism’, and which 
nourished Sabavala’s imagination.

I am also attentive, in this chapter, to the lost world 
of the salons and annual fine art exhibitions that took 
place in Bombay and Shimla, to the energetic art 
scenes of Calcutta and Lahore, during the 1930s 
and 1940s, and which certainly offered a vivid 

context of contending artistic possibilities for the 
young Sabavala. In this sense, ‘Unpacking the 
Studio’ is also intended as a regional corrective to 
the emphasis on London and Paris as the sites of 
Sabavala’s formation as an artist.

The fourth chapter of Unpacking the Studio 
situates Sabavala in two regional contexts of his 
art that have often been neglected in favour of an 
internationalist reading. The critical emphasis on 
his apprenticeship to impressionism, expressionism 
and Cubism, variously at the Heatherley School 
of Art in London (1945-1947) and the Academie 
Julian and the Academie André Lhote in Paris 
(1947-1951), has obscured his formative student 
years at the Sir Jamsetjee Jejeebhoy School of 
Art, Bombay/ Mumbai (1942-1945). It has also left 
unattended the young Sabavala’s attentiveness 
to the ethos of vibrant experiment, animated by 
artists of diverse preoccupation, in India at large as 
well as Bombay/ Mumbai in particular, during the 
1930s, 1940s and 1950s. ‘The School of Bombay’ has 
two meanings: it draws attention to the paradigm 
shifts that shaped Sabavala’s education as an 
artist at ‘J J’, as his first alma mater is fondly known; 
it also references the so-called ‘Bombay School’, 
a loose formation of artists who became active 
during the 1940s.

J J was dominated, from 1918 to 1936, by Principal 
Gladstone Solomon, a World War I veteran and the 
son of a South African Jewish politician. Solomon 
rejected the South Kensington art-school system, 
based on the decorative arts, which had until 
then defined J J pedagogy. He replaced it with a 
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Royal Academy pedagogy based on academic 
rigour and life studies, which Solomon instituted 
as an integral element of the J J curriculum for 
the first time. His initiatives drew criticism from the 
old guard; he found a committed supporter in his 
Indian colleague, the renowned artist Mahadev 
Vishwanath Dhurandhar.

Together, Solomon and Dhurandhar developed 
a recognizable ‘Bombay style’ through a fusion 
of Art Nouveau, japonisme and an Orientalizing 
treatment of Indian mythic, historic and everyday 
subjects intended to rival the Orientalisms of 
the Tagore circle in Calcutta and Chughtai 
and his colleagues in Lahore. The tradition of 
the J J students’ pilgrimage to the Buddhist 
cave complex of Ajanta, then in the Nizam’s 
Dominions, continued: Ajanta, rediscovered by 
the British in the 19th century, continued to be 
regarded as a fountainhead of the Indic painterly 
tradition. Solomon’s successor, Charles Gerrard, 
emphasized the departures of modernism, prizing 
individual creativity over academic discipline.

Sabavala’s student work at J J demonstrates 
the effect of the Solomon-Dhurandhar and the 
Gerrard paradigm shifts. Solomon’s star students 
were inducted into the J J faculty; they were 
Sabavala’s teachers: Jagannath Murlidhar 
Ahivasi, a gifted colorist who adapted the Rajput 
miniature and Nathdwara pichhvai lineages to 
modern times, and Raghunath Dhondopant 
Dhopeshwarkar, who rendered subjects from 

Indic myth in a sinuous, curvaceous style taken 
over from Art Nouveau and bearing affinities to the 
art of Ajanta. Sabavala’s student work is marked 
by a tension between delightful idiosyncrasy 
and demanding norm. Meanwhile, the young 
Sabavala’s life study classes found resonance in his 
interest in physical culture; like many young men of 
his generation, he invested himself in the cult of the 
body beautiful, and maintained a physical culture 
album, which is on view here.

This chapter also attends to figures who have fallen 
below the radar of visibility, but who participated 
in late-colonial India’s visual culture, with its annual 
exhibitions by salon artists in Shimla and at the Bombay 
Art Society, and the exhibitions of artist societies in 
Calcutta and Lahore, which embraced work by 
Indian and expatriate artists, Indian-born European 
artists and globally itinerant artists temporarily active 
in India. The J J alumnus Samuel Fyzee Rahamin bore 
a curious connection to Sabavala. This scion of the 
Bene Israel community had married the intellectual 
Atiya Fyzee, a friend and confidante of Iqbal, and 
the sister of the Nazli Begum of Janjira, who built a 
Mughal fantasia called Aewan-e-Rafiyat on Ridge 
Road, Bombay/ Mumbai; they sold the house to 
Sabavala’s mother, and it became the artist’s 
childhood home.

Other such figures include the Shimla-born painter 
and novelist M M Kaye, author of ‘The Far Pavilions’, 
and the Iranian-Armenian artist Sarkis Katchadourian, 
whose reproductions of the Safavid Isfahan frescos 
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were acquired by several prominent Parsi families 
in the 1930s, including Sabavala’s, and also by the 
Prince of Wales Museum. Katchadourian’s paintings 
are shown in Unpacking the Studio for the first time 
since they were acquired by the Museum in 1938.

‘The School of Bombay’ also  refers, here, to 
Sabavala’s  contemporaries on Bombay/ Mumbai’s 
late-colonial and early postcolonial art scene: 
among them, K K Hebbar, K H Ara, and Harkishan 
Lal. In their distinctive ways, Sabavala and his 
contemporaries wrestled with the problems of 
refining a modernist visual language while crafting 
a legibility that would invite rather than repel a 
newly emergent viewership. From a scenographic 
point of view, ‘The School of Bombay’ takes the 
form of tapestried, salon-style ensemble of images, 
reproductions and photographs, an ensemble of 
contending yet related impulses. The display strategy 
for this chapter is that of the salon-style hang that the 
young Sabavala would have been familiar with: the 
emphasis was not on the individual work but on the 
grouping of works.

Chapter 5 | STAGES FOR VIEWING

‘Stages for Viewing’, the fifth and concluding 
chapter of this exhibition, links the private space of 
the studio with its destination, the space of display 
and public response: the gallery. In this chapter, 
we bring together Sabavala’s career as an artist, 
the history of patronage extended to the arts by his 
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mother’s aristocratic family, the Cowasji Jehangir 
Readymoneys, and the role of the Prince of Wales 
Museum, now the CSMVS, in providing institutional 
support for cultural initiatives in Bombay/ Mumbai. 
The evolution of gallery spaces in the metropolis 
received an impetus in the late 1940s, when the 
Museum’s Trustees, including the lawyer, scholar 
and connoisseur Karl Khandalavala, proposed 
the revolutionary institution of a public gallery for 
modern art.

This proposal received support from Sir Cowasji 
Jehangir, Sabavala’s uncle, and was embodied 
in an architectural conception piloted by Durga 
Shankar Bajpai and G M Bhuta of the firm Master, 
Sathe & Bhuta. The Jehangir Art Gallery – named 
after Sabavala’s cousin, Sir Cowasji Jehangir’s son, 
who had died tragically young in London during 
World War II – opened its doors to the public in 
1952. It was there that Sabavala held a number 
of his exhibitions in the 1950s, for which he and his 
wife Shirin improvised display techniques, hanging 
formats and devices for audience interaction.

The scenography of ‘Stages for Viewing’ includes 
archival photographs as well as reproductions 
of the architectural drawings and elevations for 
the Jehangir Art Gallery project, based on Durga 
Shankar Bajpai’s lost originals, graciously made 
available for Unpacking the Studio by the architect 
Kamu Iyer and the Urban Design Research Institute.



Coda | SABAVALA IN THE MUSEUM

Unpacking the Studio is intended to act as a 
prelude or overture to the establishment of the 
Jehangir Sabavala Bequest in a permanent 
space of its own at the CSMVS, where it will form 
part of a parcours manifestly linking the 19th and 
early 20th century collections of Western art with 
the postcolonial modern and contemporary 
holdings of the Jehangir Nicholson Art Foundation. 
Subliminally, this parcours will also hint at a 
connection with the Museum’s collection of the 
Bombay School paintings, which are not yet on 
permanent display. Sabavala’s oeuvre forms a 
vital link in this chain.

Jehangir Sabavala’s works, across his long 
career, are startling in their ability to map fresh 
formal and psychological terrain. His last works, 
in particular, remind us that Sabavala was an 
artist who always pushed the boundaries of what 
was possible for the artist committed to painting. 
Indeed, Sabavala’s was an art of transition, which 
never relied on formulae but always pushed the 
boundaries of what was possible to the artist 
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committed to painting. Sabavala always walked 
alone, and did not join any group or movement. 
He spent the early part of his career reconfiguring 
the European training of his youth, his impressionist, 
expressionist and Cubist education, in the context of 
a newly independent, postcolonial nation-state. He 
explored India, engaged with its complex everyday 
life and its multiple historical pasts, and worked at 
the demanding and paradoxical task of refining his 
artistic language even while remaining concerned 
with the legibility of his work to his viewers.

Sabavala engaged with the subjects of diaspora, 
nomadism, displacement and the renegotiation of 
identity long during the late 1960s and early 1970s, 
before these became fashionable. He conducted 
constant formal and conceptual experiments, 
shifting ground from one series of work to another. 
In the biography of Sabavala that I wrote in 1998, I 
described him as a “pilgrim, exile and sorcerer” – his 
trajectory in modern Indian art is that of the questor 
seeking illuminating transcendences, but always 
arriving at them after wrestling with the materiality of 
experience.



  t is a known fact that exhibitions are a means of 
communication for a museum. Important though 
is how this means of communication is been used 

by various museums and how serious they are about 
its role as an image building tool. 

CSMVS believes in  frequent dialogue with  its 
visitors and endeavors to open all channels of 
communication with them.  Apart from permanent 
gallery spaces the museum has various venues 
to organize temporary exhibitions.  In the last few 
years the museum has refurbished some of its 
permanent galleries according to the demands 
of the changing times and has opened two new 
permanent galleries for its visitors. The museum 
also organizes many temporary exhibitions both 
at national and international levels to attract and 
stimulate a wide range of audiences. The Museum 
has a ‘Curators Gallery’, a temporary exhibition 
space where the curators can experiment with and 
express their understanding and interpretation of art.  
On one hand it is a boon for the curators and on the 
other hand it is also a challenge to envisage new 
meaningful and creative exhibitions for our visitors 
and stakeholders. Through this article, I will be sharing 
a journey of a curator while creating an exhibition 
and some behind the scene anecdotes.

Birth of an idea 

While the curatorial team was busy brainstorming 
about new ideas for exhibitions, the Director 
General came up with a unique idea – ‘The Art 
Unseen’ series. The Museum displays only about 
10% of its collections and often, the same objects 
are kept on display either due to their content, 
aesthetic appeal or as they might be a curator’s 
favorite. But there are many more objects that 
remain in the stores and never get a chance to 
converse with visitors and they must be given 
the chance to do so. It was this observation that 
prompted the idea of ‘Art Unseen’ that would 
bring to the public, specially curated exhibitions of 
objects, never displayed before.

The curatorial team sprung into action and within 
a week’s time a proposal was placed before the 
Director General to display all the 64 folios of a very 
significant 16th century manuscript – Chandayana, 
a Sufi flavoured romance written by Maulana 
Daud. The international workshop ‘Creating 
Museums of World Stories’ in collaboration with the 
British Museum was just around the corner and it 
seemed an opportune time to plan the exhibition 
around the Chandayana. The two museums 

Vandana Prapanna
Senior Curator, Miniature Paintings

Art Unseen Series I
Ek Tha Laurak Ek Thi Chand –  
An exhibition of the Folios of the 
Manuscript of Chandayana
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are also planning a collaborative blockbuster 
exhibition on the subject ‘India in the World’ and 
the curatorial team felt that the manuscript stood 
as a symbol of global unity representing that 
period in India and how greatly it connected to 
the theme of India in the World. 

The museum had acquired these folios in 1957 and 
only two of these are displayed in the miniature 
painting gallery at a time. The manuscript is of 
great art historical value, it is one of the pioneer 
manuscripts which used paper in a vertical format 
instead of the horizontal format used in palm leaf 
and early paper manuscripts. The subject itself is 
unique as for the first time it is deviated from a purely 
religious subject to a love story with Sufi flavour.  
Artists from India and Iran were actively interacting 
with each other at the time which resulted in the 
birth of a hybrid style known as the Sultanate style. 
Thus the manuscript forms an important chapter in 
Indian art history and the development of Sufism 
in India. It is also an important example of the rich 
and long oral tradition of India.

Chandayana: The Story

Chand, the heroine is the daughter of Rao Mahar, 
the king of Govar and is married to a notable 
man, Bavan  who is supposedly sterile. Chand is 
unhappy with her situation and in frustration and 
disappointment returns to her father’s home. A 
wandering ascetic chances upon her one day 
and is intoxicated by her beauty. The ascetic 
in his travels describes the beauty of Chand to 
RaoRupchand, the king of a nearby state. The 
Nakhashikha Varnana (detailed description) of 
Chand arouses feelings of lust in Rupchand and 
in order to obtain Chand, he attacks Govar. With 
the help of brave warrior Laurak Rao, Mahar Rao 
defeats Rupchand. Laurak and Chand meet 
each other during the victory procession and 
instantly fall in love. Chand’s friend Brihaspat 
arranges for the two to meet secretly. Eventually, 
their affair becomes known and a fight ensues 
between Maina, the wife of Laurak and Chand. 
On account of this, Chand pleads with Laurak to 
leave Govar and elope with her. They face many 
difficulties during their elopement. Finally they 
arrive at HardiPatan and stay there peacefully for 
a year. 

On the other hand at Govar, Maina faces several 
hardships. She manages to send a message to 
Laurak through a kind merchant named Sirjan 
who is a resident of Hardi. On hearing of Maina’s 
tribulations from Sirjan, Laurak decides to return to 
Govar.

Maina and Chand face each other and another 
bitter alterations takes place between the two. 
But they eventually reach an agreement and start 
living together. Laurak’s mother Kholan describes 
the hardships they had to endure in the absence 
of Laurak.

Chandayana: The manuscript

This 16th century manuscript based on the 
Chandayana was versified by Maulana Daud, a 
Sufi saint and poet from the village Dalmau in the 
district of Rai Bareilly, Uttar Pradesh in c. CE 1377. His 
version was based on a folk romance of the Ahirs 
known as Lorikayana which is part of a very long 
oral tradition. Maulana Daud turned this popular 
oral epic into a beautiful philosophical drama.
 

Indian literature as well as oral traditions is replete 
with famous romantic legends.  The visualization of 
these legends in Indian miniature painting began 
from the 15th century CE with the illustrations of 
Chandayana. The most important factor that 
contributed to this development is the spread of 
Sufism. 
 
Around the mid 14th cent CE, Sufi poets in India 
started writing the masanavis (rhyming couplets 
of profound spiritual meaning) in Hindi or in the 
local dialect to reach out to a wider audience. 
Chandayana is one such text written in Hindvi, 
a dialect of Avadhi, popular around the Delhi-
Jaunpur area. The text is written in the Arabic script. 
While the text is written on one side of the folio, the 
other has painted illustrations of the couplets.
 
The text though corespondance to the next 
painting in the sequence, Chandayana may not 
be considered as pure Sufi works but it definately 
has strong flavours of this philosophical movement.  
In pure Sufi works, the hero as a devotee is the 
seeker of divine love and has to overcome many 
hurdles to achieve his ultimate goal to get reunited 
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with the Almighty that is personified in the heroine, 
though in our manuscript the heroine Chand is 
equally and at times more eager to get united with 
the hero Laurak. 

The manuscript in our collection is incomplete. Few 
verses absent from the beginning of and some verses 
in between and also at the end.

There is a huge debate amongst the scholars relating 
to the date and provenance of the manuscript. Many 
of them believe that the  manuscript of Chandayana 
in the museum's collection was illustrated in the 16th 
century, probably around Delhi-Jaunpur area.  The 
style in which it is rendered is known as Sultanate 
style which is a blend of Indian, Persian and Iranian 
features. The Persian influence reflects in the colour 
tonalities, abundant use of Persian arabesques, the 
backgrounds covered with small strokes to depict 
vegetation and use of the Chinese ribbon-clouds. 
Triple domes and compartmentalized compositions 
are features borrowed from Turkish painting. 
Nevertheless their connection with the indigenous 
Chaurapanchasika group is evident in certain 
architectural features such as bird necked brackets, 
highly stylized human figures, women with narrow 
waists, wearing odhani with long pointed ends, 

the kulahdar cap and chakdar jama which forms 
a part of men's dress and in gestures specifically 
indicating a way of communication. The cattle are 
characteristically Indian. So far five illustrated copies 
of this manuscript have come to light and the one in 
the museum’s collection is the best of them.

The manuscript of Chandayana is an important 
symbol of the peaceful unity of various cultural trends 

and unbiased approach both in the text and in the 
illustration. Maulana Daud on one hand made a 
deliberate and conscious attempt to bring about 
a synthesis between two traditions by adopting 
the local language and ethos for his Sufi works to 
spread the message of love among the masses. 
The artists on the other hand brought out the same 
global perspective by assimilating different styles 
in presenting the beautiful philosophical saga of 
Maulana Daud. 

Documenting oral traditions

As mentioned earlier the manuscript of 
Chandayana was part of a very old oral tradition 
popular in the villages of eastern Uttar Pradesh, 
western Bihar, adjoining Chattisgarh and some 
parts of Madhya Pradesh. It is known as Lorikayana, 
Loriki   or  Chanani.  Interestingly,  a   few   singers 
have kept the tradition alive in Uttar Pradesh 
and some parts of Madhya Pradesh. For the past 
50 years since the five copies of Chandayana  
manuscript have come into light, a great deal of 
art historical research is being carried out on the 
date, provenance and style of the paintings but 
very little effort is being made to document the 
oral tradition of which this manuscript forms a link. 

There is a need to change this restricted approach 
especially when we are documenting culture 
in the museum. Curators must adopt a holistic 
approach and should not be restricted to only art 
historical studies of an object.  

In the age of the internet and other strong and 
more popular mediums of entertainment like T.V 
and films, the tradition of oral story telling is fast 
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vanishing. It is important to document it all to 
save the fading examples of intangible treasures 
and acquaint new generations with the rich 
oral tradition of a variety of cultures. And in this 
sense Museums will have to play a role of  a 
culture center and not merely a storehouse of 
objects.  UNESCO medium plan for 1984-89 rightly 
says “Cultural heritage is an expression of each 
people’s historical experience and its collective 
personality. It represents the very basis of cultural 
identity in the consciousness of individuals and of 
the community. ….. Monuments and museums 
are no longer merely places where specialist 
carry out their researches but fulfill a cultural 
and educational mission, making the population 
aware of the various aspects of its culture”.

The CSMVS has made a small effort to record 
one such group with the help of Dr. Arjun Das 
Kesari, Secretary Lok Varta Shodh Sansthan, 
Roberts Gunj, District Sonbhadra, Uttar Pradesh. 
Characters like Laurak, Maina, Chand and Kholan 
are still fresh in the memories of the local people 
of Roberts Gunj and nearby areas. Every year 
during Diwali festival, wrestling competitions are 
organized here in memory of brave hero Laurak. 
These artists whom we recorded - Doodh Nath 
Pandey, Doodhnaatha Yadav, Surendra Yadav 
and  Shankar Yadav - are from the Ahir clan and 
are involved in various occupations mostly related 
to selling of milk. 

To take away the occasional fatigue of their 
routine, they sing either individually or together as 
a group, this age old epic remembering Laurak 
and his heroic deeds. Dr. Kesari informed us that 
there are only 7-8 people left in this region who still 
remember this oral epic of their clan hero Laurak. 
He earnestly urges people to contribute in saving 
this oral tradition before it fades into oblivion.  
We are happy that these recordings are now a 
part of the museum’s archives and that we have 
managed to preserve a part of the  rich intangible 
cultural heritage of India. 

The Exhibition

Once we decided to have the exhibition 
production oriented activities such as setting up 
the goals for the exhibition, writing the story line, 
designing the physical exhibition, and creating an 
educational plan began. On the management 
level the funds were estimated and allotted from the 
museum’s exhibition fund. Coordination between 
the administration, curatorial  department and 
conservation centre was established to ensure 
smooth execution.  

All the paintings were given to the conservation  
centre  for assessment.  They had set up   
environmental    parameters - light levels, relative 
humidity and temperatures.  Art historical rresearch 
was simultaneously progressing along with other 
activities.

Targeting Audiences
A museum’s existence mainly depends upon its 
visitors  and all its functions revolve around the 
human race but this fact is sometimes overlooked 
in the day-to-day process of operating a museum. 
Therefore, an understanding of human behavior  is 
useful for developing exhibitions that serve audience 
needs. 

Most of the CSMVS visitors are tourists and the 
concept of ajayabghar or the curio house is still alive 
somewhere in their mind and therefore their eyes still 
search for some curios,  surprises and  mysteries in the 
museum. Museums for them are not always a centre 
for serious learning and they also come here to spend 
some creative leisure time with their family. As such,  
the display or the presentation of museum objects 
plays a very important role. Museums today cannot 
afford to be a dull boring places where objects are 
displayed with a piece of information and rest is left 
to the visitors interpretation. It is necessary to create 
a relaxed and inviting atmosphere where visitors feel 
like staying for sometime while absorbing knowledge. 
It is also necessary to involve and engage them more 
creatively with the help of hands-on activities, use of 
multimedia and other exhibition accessories.  Some 
of the objects in the museum such as the intricately 
carved decorative pieces, jewellery, large size oil 
paintings or impressive stone sculptures attract 
visitors’ attention immediately but two-dimensional 
objects specially miniature paintings, in spite of 
having tremendous aesthetic appeal and source of 
information, fail to capture the attention of general  
visitors.  There are however, visitors who take keen 
interest and come to museum specially to see them. 
Therefore the display becomes very challenging. 
 
Working on the exhibition 

We wanted to make the exhibition of Chandayana 
very visitor - friendly and appealing. Our young 
designers Siddharth Waingankar and Pratik Aroskar 
were assigned the work of display. It was decided 
to create a L shaped partition in the centre to 
accommodate extended text and installation of a 
TV for screening the documentary on Lorikayana 
prepared by the Museum.  It was also decided to 
show  in the corner of the screen both obverse and 
reverse side of the folio as the manuscript has a 
text on one side and painting on the other side. We 
planned to display framed  paintings on the wall. 

Next step was to decide the colour of the gallery. 
As  the story of Chandayana is related to Ahir clan, 
(cow breeders), we wondered about the possibility 
of  giving an effect of a cow dung surface on the 
wall. Even today the villagers apply cow dung on the 
walls as it has antiseptic properties. After 3-4 trials we 
achieved the desired result of a cow dung applied 
wall surface with the combination of plastic emulsion 
mixed with saw dust. The effect was so real that within 
a few hours of completing it, a gallery guard came 
to me and hesitantly told me 'Madam, I think later on 
you will have to use an air freshener in the gallery!' 
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My colleague Manisha Nene (Assistant Director, 
Gallery) proposed an interesting idea of combining 
the three - dimensional objects in the display to 
enhance the visual appeal and stimulate the 
learning experience. She opened up her Art section 
storage to select relevant objects for the exhibition. 
We selected objects reflecting material culture of 
that era as depicted in the Chandayana manuscript 
such as large sized cooking vessels, surahis and 
pots, sword and shield.  A beautifully carved mirror, 
metal door and metal lamp were also selected even 
though they are not represented in painting but go 
very well with the theme. Secondly, all the objects 
selected were being displayed for the first time. They 
remained unseen from the eyes of our visitors for 
more than 80 years! 

This brings out another unique tradition in the CSMVS 
that there are  no water tight compartments as far as 
the sections are concerned.  The curators are aware 
of the entire collection and can frequently give and 
take objects for the purpose of exhibition.  

Exhibition Text

The title of the exhibition is very important. It sets the 
tone and parameters of the exhibition and serves 
as a major part of the curiosity “hook” needed to 
attract visitors to the gallery. The title of the exhibition, 
‘Ek tha Laurak – Ek thi Chand’ in Hindi goes well 
with the content of the exhibition and was liked by 
everybody. It was decided to put the title on the 
centre panel.  I was not very keen about printing the 
title on the sun board which is a usual practice and  

was looking for another option that would  gel with 
the overall display.  Kishor our Junior Artist came 
to our aid. He painted the title by hand along with 
life size portraits of the two main protagonists Laur 
and Chand. He also added some elements such 
as cows and architectural features to make the 
display appealing.  

The theme and purpose of the exhibition was 
explained to the Education department as they 
were  planning to organize guided tours.  

The result 

The exhibition was inaugurated on 19th November 
2015 by Mr. Neil MacGregor, Director, The British 
Museum. Indeed it was a matter of great honour 
for us. The exhibition ended on 9th January 2016.  
The exhibition was seen by over 45,000 (forty five 
thousand) visitors. There were  a few visitors who 
shared their knowledge on the subject, some 
appreciated the documentation of Lorikayana 
and its connection to the paintings,  while others 
simply fell in love with the paintings and the 
narration. While some admired the display and the 
ambience, others liked the mirror, the story and the 
content and some appreciated the guided tours.  
We are sharing a few comments here. 

Ambience and aura of this place makes me 
believe that there was something magical in 
history.  Great story!!
          - Niharika
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Very different and interesting. Beautiful display 
and beautiful story.
              - Chavi Kumar 

It's great to see these lovely manuscript folios - 
exhibited for the first time!! Congrats! 
                                                                  - Arti Mehta

Thanks for shedding light on Lorikayana. The video 
of Dr. Kesari also was interesting.
               - Snehal Mule

Great service, good concept and compilation 
with artistic touch.  Thanks for saving, preserving 
national culture and pride.  
         - Ashvini Kulkarni 

Good work to keep our oral tradition alive.  Keep 
it up.
               - Brigadier Manocha 

Fortunate to be able to see all 64 folios presented 
in this manner-most beautifully displayed and 
explained very well. 
            - Mumtaz Currim

Hope the book of the painting is published soon.
               - Shama Jaidi

This is an outstanding exhibition on one of the 
most important works on Indian literature. The 
presentation is (...) and aesthetic.  Congratulations 
to the curator.   
                                                  - Imre Banghu
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SMVS’s current special exhibition is Tabiyat: 
Medicine and Healing in India. It explores 
historic and contemporary Indian experiences 
of striving to stay well. The exhibition is 

a collaboration with one of London’s leading 
contemporary museums, Wellcome Collection, part 
of the Wellcome Trust, a global health organisation. 
In London, ‘incurably curious’ visitors to Wellcome 
Collection’s permanent and temporary displays 
encounter an aesthetically seductive, intellectually 
rich mix of art, science and the extraordinary in 
everyday life. Tabiyat is an attempt 
to bring Wellcome’s creative vision 
to Mumbai in a way that works 
sensitively with CSMVS’s collections 
and ethos, recognising that the 
nature and ambitions of the two 
institutions are distinct. 

Exhibits are drawn from the material 
culture of health practices with 
ancient roots but widespread, 
modern application, such as 
Ayurveda and Unani. The exhibition 
also illustrates India’s status as an 
engine of cutting-edge, universal 
scientific medicine. This collision 
of ancient with modern is one 
of several contrasts that inform 

content, including: formal and informal; Indian 
and imported. A key contrast is between medicine 
within the physical and intellectual confines of 
hospitals and other clinical spaces and as an 
integral, pervasive feature of Indian domestic and 
street life. ‘Medicine’ in this context includes the 
practices of lay healers selling wares and services 
to passers by. The exhibition is for a general public 
rather than narrowly for the medical community in 
the belief that what medics and healers do is of 
concern and interest beyond professional circles.

Tabiyat: Medicine and 
Healing in India Ratan Vaswani

 Curator  of the Exhibition
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There are several exhibits in the show which 
come to it from Healers of Dharavi, an earlier 
exhibition in Mumbai held in February 2015 in the 
city’s largest informal settlement. One of these 
exhibits is a raktabahuli, a healing 'blood doll’.  
The ‘blood’ reference is to raktachandan, the 
red sandalwood it is made of. The doll belongs to 
Ms Sunanda Pawar, a compounder for Dr Renu 
Marwah, an acupressure doctor in Dharavi. Lent 
on request to sick relatives and friends, it has 
been in Ms Pawar's family for as long as anyone 
can recall. She demonstrate its use in a video clip 
played in the gallery on continuous loop. It was 
important to me, as the curator of the exhibition, 
to document practices in poor communities. The 
poor far outnumber the rich in India but their lives 
and experiences are rarely represented in the 
nation’s museums. I wanted to show how people 
who live in challenging circumstances heroically 
make the best of them. They may administer 
and receive treatments that the privileged 
classes would dismiss, but that isn’t because the 
poor wouldn’t like other options. It’s because in 

India the very best clinical care isn’t financially or 
socially available to enough of its population. The 
exhibit captions or the wall text do not, of course, 
express such opinions. I do hope, though, that visitors 
to the exhibition use it as a springboard for discussion 
of social issues and come to their own conclusions 
about how best to sustain tabiyat for themselves and 
for this great nation. 

Initially, the Tabiyat collaboration was built on 
exchanges between Mr Sabyasachi Mukherjee, 
the Director General of CSMVS and Dr Ken Arnold, 
Creative Director of Wellcome Collection. Each 
visited the other at their respective institutions in 
Mumbai and London. Once an effective working 
relationship was formed, I was appointed as curator 
and there was a development phase where content 
was researched and plans drawn up for delivering 
agreed content and design. From my initial visit to 
Mumbai in December 2013, the work lasted two 
years. 

Recruitment of and agreeing deliverables with the 
right technical and creative personnel, including 
artists, were my initial key tasks. I always had in 
mind that material and meaning generated by the 
exhibition in India would be assessed and curated for 
subsequent presentation at Wellcome Collection in 
London, probably in 2018. But it was also clear to me 
that the work in India should not exoticise, patronise, 
regard the West as normative or be undertaken solely 
as preparation for a London showing. At Wellcome 
Collection and, I believe at CSMVS, we hope that, 
arising from this collaboration, opportunities will be 
explored for further work, unifying cultural activity in 
the UK and India.

There are many benefits of the collaboration for 
both parties. For Wellcome Collection, it will lead to 
a better understanding, generally, of India’s medical 
heritage, and more specifically of Wellcome Library’s 
extensive Indian collections, from which most of 
the historic material in the exhibition is drawn. For 



CSMVS, it will, we hope, open up rich avenues of 
further exploration of the amazing art and social 
history that medical material offers. We hope too 
that the collaboration has resulted in professionally 
enriching experience for CSMVS staff. Vaidehi 
Savnal is the CSMVS colleague who has been most 
central to the liaison between colleagues in London 
and Mumbai. She has been following a professional 
development programme under the guidance of a 
colleague in London. Vaidehi also spent some time 
in London last year where, we hope, she benefited 
from an encounter with Wellcome Collection’s world 
class personnel and resources.

A set of free live, public events will accompany 
Tabiyat throughout its run. Just as we hope to have 
brought something of Wellcome Collection’s style 
of exhibition-making to Mumbai, so too we hope 
that the rich variety of workshops, performances, 
demonstrations and talks that have been planned 
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reflect the Wellcome style, and that these events 
delight CSMVS’s audiences. The events are 
being curated and produced by a local cultural 
programmer, Rashmi Dhanwani, who has recruited 
exceptionally talented artistes. Attendees at the 
Inauguration were thrilled by a demonstration 
of Mallakhamb,   a traditional martial and yogic 
art from Maharashtra. Under the direction of 
renowned trainer Uday Deshpande, students of all 
ages performed feats on stage and around a rope 
and a pole. 

Whether visitors simply pop into the exhibition 
or attend an event we hope that they find 
something new and intriguing to see. They may 
also be provoked to reflect not just on health 
but also modernity and Indian tradition, and on 
philosophical questions about the relationship of 
bodily integrity to human identity. 
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imalayan Art is art that is indigenous to the 
Himalayas, predominantly Tibet, Nepal and 
the areas under the cultural sway of these 
cultures. This art is primarily concerned with 

religious subjects and is recognizable through the 
use of composition, symbols and motifs. These 
reflect the complex, mystic and fascinating 
world of Vajrayana Buddhist pantheon and 
their practices. The art of Nepal is additionally a 
combination of Hindu and Buddhist pantheons 
reflecting a harmonious relationship of both 
religions in the country. Individual works of art are 
commonly created in sets forming much larger 
works of art. This art has been an important feature 
of collections of big and small collectors and 
museums especially across the world.

CSMVS is one of the two institutions in India with a 
fine collection of Himalayan art. This collection 
includes beautiful metal and wood sculptures, 
mandalas, thangkas and narrative scroll paintings 
of Gods, Goddesses, demi gods and Lamas along 
with musical instruments and ritual objects. Paintings, 
drawings and photographs by Li Gotami are another 
important part of this collection. These exhibits 
were received into the museum collection through 
generous bequests and donations of Sirs Ratan & 
Dorab Tata, Li Gotami, Mrs. Amravati Gupta, Karl 
Khandalavala, et al. Part of this collection that is 
much sought after for study and research by various 
scholars has been on display in the first floor of the 
Museum Heritage wing.

Old Gallery

Divya Pawathinal
 Sr. Curatorial Assistant

Reorganisation of Himalayan Art Gallery

Great things are done when 
men and mountains meet  

- William Blake
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The previous display which was nearly 40 years old 
was divided into two sections placing exhibits into 
Tibetan Vajrayana Buddhist and Nepalese Hindu 
& Buddhist practices. These were in groups as per 
their provenance and iconography; many a times 
without context while the ritual objects were placed 
as per usage. The gallery space had cases built into 
continuous wall panels running along the walls with 
a partition dividing the viewing area into four parts. 
The architecture of the building was thus covered  
through this structure. Consequently, the open 
arches built as source for ventilation and natural 
light were packed up. The cases were high making it 
difficult for children and vertically challenged people 
to view the exhibits. The signages were limited thus 
being inadequate to sate the visitors’ longing for 
more information on these subjects. This gallery was 
very much in need of a new lease of life.

The Concept

The proposal to change the display of the gallery 
was brought up a few years ago. Ms. Manisha Nene, 
Assistant Director (Galleries) and Ms. Vandana 
Prapanna, Senior Curator, the curators of this gallery 
formed a new proposal for redesigning this gallery. 
This proposal was then added to the Metro Museum 
Modernisation Plan phase I, supported by the 
Ministry of Culture, Government of India. The Project 
Concept made for the redesign of the gallery was 
as follows:

The principle of modernising galleries to the 
finest international standards while keeping 
the integrity of the historical fabric intact has 
been the long term vision that has guided 
the modernisation plans of the Museum. 
The proposal included restoring built fabric, 
opening out packed arches, designing better 
display systems, with appropriate lighting, 
interpretation and signage.

The tender for design ideas for the gallery were 
passed. The design proposal submitted by Matrika 
Designs Consultants, with Mr. Abhishek Ray at its 
helm  won  the competitive bidding. Meanwhile 
the curators worked on the narrative and the 
display strategy. The former display was spread 
into two gallery spaces. In the upcoming new 
gallery, it was decided that the area similar to 
the Miniature Painting Gallery space be used to 
create the Himalayan Art Gallery. The remaining 
space was be used to create a new Decorative 
Arts gallery. The exhibits, on previous display 
and in stores were brought together and a list of 
sections for the display was made. These sections 
were then used to make decisions on the number 
and types of cases for display and the areas for 
graphics required in the gallery. This final curatorial 
catalogue was given to Matrika Designs. One 
important factor the designers at Matrika Designs 
were asked to consider was that the display cases 
and other areas should be designed keeping in 
mind the current list of exhibits to be displayed 
as well as the requirements of different displays 
in future.  The team of architects and interior 
designers at Matrika Designs were then hard at 
work to design the gallery as per the curatorial 
catalogue and the design requirements given to 
them by the curators. 

The gallery layout has been planned keeping an 
open layout in mind. With most cases against the 
wall areas and few free standing showcases left 
in the centre this has been successfully achieved. 
The architecture of the gallery space has been 
retained without much structural interference. 
The space has been designed with special 
thought given to the movement of handicapped 
person especially someone in a wheelchair. The 
dimensions of the cases are keeping in mind both 
children and tall adults amongst the audiences 
along with an average Indian visitor.
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The materials used and the finished output of the 
gallery has been designed and detailed keeping 
in mind the natural materials commonly used in 
the Himalayan regions. Typical Tibetan design 
elements selected from monasteries, shrines and 
sculptures  have been used on the design of the 
cases.

The Display

Meanwhile, when Matrika Designs were 
formulating designs for the gallery, the curators 
carried on with their study of Nepal and Tibet, 
the Vajrayana Buddhist religion, their rituals 
and practices, etcetera to build on their initial 
curatorial catalogue. An idea was formulated to 
create a shrine (gompa) replicating the Buddhist 
shrines found today  in monasteries in Ladakh 
and  Himachal  Pradesh and originally in Tibet. 
These shrines are not only central to the life of the 
people of the surrounding areas but also centre 
of Buddhist learning and storehouses of traditional 
Buddhist arts. For this the curators travelled to 
Leh, Ladakh to visit monasteries and understand 
the make and requirements of a shrine. Several 
display accessories required were also purchased 
for display in the gallery and a few of those not 
readily available were commissioned. A massive 
image of a presiding deity is an important 
part of the shrine. Contacts for artists creating 
traditional Ladakhi clay-sculptures were sought 
and the name and works of Mr. Chhimet Rigzin 
came highly recommended. For the shrine in 
the gallery, a 6 foot tall image Maitreya Buddha 
was commissioned under the Art Conservation 

Resurgence Project (ACRP) supported by Sir Dorabji 
Tata Trust. Mr. Rigzin, his wife and son built the entire 
statute and its prabha in the museum premises in 
three months. (The article ‘The Making of Maitreya 
Buddha’ in the CSMVS regarding this project was 
published   in   the   Museum  Newsletter   Volume  8, 
Issue 2). 

In the upcoming display the exhibits are placed in 
context to their place in the Vajrayana Buddhist 
pantheon and practices with exhibits from Nepal 
and Tibet displayed together. These include Dhyani 
Buddhas, Avalokiteshvaras, Taras, protective deities, 
Mahasiddhas and Lamas. An additional case for 
Hindu gods worshipped in Nepal is also part of the 
gallery. Display for thangkas and Nepalese pata 
paintings have also been provided for the gallery. 
The main focus of this display would be the Buddhist 
shrine built in the middle of the gallery.

Once the design of the gallery was approved the 
dismantling and construction work of the gallery 
began. The construction schedule of four months was 
submitted by the hired contractor, Shiva Furniture 
Works. Initially a mock-up case was constructed. 
The shortlisted exhibits were then tried in them to 
formulate display methodologies by the curators 
and the exhibition design team. 
 
These trials led to changes and suggestions which the 
design team incorporated. The gallery construction 
is now in full swing and on schedule. The curatorial 
background work is also going on at good speed. 

The  inauguration of the gallery is slated for May 2016. 

Curator’s Corner
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1

Launch of ConservArte: A Citi-CSMVS Art 
Conservation Project and 

Citi-CSMVS Museum on Wheels Project
September 21, 2015

A partnership between Citibank and CSMVS
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Creating Museums of World Stories
November 20 – 21, 2015
International workshop hosted in collaboration with the British Museum and 
with the support of the Getty Foundation.
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Indian Conservation Fellowships Pilot Program 2013-2015 
November 16 - 17, 2015
Supported by Ministry of Culture, Govt. of India and The Andrew W. Mellon Foundation.
In collaboration with The Metropolitan Museum of Art, New York and The Stichting Restauratie 
Atelier Limburg (SRAL), Maastricht. 
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Indian Coat of Arms 
September 10 - October 9, 2015
Curated by Shri Anuj Pakvasa
In collaboration with Museum Society of 
Bombay
Inaugurated by H.H. Rajmata Shubhangini 
Raje Gaekwad of Baroda
Curators Gallery

Unpacking the Studio: Celebrating 
the Jehangir Sabavala Bequest
September 16 - December 31, 2015
Curated by Mr. Ranjit Hoskote
In collaboration with Jehangir Nicholson Art 
Foundation
Inaugurated by Mrs. Shirin Sabavala

Akshara; Crafting Indian Scripts
October 9 - 18, 2015
Exhibition of 150 objects in 21 craft skills
In collaboration with Dastkari Haat Samiti 
and First Edition Arts.
Premchand Roychand Gallery, I floor 
Extension wing.

Ek Tha Laurak, Ek Thi Chand
November  20, 2015  - January 9, 2016 
An exhibition of the manuscript folios of 
Chandāyana
Part I of Art Unseen Series 
Curators Gallery, I floor Extension wing.

Tabiyat: Medicine and Healing in 
India
January 12 - March 28, 2016
Exhibition in collaboration with Wellcome 
Trust, London, Medicine Corner & Asia Art 
Projects
Supported by British Council, India
Premchand Roychand Gallery, I floor, 
Extension wing

RECAP Exhibitions
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Jitish Kallat: Covering Letter
January 15 - February 28, 2016
Exhibition in collaboration with Jehangir 
Nicholson Art Foundation and Nature Mordé, 
Delhi
Jehangir Nicholson Gallery 

Kumbh Mela: Mapping the Ephemeral 
Megacity
January 19 - 28, 2016
Exhibition In collaboration with Harvard University 
South Asia Institute
Curators Gallery, I floor, Extension wing

Bhagvata Goshti: Stories from the 
Bhagvata
January 21, 2016 onwards
Sponsored by Dehejia Endowment for Krishna Art 
In association with Museum Society of Bombay 
Krishna Gallery, I floor, Main wing

Look Up Mumbai
January 28 - February 28, 2016
Curated by Sarah Kenderdine, Bernd Lintermann, 
Jeffrey Shaw with John Choy
In collaboration with JSW Foundation
Central Foyer, CSMVS

Howard Hodgkin, Mumbai 2016
February 20 - 24, 2016
Exhibition in collaboration with Jehangir 
Nicholson Art Foundation
Curators Gallery, I floor Extension Wing

The Journey is the Destination 
March 15 - June 20, 2016
Exhibition in collaboration with Jehangir 
Nicholson Art Foundation
Jehangir Nicholson Gallery 

RECAP Exhibitions
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RECAP Events

1
2
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Repairs and Restoration of the 
Esplanade House, Mumbai
July 17, 2015
Slide illustrated lecture by Mr. Vikas Dilawari, 
renowned Conservation Architect
Auditorium, Visitors Centre 

Director’s Take
July 22 - 24, 2015 
Film screening of selected documentaries 
produced by the Museum followed by an 
interaction with the filmmakers 
Supported by the Ministry of Culture, 
Government of India
Auditorium, Visitors Centre

The Futures of Abstraction
July 29, 2015
Panel discussion by Manish Nai, Dadiba 
Pundole & Mustansir Dalvi; Chaired by Ranjit 
Hoskote
In collaboration with Jehangir Nicholson Art 
Foundation
Jehangir Nicholson Gallery

FTIR Spectroscope Operation & 
Maintenance Workshop
August 11, 2015
In-house technical workshop conducted 
by Mr. Dilip Malawade, Lab India Analytical 
Instruments Pvt. Ltd. 
Part of ConservArte: A Citi-CSMVS Art 
Conservation Project

Convocation Ceremony of 2nd Built 
Heritage Studies and Conservation 
Certificate Course
August 17, 2015
Talk by Shri V. Ranganathan IAS (Retd.) 
In collaboration with Mumbai Metropolitan 
Region Heritage Conservation Society and 
Sir J.J. School of Architecture
Coomaraswamy Hall 
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Film Festival
August 21 - 23, 2015
A screening of selected International and 
National award winning Indian Cinema
In collaboration with Doordarshan
Inaugurated by Mr. Jackie Shroff
Auditorium, Visitors Centre

Mumbai’s Timeless Heritage
August 26, 2015
Illustrated Lecture by Mrs. Brinda Somaya
In collaboration with Museum Society of 
Bombay
Auditorium, Visitors Centre
 
Woven Chronicles and Other Stories: An 
encounter with Reena Kallat
September 16, 2015
A special talk by contemporary artist Reena 
Kallat 
In collaboration with Jahangir Nicholsan Art 
Foundation
Auditorium, Visitors Centre

Confronting Napoleon in Kutch, 1800 – 
1815
September 22, 2015
Illustrated Lecture by Dr. Mariam Dossal, 
eminent historian
Auditorium, Visitors Centre 
  
The Ark before Noah 
September 23, 2015
Illustrated lecture by Dr. Irwing Finkel, British 
Museum
Auditorium, Visitors Centre 

Material Conservation II
October 12 - 16, 2015
Module III of Capacity Development 
Programme in Built Heritage Studies and 
Conservation 2015 -16
In collaboration with Mumbai Metropolitan 
Heritage Conservation Society (MMR-HCS) & 
Sir J.J. College of Architecture

11
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Maratha Confederacy; The Rise of 
Maharashtrian Empire
October 28, 2015
Lecture by Dr. Yashwant Thorat   
Auditorium, Visitors Centre

Transformation of Nature and the Nature 
of Transformation in the Arts of China and 
India 
November 3, 2015
31st Coomaraswamy Memorial Lecture
Lecture by Dr. Vishakha N. Desai   
Coomaraswamy Hall 

Full Circle: An Evening with Anjolie Ela 
Menon
November 30, 2015 
In collaboration with Jehangir Nicholson Art 
Foundation
Coomaraswamy Hall

Practical application and Technical 
Meeting on employment of conservation 
materials and discussions on their 
composition, action and effects related 
to Glass, Ceramic, Terracotta, Stone, 
Metal, Wood and Oil Paintings
November 30 - December 2, 2015
Dr. Leonardo Borgioli, Head of the Technical 
Scientific Dept. of CTS, Europe & Mr. Anupam Sah
CSMVS Museum Art Conservation Centre 

Heritage Management: The Sixteen 
Steps. The Art of Achieving a Balanced 
Heritage Conservation Outcome
Lecture by Roger Beeston   &
Rising Damp: The Art of Damaging Salts 
Remediation and Cure. A Worldwide 
Perspective  
Lecture by Barrie Cooper
December 1, 2015 
Part of 3rd Capacity Development Programme in 
Built Heritage Studies and Conservation 2015 -16
In collaboration with Mumbai Metropolitan 
Heritage Conservation Society (MMR-HCS) and 
Sir J.J. College of Architecture. 
Auditorium, Visitors Centre   
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Colours of Absence
December 2, 2015
Screening of the film on the life of
Jehangir Sabavala
Director Arun Khopkar in conversation with 
Cultural Theorist Ranjit Hoskhote following the 
film screening.
Auditorium, Visitors Centre

Net Zero Buildings – A Dream, Reality or 
Necessity 
December 3, 2015 
Lecture by Dr. Prasad Modak
In collaboration with Rotary Club of Bombay
Auditorium, Visitors Centre

Conservation Beyond Project Tiger: 
Need for a Paradigm Shift
December 8, 2015
2nd Vimal Shah Memorial Lecture
Lecture by Dr. Asad Rahmani
In collaboration with The Museum Society 
of Bombay
Auditorium, Visitors Centre

Curriculum Conclave
December 19, 2015
A symposium on the Optimal Curriculum for a 
School of Arts
Convenor: Ranjit Hoskote
Speakers : Kaiwan Mehta, Manisha Patil, 
Mustansir Dalvi, Nancy Adajania, Rashmi Poddar
Auditorium, Visitors Centre

94th Birthday Celebrations
January 10, 2016
Museum Lawns  

RECAP Events
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Jitish Kallat in Conversation with 
Homi Bhabha
January 15, 2016
In collaboration with Jehangir Nicholson 
Art Foundation
Museum Lawns 

Rasas of Krishna
January 20, 2016
Odishi dance recital by Prachi Mehta Jariwalla
Coomaraswamy Hall

Technical Meeting on Application of 
XRF in Art Conservation 
January 25, 2016
By Dr. Lee Drake, Applications Scientist, Bruker 
Elemental
CSMVS Museum Art Conservation Centre

Memory, Nostalgia, Meaning: 
Identity Politics and the Modern 
Museum
January 27, 2016
The 2nd Jehangir Nicholson Memorial Lecture
Lecture by Dr. James Cuno
In collaboration with Jehangir Nicholson Art 
Foundation
Coomaraswamy Hall

Stories in Indian Miniatures 
January 28, 2016
Lecture by Dr. Petra Kuhlmann Hodick, 
Olaf Simon & Anupam Sah
Auditorium, Visitors Centre 

RECAP Events
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RECAP Events

Vatapatrashayi; Krishna on the 
Banyan Leaf
January 29, 2016
Lecture by Dr. Devangana Desai
In collaboration with The Museum Society of 
Bombay
Auditorium, Visitors Centre 

In Conversation with Sakti Burman
February 22, 2016
In collaboration with Jehangir Nicholson Art 
Foundation
Auditorium, Visitors Centre 

Bombay Plague of 1896
February 23, 2016
Lecture by Dr. Mridula Ramanna
In association with Special Exhibition Tabiyat: 
Medicine and Healing in India 
Auditorium, Visitors Centre 

Howard Hodgkin, Mumbai 2016
February 24, 2016
Film screening on Howard Hodgkin
In collaboration with Jehangir Nicholson Art 
Foundation
Auditorium, Visitors Centre

The Magic in the Image
February 25, 2016
Lecture by Prof Shereen Ratnagar
Tagore National Fellowship Lecture 
Auditorium, Visitors Centre 

30

31

28

29

27

28

29

30

31

27



RECAP Events

47

Advent of Western Medicine on the 
Indian Scenario – Establishment of the 
Grand Medical College (1845) in the 
Bombay Presidency
March 3, 2016
Lecture by Dr. Sunil Pandya
In association with special exhibition Tabiyat: 
Medicine and Healing in India 
Auditorium, Visitors Centre

Medical Ethics of Ancient India  – 
A Comparative Commentary on 
the Ancient Medical Practices as 
Mentioned in the Charaka- and Sushrut-
Samhitas Against Present Day Ethics
March 4, 2016
Lecture by Dr. Sunil Pandya
In association with special exhibition Tabiyat: 
Medicine and Healing in India 
Auditorium, Visitors Centre

Draupadi Kuravanchi
March 6, 2016
Kattaikuttu performance from Tamil Nadu
In association with the special exhibition Tabiyat: 
Medicine and Healing in India 
CSMVS Lawns

Colaba and the Bombay Plague of 1896
March 13, 2016
Walking tour led by Shruti Tyagi
In association with the special exhibition Tabiyat: 
Medicine and Healing in India

From Salsette to Socotra – Early Maritime 
Travel in the Indian Ocean
March 15, 2016
The 18th Karl Khandalavala Memorial Lecture
Lecture by Dr. Himanshu Prabha Ray
In association with the Museum Society of Bombay
Auditorium, Visitors Centre 

Mallakhamb Performance
March 20, 2016
In association with the special exhibition Tabiyat: 
Medicine and Healing in India 
CSMVS Lawns 

‘A Glorious Galaxy of Monuments’ 
Photography and the Archaeological 
Heritage of India
March 23, 2016
Lecture by Dr. Roly Keating and John Falconer
Auditorium, Visitors Centre 

The Fabric of India at the V&A Museum: 
the Making of an Exhibition
March 30, 2016
Lecture by Divia Patel, Curator, South Asia, V&A 
Museum, London
Auditorium, Visitors Centre
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Museum Kids Club – Lippan Work
July 5, 2015 
Workshop on rural art through Lippan work 
using clay and decorative mirrors to create 
mural pieces 
Seminar Room  

Printscapes 
July 22, 2015
Workshop for students from CASE about the 
various techniques of print making
Seminar Room 

Pottery Lab 
July 25, 2015
Pottery Workshop by Mrs. Mamata Mukherjee 
on various traditional pottery techniques like 
slab, mould and wheel 
Seminar Room 

3D Relief Workshop 
August 1, 2015
Workshop on making images in 3D 
Seminar Room 

Museum Kids Club – Crazy Quilting
August 2, 2015
Workshop on creating vibrant pieces using the 
patchwork technique
Seminar Room 

5
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Abstract Painting
August 20 and 21, 2015 
Workshop on the exhibition Ram Kumar: 
Works in the Jehangir Nicholson Collection
for students of J. B. Petit High School for Girls, 
Mumbai

Rakhi Making Activity 
August 27, 2015 
Seminar Room

Teacher Training Workshop 
August 28, 2015
Workshop on communications for Teachers of 
Citi Academy for Special Education 
Seminar Room 
  
Museum Kids Club – My Friend 
Ganesha
September 6, 2015 
Workshop about the popular God of 
Maharashtra and eco-friendly ways of 
celebrating the Ganesha festival 
Seminar Room 

Ganesh Idol Making Workshop
September 5, 6, 12 and 13, 2015
Eco-friendly Ganesh workshop to be 
conducted by Shrikant Deodhar
Seminar Room 

Money Money! 
September 15 and 16, 2015
Workshop on Money for students from J. B. 
Petit High School for Girls 
Seminar Room 
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A Brief Exposure to Creative Process & 
Communications
September 22, 2015
Session for Jamnalal Bajaj Institute of 
Management Studies, Mumbai 
Seminar Room 

Money Money! 
September 23/24, 2015
Workshop on Money for students from J. B. 
Petit High School for Girls 
Seminar Room 

Role of Museum in Formal Education
October 3, 2015
Presentation by Mrs Usha Rajaram for ten 
teachers from Wisdom High School, Nashik
Seminar room

The first visit of Museum On Wheels
October 20 & 21, 2015
A bus with travelling exhibition themed on 
Harappan Civilization
New Bengal Club Durga Puja Utsav,
Thane (west)

Art of Small Hands
November 6, 2015
Puppet- making Workshop for the students of 
CASE on history and the types of puppets
Seminar Room   
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Rolling with the Stone Age
January 14, 2016
Workshop on stone tools for the students of Citi 
Academy of Special Education
Seminar Room 

Museum Kids Club - Homemade First Aid
January 31, 2016
In association with the special exhibition Tabiyat: 
Medicine and Healing in India 
Seminar Room
 
Mandala - Healing Art Workshop 
February 13 & 27, 2016 
by Karlette Joseph
Workshop in association with the special exhibition 
Tabiyat: Medicine and Healing in India 
Seminar Room
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Diwali Delights
November 7, 2015
Diya and Lantern making activity on the 
occasion of Diwali
Key Gallery   

Museum Kids Club – Diya and Lantern 
Making
November 8, 2015
Diwali-related stories, Diya and Lantern making 
Workshop
Seminar Room

Christmas Celebrations
December 19, 2015
Open activity for museum visitors to make 
fantastic Christmas decoration with 3D paper 
quilling 
Key Gallery

Museum Kids Club- ‘3D Paper Quilling 
Workshop’
December 20, 2015
Workshop for children to learn to make fantastic 
Christmas decoration with paper quilling
Seminar Room 

19

20

Museum Kids Club - The Beacon of Ahimsa
February 21, 2016
In association with Jitish Kallat’s installation ‘The 
Covering Letter’ 
Seminar Room 

Museum Kids Club - Indus Valley Vogue
March 20, 2016
Seminar Room 

Sahaja Yoga - Lecture demonstration
March 5, 2016
In association with Special Exhibition Tabiyat: 
Medicine and Healing in India 
Auditorium, Visitors Centre 

18
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Museum Events and Activities
April 6, 2016
Scattered Across Museums: The Buddhist Sculptures 
of Ðồng Dương, Vietnam
Lecture by Dr. Parul Pandya Dhar, Associate 
Professor of South and Southeast Asian Art 
History at the Department of History, University of 
Delhi
In collaboration with the Museum Society of 
Bombay
Auditorium, Museum Visitors Centre

April 21, 2016
Ahmedabad: A Society in Transition (1818-1914) 
Lecture by Dr. Kunjlata Shah 
In collaboration with the Museum Society of 
Bombay
Auditorium, Museum Visitors Centre

April - May, 2016 
Summer Fun – Children’s activities and holiday 
workshops
Supported by Hemendra Kothari Foundation, 
Gulestan and Rustom Billimoria Charity 
Trust and Dehejia Endowment for Krishna Art

May 7, 2016
Inauguration of the reorganised Himalayan Art 
Gallery 
Supported by Ministry of Culture
Government of India    

May 18, 2016 
International Museum Day Celebrations

June 5, 2016
World Environment Day Celebrations
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CSMVS Online 

DO FOLLOW US ON

csmvs.in

facebook.com/CSMVS

twitter.com/CSMVSmumbai

instagram.com/csmvsmumbai

youtube.com/user/csmvs
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New Acquisitions

Sarangi
Polychrome wood
Rajasthan
Early 20th century CE

Ghagra 
Silk with cross-stitch embroidery
Early 20th century CE
Gift of Sonal V. Sheth

Gayon ki Pichhwai
Aari embroidery on cotton
Rajasthan
Mid 20th century CE

Gopashtami Pichhwai
Aari embroidery on satin
Rajasthan
Mid 20th century CE

Ramayana Patachitra
Painting on paper
West Bengal
21st century CE
Artist: Anwar Chitrakar
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July to September 2015

•   July 1st :   “A Zoroastrian Vision” lecture by Dr. Almut 
Hintze, Zartoshty Brothers Professor of Zoroastrianism, 
Department for the Study of Religion, SOAS, U.K., 
organised in collaboration with CSMVS, at the Visitors’ 
Centre, CSMVS. The event was sponsored by Rati and 
Nadir Godrej.

•  July 14th :   “Indian deities and legends”  a talk 
conducted  by Mrs. Marina Dutta followed by a session 
on clay modelling for 70 under-privileged children from   
AKANKSHA  Foundation, Chembur Centre. The session 
helped in creating awareness about Indian culture.

•  July 21st :    Mrs. Marina Dutta  led a tour of Jamini 
Roy’s Exhibition at 
the NGMA for 40 
u n d e r p r i v i l e g e d 
children from 
the Rotary Club 
of Bombay’s 
B h a v i s h y a Y a a n , 
Banganga Centre, 
followed by a  
drawing and collage  
session at the NGMA.

•  August 1st :   The 9th 
Dr. Mani Kamerkar Memorial State Level Seminar on 
Maritime Heritage was held  in collaboration with the 
Dept. of Ancient Indian Culture, St. Xavier’s College 
(Autonomous),  Mumbai, Heras Institute of Indian History 
and Culture and the MSB. The seminar was a  great 
success  with  an attendance of 100 plus  participants, 
of which 77 read out their research papers. 

• August 17th : Mrs. Marina Dutta conducted an 
interactive presentation on Jamini Roy for 40 
underprivileged children from Bhavishya Yaan, 
Banganga Centre, followed by a session on making 
pattachitras. On the 25th, she held a slide presentation on 
the Indus Valley Civilization for 25 mentally challenged 
adults from Manav Foundation, followed by a session 
to recapitulate the subject using flashcards. Both these 
programmes were sponsored by well-wishers.

•  September  1st :   Mrs. Marina Dutta conducted an 
interactive clay modelling session for  making Indus 
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Valley seals, pottery and figurines, for 25 mentally 
challenged adults from Manav Foundation.  On the 
15th she conducted a treasure hunt at the Pre-Proto 
History and Sculpture Galleries, CSMVS, for 35 mentally 
challenged adults from Manav Foundation.  Both these 
events were sponsored by well-wishers. 

•   September  9th  :   The exhibition ‘Indian Coats of Arms’ 
was inaugurated by H.H. Shubhangini  Raje Gaekwad 
in the Curators Gallery at the  CSMVS. Curated by 
Shri Anuj Pakvasa. The exhibition will be on display at 
the Curators 
Gallery till 9th 
October 2015. 
A catalogue to 
accompany the 
exhibition was 
also released on 
the day of the 
inauguration. 

• September 15th :   Eco-Friendly Clay  Ganesha   
Workshop conducted by Dr. Anita Rane-Kothare, 
assisted by Mr. Jason Johns and student volunteers 
from the Dept of Ancient Indian Culture, St. Xavier’s 
College was held in collaboration with Times Green 
Ganesha for a group of 60 children from Colaba Public 
School and Little Flower of Jesus School, Colaba, in the 
Coomaraswamy Hall, CSMVS.

• September 18th :  Mrs. Dutta conducted an inter-
active slide presentation on Rabindranath Tagore, 
“Being Little Rabi”, followed by a drawing session for 85  
underprivileged children from Akanksha Foundation,  
Chembur Centre. Another Treasure Hunt was conducted 
on the 30th  at the “Indian Coats of Arms” exhibition at 
CSMVS, for a group of children and parents.

•  September  23rd   :   Dr. Irving Finkel, Assistant Keeper          
of Ancient Mesopotamian Script, Languages and 
Cultures in the Department of the Middle East, British 
Museum, London was taken on a guided tour of 
Elephanta Caves by Dr. Anita Rane-Kothare. A dinner 
hosted by MSB in his honour was sponsored by Dr. Anita 
Rane-Kothare.
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October to December 2015

Mrs. Marina Dutta, member of the Executive Committee 
of the Museum Society of Bombay,  conducted a 
variety of outreach educational programmes on 
selected days of the week for children: seven for 
the orphaned children of BalAnand; thirteen for the  
children of  “Umeed”, Falkland Road and three for the 
children of Umeed. The other programs conducted  for 
underprivileged children were:  one each  on “Gandhi” 
and “Tagore”, two on “Gothic Architecture”, and a 
“Treasure Hunt” for clients of Manav Foundation. 

•  October  6th & 8th :   Curator’s Walk  for the exhibition      
“Indian Coats of Arms”,  conducted by Mr. Anuj  
Pakvasa for members of the Society.  “Befriending 
Indian Coats of Arms” activity  was conducted  by Dr. 
Anita Rane-Kothare and assisted by Mr. Jason Johns as 
part of this walk for the students for M.A. Part I from the 
Dept. of Ancient Indian Culture and Archaeology, St. 
Xavier’s College (Autonomous), Mumbai.

• October 13th :  Teacher’s Training Workshop was 
conducted for History teachers by Dr. Anita Rane-
Kothare, assisted by Mr. Jason Johns at St. Columba 
School. 

•  October 19th  :   Leather Puppets & Palm Leaf Etching 
Paramparik Karigar Workshops  were held  at  St. Xavier’s 
College (Autonomous), Mumbai in collaboration with 
Dept. of Ancient Indian Culture and Archaeology, St. 
Xavier’s College (Autonomous), Mumbai

•  October  23rd to Novembe1st    :   MSB, in collaboration 
with the Dept. of Ancient Indian History Culture and 
Archaeology, St. Xavier’s College (Autonomous), 
Mumbai in a group led by Dr. Anita Rane-Kothare 
went on a  cultural tour to Karnataka , Aihole, Bijapur, 
Pattaddakal, Badami and Hampi.

• November 2nd :   The 51st Annual General Body 
Meeting of the Society was held at 5:30 pm at the 
Visitors Centre, CSMVS. A newly elected  executive 
committee, under the new Chairperson Dr. Pheroza 
J. Godrej took charge and  planned future events.

•  November 3rd :  The 31st Coomaraswamy Memorial 
Lecture on ‘Transformation of Nature and the 
Nature of Transformation in the Arts of China and 
India’  delivered by  Dr. Vishaka N. Desai  at the 
Coomaraswamy Hall.

• November 19th to 21st  :  MSB supported CSMVS and 
the British Museum, London. For the International 
Workshop, “Creating Museums of World Stories”. 

• December 8th :  The  2nd Vimal Shah Memorial 
Lecture was delivered by Dr. Asad  Rahmani at 
Visitors Centre, CSMVS. 

• January 9th 2016 : Tour of Bombay High Court 
Museum was conducted by Mr. Rajan Jayakar.

•  January 14th  2016 :  “India on Transferware: Objects 
of Fascination” an illustrated talk  by Ambassador 
Nirupama Roy, in  collaboration with CSMVS and Asia 
Society, India at the Visitors Centre, CSMVS.  

• January 19th - 20th 2016  :  “Vividha 2016 – 
Daksinapatha (Karnataka)” annual departmental 
festival and exhibition of the Dept. Of Ancient Indian 
Culture and Archaeology, St. Xavier’s College 
(Autonomous) Mumbai, was held in collaboration 
with MSB. 

• January 20th 2016 :  “Stories from the Bhagwata” 
exhibition opening followed by a dance recital by 
Dr. Prachi Mehta Jariwala at Coomaraswamy Hall, 
CSMVS.

•  January 29th 2016  :   “Vatapatrashay – Krishna  on the 
Banyan Leaf”  an illustrated talk  by Dr. Devangana 
Desai at the Visitors Centre Auditorium, CSMVS.
 
•  February 1st 2016  :   Curator’s walk and illustrated 
talk of the Tabiyat exhibition CSMVS, by Mr. Ratan 
Vaswani  at  the Visitors Centre, CSMVS.  

•  February 20th 2016 :   “Presenting Diverse Arts and 
Cultures at the East-West Center Gallery in Honolulu, 
Hawai’i” a lecture by Mr. Michael Schuster, Director, 
East West Centre, Honolulu, in collaboration with 
CSMVS, at the  Visitors Centre, CSMVS.

•  March 11th 2016 :  “Helen Bannerman’s illustrated 
/watercolour Letters from Bombay to Children 
in Edinburgh In  the First  Two Decades of the 
20th Century”, a lecture by Dr. Anne Buddle, in 
collaboration with CSMVS,  at the Visitors Centre.

Workshops and a lecture on Past life regression and 
Nadi Pariksha, in synergy with the Tabiyat exhibition 
to be organised by MSB.



Museum Shop

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.  

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/-

Treasures - A selection of 
100 objects 

Rs.250/-

Anvar-i-Suhayli
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Buy and Help us Preserve our 
National Heritage!

Research Library: New Arrivals  
In Andal’s Garden – Art, Ornament and Devotion in 
Srivilliputtur
Venkatesan, Archana and Branfoot, Crispin

The Botticelli Renaissance
Weppelmann, Stefan

Contemporary Indian Art – Imagined Locales
Shukla, Subhalakshmi

Cosmology to Cartography – A Cultural Journey 
of Indian Maps from the collections of Kalakriti 
Archives, Hyderabad and National Museum 
Nanda, Vivek and Johnson, Alexander

Dialogue in Early South Asian Religions – Hindu, 
Buddhist, and Jain traditions 
Black, Brian and Patton, Laurie ed.

The Fabric of India
Crill, Rosemary ed.

Harappan Archaeology – Early State Perspectives
Ratnagar, Shereen

Jain Vastrapatas – Jain Paintings on Cloth and Paper
Andhare, Shridhar and Bhojak, Pandit Laxmanbhai

In Pursuit of the Past - Collecting Old Art in Modern 
India circa 1875-1950 
Pal, Pratapaditya

Jaina Painting and Manuscript Culture – In Memory 
of Paolo Pianarosa
Hegewald, Julia A.B.

Sarus Crane – A Pictorial Life History
Choudhary, Binod C and Rahmani, Asad R

Unfolding Contemporary Indian Textiles
Baxter, Maggie
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Trustees on the Board of                                                          
Chhatrapati Shivaji Maharaj 
Vastu Sangrahalaya         
Shri Eknath A. Kshirsagar, Chairman
Smt. K.F. Mehta (upto December 2015)
Shri T. R. Doongaji
Dr. Devangana Desai
Ms. Shirin K. Bharucha
Shri Yogesh Kamdar
Prof. Avkash D. Jadhav 
Smt. Deepika Sorabjee
Dr. Deepak Apte
Smt. Nayana Manahar Sheth 
Shri Jayant Banthia
Dr. Kishor Gaikwad
Prof. Vishwanath Sabale
Shri Sanjay K. Patil
Collector of Mumbai
The Principle Secretary, Tourism & 
Cultural Affairs Dept., Government of 
Maharashtra
The Superintending Archaeologist, 
ASI, Mumbai
The Superintending Archaeologist, 
ASI, Aurangabad
The Superintending Archaeologist,  
ASI, Vadodara

The Museum Staff
Sabyasachi Mukherjee, Director General
Manisha Nene, Asstt. Director (Gallery)
Vandana Prapanna, Senior Curator
Ajay Kochle, Asstt. Director (Admin)
Anupam Sah, Art Conservation Consultant
Bhavdatt Patel, Administrative Officer
Aparna Bhogal, Curator
Dr. Prasanna Mangrulkar, Assistant Curator
Dr. Mrinalini Pathak, Assistant Curator
Manoj Chaudhari, Assistant Curator
Omkar Kadu, Assistant Curator
Bilwa Kulkarni, Assistant Curator
Nilanjana Som, Assistant Curator
Vaidehi Savnal, Sr. Curatorial Assistant 
Divya Pawathinal, Sr. Curatorial Assistant
Dileep Mestry, Conservation Assistant
Prajakta Jadhav, Conservation Assistant
Siddharth Waingankar, Jr.Artist (N.H.Section)
Shobha Kadam, Textile Conservator
Prachee Sathe, Asstt. Manager (Product Design)
Smita Parte, Jr. Artist 
Pratik Aroskar, Exhibition Associate 

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  
materials and regions. 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.

About the Museum

The CSMVS Collection 



Visiting Hours: 10.15 am to 6.00 pm.

The Museum will remain closed on January 26, May 1, August 15,  October 2 and public holidays falling on 
Mondays 

Admission Charges 

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

• The Museum Shop            
Showcases traditional handicrafts and 
Museum souvenirs

• 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 

• Cafeteria   

for Exhibitions, Seminars and Educational Activities 
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Museum Information 

Photography and Video

Photography and video recording is 
permissible only for non-commercial 
purposes. Photography passes are 
available at the ticket counter and 
information centre. 

For All Types of Mobile Phones, 
Tabs and Cameras
without Tripod        - `   100/- 

Photography
with Tripod             - ` 5,000/- 

Photography for members of the 
press is free of charge, subject to 
producing their Press Card.

Audio Guide - ` 40/-
For International Visitors, audio 
guide is complimentary along with 
the ticket.

Facilities of wheel chair, ramp and 
elevator available

On Tuesday children and school 
student (with identity cards) will be 
admitted free 

` 40/- ` 100/-

Foreign Adult (Above 12 years of age) ` 500/- ` 50/- ` 550/-

Children (5 years to 12 years of age) `   20/- ` 20/- `   35/-

Student (through school upto 10th std) `   20/- ` 20/- `   35/-

College Student (with valid ID card) `   35/- ` 30/- `   50/-

Senior Citizen (above 60 years) `   50/- ` 35/- `   75/-

Defence Personnel `   50/- ` 35/- `   75/-

Group (25 and more) `   50/- ` 35/- `  75/-

Indian Adult (Above 12 years of age) `   70/-

Category Museum 
entry

Mumbai 
Experience 
Documentary

Combo

Mumbai Experience Documentary (Duration - 17 min)

Show Timings 
11:30 am | 12.00 pm | 1:00 pm | 2:00 pm | 3:00 | 4:00 pm | 5:00
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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 India and visiting specialists from abroad; seminars and workshop 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

The Museum Newsletter is supported by the Museum Society of Bombay
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