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VS: For some time now you have been toying with the idea of compiling all your writings 
together in a publication or two. Please tell me where the project is at and how it is developing. 

GS: I have been in conversation with Ajay J Sinha, who is professor of art history at Mount 
Holyoke College in Massachusetts, regarding editing my writings. He had expressed an interest 
in this project a long time ago. When I went to Philadelphia in 2001 for a residency I handed him 
a set of 20-25 articles which had been written at different times and on different issues. He said 
he would put them together, and was also considering a long introduction. He shared some 
points from it and I found them quite interesting at that point of time. 
Now the problem is that there is no homogeneity in the texts. They were written for different 
purposes: Some were written for seminars. For example the Coomaraswamy Centenary Seminar 
in 1977 helped me ponder on A K Coomarswamy's writings and contributions. I was drawn to 
him while teaching, his writing is so passionate and wonderful. I made friends with the scholar 
Roger Lipsey who had brought together Coomaraswamy's writings in a three-volume Princeton 
publication. When the seminar was held we invited international speakers from Sri lanka, 
tu.A+st8 and Lipsey came from America. I did a short piece on Rajput paintingp because 
Coomaraswamy's book Rajpur Painting greatly attracted me and I wanted to revisit his views on 
Rajput painting. 
Some were part of my teaching process, the issues that arose out that experience of teaching 
and the discoveries that followed. The question of how an idiom came to be always interested 
me. There were few essays written on looking at art and reading images. The British artist 

,DJimothy Hyman came to Baroda in the early eighties and we would discuss various issues in 
'\[· 1~ Indian and western art. :Reyer~e·.View' [published as 'Viewer's View: looking at Pictures' in The 

\ L~ Journal of Arts and Ideas, No.3, April-June 1983) emerged from those discussions, where I 
looked at Diego Velazquez's Las Meninas, Jehangiri atist Bishan Das' painting The House of 
Shakth Phul and Benode Behari Mukherjee's mural on the medieval saints together -examples 
of easel painting, a hand-held folio and a mural. 
Then there were other pieces. 'A letter to my friend' was published when J Swaminathan passed 
away, in the Journal of Arts and Ideas in 1995. I also wrote an essay on the Gond artist Jangarh 
Singh Shyam, who was commissioned to make a work at Vidhan Bhavan in Bhopal where I also 
made a mural. I knew Jangarh for a ~period of time and I wrote on him. And when 
Jyotindra Jain was doing the exhibition The Other Masters in Delhi, I gave the piece to him. 
I also wrote a couple of articles which were more accessible and were published in the 
architecture magazine Inside Outside. later I revised them and put in more details. 

So many of the essays were written for a particular purpose and for a particular time. One 
would assume that they need revisions but I do not know whether I have the time to go into 
that. I also have a bad habit that once I start writing it is endless. It never comes in the form of a 
complete text. There are issues that arise out of what I write. And if I read it again I want to 
write more and sometimes I take it in another direction. So it is a kind of meandering line. 
One suggestion made by friends is that I put the date on the publication, write a little note on it 
and leave it the way it is. 

I have also been working on another publication Sites of Art~as based on lectures I gave 
at Centre for Studies in Social Sciences, Kolkata. These were in the nature of ponderings and 



were not fully formed. It was decided that I would present some ideas and then eventually, if 
oossible. write them down and oublish it. 
Now this is how I divided the two lectures: One I imagined as an overview of Indian art where I 
oick uo few images and comment on them. It would roughlv focus uoon issues that have 
attracted me over the years but not make a survey or attend to everything. These were more 
oersonal readings of images to see whether they would hold together. I started with 
Mahabalipuram and the idea of image-making. The art historian Stella Kramrisch speaks of 
something being formed within and then the shell is removed like in the case of the Ellora caves. 
So using these ideas and commenting upon them. Eventually when I began to rewrite it last year 
it developed in the direction of looking into the image of an artist. It became a slightly different 
proposition to see whether the role of an artist can be discussed, both the social role and his 
being within the system. I was looking at references up to the nineteenth century. 

The second lecture I gave was on the contemporary art situation, where I thought I should 
include the changes that took place from eighteenth century onwards. So it was a kind of a 
sweep and this has its own in-built problems, but I thought it appropriate. 
So I began with that period and made my way to the contemporary situation - the twentieth 
century and the times in which I have lived, the people I knew and the people whose work I 
knew, that is more or less an open-ended thing as you can imagine. It has a bit of survey quality 
but it also deals with issues of looking at centres or zones like say an urban zone or a tribal zone 
and the zone in between of the ~popular , I wanted to think of aft these together and see how 
the art scene emerges. 

VS: This sounds like the premise you had for the 2002 exhibition you curated New Art from 
India (Home1 Street1 Shrine~ Bazaar1 Museum) at the Manchester Art Gallery. 

GS: Yes, the exhibition was in fact an attempt to present these ideas in actual physical form. So 
we tried to put things together, not everything but a selection because the museum also had its 
own limitations. The exhibition had some shortcomings, in the sense that two or three artists I 
wan~ed to lnc ude cou'd not be inc uded partly on account of space and partly because one 
artist was not willing to be part of this framework. She never articulated it but maybe the 
a ociatioo with folk and tribal ""rt did not work for her. I can under ... tand that and I am not 
attributing any motive, Sheba Chhachhi's large installation on Kashmir {When the Gun is Raised, 
Dialogue Stops ... ~Vomen1s Voices from the Kashmir Valley] and Navjot's work, that developed 
from her interactions with Bastar artists; could not be included because of lack of space. 

VS: Did you ever see the exhibition that the Guardian art critic George Butcher organised called 
Art Now in India ln 1965 where works from fa ", trlbat popular and urban contexts were 
exhibited together? 

GS: f did not see the show but I do remember seeing something in writing about it. 

VS: It was one of the early juxtapositions of folk, tribal, popular and modern art in the same 
exhibitory context. 

GS: This idea of putting many discourses together ... I mean one practical way is to enter into 
some of these areas, or what 1 cal1 zones, and plc .-up things <:~nd see whether they would work 
together. Because the divisions do not work; there are no such divisions. There are many 



overlaps and what I wanted to write about were the interfaces. The essay I wrote developed 
into three different ones- one was an overlap, one was a survey and one was on how to 
connect the old with the new, how to bring in the pedagogy and production of art and all these 
issues. Somehow I have put it together in some form, it is also open-ended and it will constitute 
a part of the anthology. 

VS: What were the kind of dialogues you were having with J Swami nathan especially in relation 
to his Bharat Bhavan experiment of the early eighties where he institutionalized the 
juxtaposition of the folk and tribal with modern and contemporary art? 

GS: Weill greatly respected his vision. I was interested in his quest. He wanted to enter into the 
heart of the matter, about what this whole business of art is and whether it is bound by 
historical vicissitudes or it is independent. He reached his own conclusion that it was free of 
history and this is where I had problems with him. But he wrote Perceiving Fingers -such a 
moving, beautiful term! He traveled great deal into the hinterland of Madhya Pradesh 
interacting with individuals. He wanted to bring contemporary and modern art, and what people 
called 'primitive art' on a single plane. He made a fantastic project in bringing it all together but I 
am more interested in the interfaces and the contradictions that exist within that. Part of this 
concern is articulate in Jangarh's essay but I have not gone fully into the details in the piece. 
In fact I once declined an invitation to curate an exhibition in Australia because I had my doubts 
about the whole business of bringing everything together and I still have those apprehensions. It 
is not just discomfort, I find there is something wrong. The art belongs to a place, life and 
culture, and I am putting it in an entirely different context... Somehow the museum culture and 
that culture sort of militate against each other. 
But later when I was part of the curatorial team for The Second Asia Pacific Triennale {1996) I 
insisted that focusing on contemporary art would be limiting given that are so many 
modernisms and urban isms. So we got the work of Sonabai. I insisted that she should be invited 
to the exhibition and asked what she wants to do. But it still left me with some degree of 
discomfort. I even spoke about it at the seminar saying 'I do not what we have done. We have 
brought her here, to another planet. She is happy because she is being paid and she is traveling. 
But she cannot communicate, she can only speak to some of us and she is making her own 
work' . I thought I would place my own anxieties so that is what I did at that point of time. 
When Manchester came my way I took it because .I was interested in the political aspect. Alnoor 
Mitha, director of the contemporary South Asian crafts and visual arts organization Shisha, was 
a student at Baroda in the eighties and he had been asking me for a long time to curate an 
exhibition. The exhibition was part of similar shows from other countries -India, Pakistan, Sri 
Lanka and Bangladesh- an impossible proposition to have this in the Subcontinent because of 
the political situation. The exhibitions were in four different towns but nearby .so you could see 
one after the other. They opened on four different days successfully. It was an interesting idea 
and gave me the opportunity to see what is happening in Sri Lanka, Bangladesh and Pakistan. 
At Manchester, I did not want to have a representative exhibition. I wa~ted to enact a scene and 
to see whether they made sense or not together. I mean, whether they raised issues in their 
contradictions and in their problems, making things difficult even. Luckily we were able to get 
most artists - MrinaJini Mukherjee, Nilima Sheikh, Subodh Gupta, Anita Dube among others. I 
was very interested in getting M.adhvi Parekh because she is an artist in-between the two 
zones ... If I wrote a longer piece, I would write on 'domestic' artists and their relationship to art 
and life. There are many such examples. We have not attended to it at all. 



VS: Please elaborate. 

GS: An instance would be ko/am-making [floor patterns] or the practice of wall painting in 
Rajasthan or Kathiawar or Orissa -this kind of work is done all over the country and mostly by 
women. It is woven into their lives, as a kind of a ritual, and they do fantastic things with it. 
Madhvi seems to be a representative of this- she remains in both spaces and between both 
spaces. She has entered the contemporary, modern art scene for various reasons. I showed the 
sculptures she made at Manchester which were fantastic and I thought this is the direction her 
work should develop and it did. 
I asked Jyotindra Jain for help because I made a selection of tribal art but I need a logistical 
guidance, contacts etc. I also asked him to write an essay. I was sure of what I wanted- a Patua 
artist, something from Bastar etc. Then there were artists like N Pushpamala and Ram Rahman 
who engaged with the popular genre in their work. With Ram we built a photo booth where he 
made cutouts from the famous photograph of Mahatma Gandhi's visit to Yorkshire. I thought it 
could have been even better but it was playful and also had a political edge. 

VS: I wanted to backtrack to ask you about the Coomaraswamy seminar that you organised in 
1977 and to look at it amidst other projects like Am rita Sher-Gil and Benode Behari exhibitions 
of 1972 and 1969 respectively. In hindsight the seventies looked like a decade of rediscovery 
where new relationships were being forged with the immediate art history through exhibitions 
and seminars. What was that time that made you look back? 

GS: It is very difficult to explain this briefly because there were various issues involved. In some 
ways it was part of our make-up. We grew up with the writings of Coomaraswamy. Right from 
t he time I was a student, whatever little writings one was exposed to was a revelation. It was 
problematic at times but also attracted us a great deal. Benode Behari Mukherjee and others 
were also part of our make-up because our teachers KG Subramanyan and Sankho Chaudhury 
were from Santiniketan. Even N S Bendre had been to Santiniketan although he belonged to 
Indore. Benode Behari himself came to Baroda as a member of the board of studies if I am not 
mistaken. And many of us and our students visited him when he was making a mural at 
Banasthali, Rajasthan . 
Then in my second year in MAin 1961, after attending a seminar organised by Lalit Kala 
Akademi, I visited Santiniketan and met Be node Behari. It could be because of the education we 
had or an independent reaction, but either way one felt bowled over with that kind of work. It 
was a very early stage for me -I had not even begun my career then. In many ways his practice 
was diametrically different but it engaged me in terms of art, ideas and the many issues it 
raised . So if in the seventies certain things emerged it was because of the engagement of other 
friends who got involved. Initially they were in a modernist ambience and there were 
alternatives that were never looked at -Benode Behari and many others were not visible. In our 
case, those of us who studied in Baroda, we were exposed to it right from the beginning. 
So Geeta, Vivan and several others all became engaged and discovered, and Timothy Hyman 
came from England and wrote an article in The London Magazine. That is how in the seventies a 
new engagement began and the scene became larger. Earlier it was limited. 

VS: Personally as well the seventies was a busy decade for you- you had diverse roles from 
editing a magazine, to spearheading a protest against state institutions, being a full time art 
history professor and also exhibiting your work individually and as part of larger collectives. How 
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We seldom met but we communicated a lot. We wrote to each other, and I read his books and 
followed what he was doing. In the sense the preoccupation with looking at Indian painting 
happened there. So when I returned in 1966 it was a period of exploration. 
In fact I remember when I came back I told Bhupen and Chhatpar that let us visit Kotah via 
Udaipur. I was deeply engaged in looking and wanted to see all the paintings so we wandered 
around museums and saw the collections, the murals etc. Then Bhupen and I both applied for a 
job in Chandigarh University. I had returned from England and was unemployed and Bhupen 
was working as an accountant at Jyoti Limited. He had completed his masters in art criticism and 
we both decided to apply for the lecturer post in the art history department in Chandigarh 
where Dr B N Goswamy was. It was clear we would not get the job but we decided to go in any 
case. In Chandigarh we saw a lot because the museum had a lot of wonderful paintings. So 
between September and December 1966, I had already undertaken these two trips! 
Bhupen and I dialogued, and I told Bhupen, 'I do not think Indian art ended as some historians 

or those who had read history of that time would have us believe. I think there was a change 
and that change was incorporated and artists began to articulate a new vision. And with that 
new vision many things were happening which are interesting and are still there. And these 
accretions are very useful'. I think Bhupen picked up from that and began to do things which 
were quasi-company painting and things like that. I was more interested in studying what it was 
to work within those idioms like say of Ajanta. I visited Ajanta several times when I was 
teaching. And then also looking at folio pictures (you call it miniatures but the right term is folio 
pictures, something which is handheld). 
In January or February 1967 I was asked to join as a teacher at the art history department in 
Baroda. I was not trained in art history, I was trained in painting. But then you need job for your 
bread and butter. You could not live on your art so I took the job and was happy. 

I remember making bibliographies in three or four subjects when I was teaching in the 
seventies. I must still have some of them. There was a bibliography on modern Indian art 
because it was not a full-fledged subject and I was teaching it as a part of modern art. Eventually 
it became a subject when art history was introduced as a discipline. And I was also teaching 
another subject, which I shared with Parimoo and Vishnu Kumar, called critical writing. I used to 
conduct classes which the painting students also attended. We went around all libraries in 
Baroda including city libraries, looking at journals like Rupam and making note of the articles in 
them. We did another one bibliography on aesthetics. The third subject I was teaching was 
Chinese art but we did not have much material on it so we left that. But we did make extensive 
bibliographies on aesthetics and contemporary and modern Indian art ... 
At the art history department archive we made scrapbooks of press clippings and various art 
writings- there is a complete one with Richard Bartholomew's writings which I had collected 
and finally his wife Rati gave us the whole lot. Then there was one of Nissim Ezekiel's writings as 
well as Rudy Von Leyden. The latter was presented by Rudy himself and I made copies of it and 
gave it to the National Gallery of Modern Art, to Goethe-lnstitut Max Mueller Bhavan and also 
to Ebrahmin Alkazi. Whether the institutions wanted it or not, I foisted it on them! 

VS: It is quite heartbreaking to see public libraries and archives in India today. Many of them 
were built with great effort by people such as yourself and ... 

GS: Almost all museums and institutions are in shambles today. 
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do you look at that formative decade and where did the activity of writing fit in among all the 
other things you were doing? 

GS: Well there are so many things at so many levels that it is difficult to articulate and pinpoint 
events. But if you want a simple overview of the seventies- eighties to put it in a historical 
perspective, then we begin with the protests against Lalit Kala Akademi in 1970-71. 
At this time we were already publishing Vrishchik which lasted until1973. It was a period when 
it was difficult for individuals to organize solo exhibitions so there were more group activities. 
For example Bhupen Khakhar, Nagji Patel, Krishna Chhatpar and I had a show at Jehangir Art 
Gallery in 1972. Then in 1974 Vivan initiated the idea of the ten of us exhibiting together at Lalit 
Kala Akademi. It was a diverse group but we showed together. It was much before the market. 
And then there was the period of Emergency and predating this was the 1969 communal riots in 
Ahmedabad- all these were earth shaking events. whose repercussions went deep and far. And 
in our minds and ideas we were struggling to formulate everything. It was not just simply 
figuration, it was to do with what we felt deeply about. So it was not that figuration was 
invented- there were many factors and one tried to formulate a vision and each one of us had 
our own cafUng and our own destinati.on. Some of us were even unclear about it but we were 
working hard. And so that was the period of the seventies. It was a period of ferment in a way. 
And it was the reatization of what was dreamt in the formation of Group 1890. Group 1890 was 
a kind of a future visualization. Our ideas were more or less formed but the works did not 
represent our Meas. Even J Swaminathan's important work came together after 1963. In 1963 
he was doing his bison paintings which were his early paintings. What I was saying was that 
sixties was a period of churning wit hin. Group 1890 was the result of that churning. There was 
no manifestation yet; it was not released. The ideas in some forms were present in the case of 
Swaminathan and in few others but there was no fruition yet. That took some time and 
gradually you could see Swami nathan move from the pre-historic bison image into a primal 
image of some kind, all those images he construed including the bird in flight, the n1arks he 
made and even the d1agrammatic imagery- aiJ were formed a little later. 

I was not around during the 1963 inaugural Group 1890 show [having left on the 
Commonwealth Scholarship to Royal College of Art, London] . I had a show in Bombay and Delhi 
in the same year and part of the work was. shown in the Group 1890 inaugural show. 

VS: The period in England (1963-66) was an important interlude where you travelled a great deal 
and had first~hand encounter of artworks. Please speak a little of those years as well. 

GS: In my case I began to articulate my work on my return from England. Though England was 
an interesting period, I was there for three years. I did not go to study because I was already 
teaching art history by then. Ratan Pari moo had gone abroad on the same scholarship. So while 
st ill studying myself in second year, I offered to teach. Professor Amberkar used to come from 
Bombay and spend a couple of months or more conducting classes. And in his absence, I would 
conduct classes on a regular basis. My classmates Bhupen, Chhatpar and Nagji had to sit in for 
these. 
England was a period for me to cut asunder from my background because I wanted to go and 
see great art of the world, which I did. I also saw a great deal of Indian painting at Victoria & 
Albert Museum because the painting department at Royal College of Art had free access to the 
museum. I began to ponder,. and even wrote an essay on Kotah paintings with Robert Skelton. 
Robert introduced to me by Stuart Carey Wel.ch~ and that was the start of a very long friendship. 



So the sixties and the seventies had this background. In the early seventies we began to 
articulate our ideas. Bhupen began to paint his petty traders and I did one or two quasi-political 
paintings- Man 1_, Man 2- and also other things. 

VS: Can we go back to the late fifties to discuss your parallel role as a poet and your involvement 
with the Gujarati literary scene. Some of your earliest writing can be dated to this association. 
How did the art writing develop alongside your poetry? 

GS: I began writing in Gujarati from 1956 onwards, from the second or third year of my stay in 
Baroda. There was a journal called Vishwa Manav edited by one of my mentors Bhogilal Gandhi. 
He started the journal in 19581 think and as you know the phrase Viswa Manav means 
'Universal Man'. Later the journal was renamed Manav. He asked another literary mentor of 
mine Suresh Joshi to write a column on a single poem. He started a series which was kind of 
appreciation but also talked about nuances of poetry writing. He would pick up a poem and 
write short essays, beautiful essays, and he is still known for it, on what a poet does to language, 
what he is dealing with, what is hidden and how the poem comes to the reader. And so we 
began a little literary circle and Suresh bhai used to read poetry from different parts of world. It 
was a weekly affair and we would meet at Bhogi bhai-'s place. 
One day Bhogi bhai asked me, 'why not write on art, take up one painting and write on it'. It was 
a formidable challenge to be writing in the company of Suresh bhai. I told him, 'there is a 
background of poetry among people who read, they know the language. In art people do not 
know the language. So you have to do it in a different way. You cannot pick on line, colour and 
form. People would find it very boring'. So I suggested doing a series on the history of art 
instead. I undertook this series for Vishwa Manav for around two and half years, and in between 
I would also write on art and on some artist. That is how my writing on art continued alongside 
with my poetry. 

VS: And in poetry what were the preoccupations? 

GS: Weill was considered to be a rebel poet because I broke the metre and started writing in 
free verse. I wrote in a common language, wrote about things that were not beautiful. And so 
there were many critics of mine but Suresh bhai was my ardent supporter. In fact he chose my 
poem for his Vishwa Manav series. He wrote on several other poets also but I was a new poet 
then. 

VS: We know so little about the various cultural and intellectual groups that formed in different 
parts of India post independence. There was a lot of exchange taking place between the literary 
and the artistic groups and these are manifest in the vernacular journals and magazines. 

GS: Yes there was another journal. .. 

VS: Was it Kumar? 

GS: No Kshitij. Kumar is a very interesting journal, someone should a PhD on it. It is 
80-years old and still running. Its founder editor Ravi Shankar Rawal was my mentor. He came to 
Surendarnagar while I was in school, to convalescence for a few months with his son who was 
an lAS officer. During that time I met him because he would come to the library I frequented. He 
got interested in me after seeing a handwritten magazine that I put together with another 
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teacher of mine. He told me to go and study in Baroda and offered to give me a letter of 
recommendation so I would get some scholarship. So in a way he introduced me to Baroda and 
that is why I went there. 
The first thing I did on reaching Baroda was to seek out Suresh Joshi. I already knew him 
because I was writing poems even in school. He was also a rebel because he wrote short stories 
which created a sensation. Suresh bhai, as I told you, used to read poetry in our little literary 
group. There was another gentleman called Prabodh Choksi who was very involved in literature 
and started a magazine Kshitij to spread the message of Vinoba Bhave and his Bhoodan 
Movement [voluntary land reform movement started in 1951]. In 1962 he asked Suresh bhai to 
take over as editor of Kshitij. Suresh bhai agreed but on the precondition that Kshitij would 
become a literary magazine to which Prabodh bhai had no objection. I was asked to do art 
writing. I got all the covers made and we made this experiment of printing originallinocuts. I 
asked Bhupen, Jyoti Bhatt, Subramanyan to make linocuts and we printed them as covers. 
Finally when lithography came, we even used that technique. 
Suresh bhai also allowed us to do a full, bulky issue on visual art where we had articles 
translated from English. They were of different quality but interesting material. So I had this 
background in contemporary literature. On this part, Suresh bhai also responded to art and he 
would visit the Faculty to see what we were all doing ... 
You will be interested in knowing that Subramanyan's earliest serious essay on art was written 
for a book that Bhogi bhai edited in Gujarati for the Rabindranath Tagore Centenary year. It was 
an essay on Tagore's paintings. Bhogi bhai had asked me to write and there was Suresh bhai 
writing on Tagore's poetry. I did not feel capable and nominated my teacher Subramanyan 
instead. He wrote the piece and we got it translated. 

VS: Was Vrishchik modeled on these magazines? 

GS: Vrishchik was much later. It was based on what I saw in England. It was the time of 'small 
magazines'. There were thousands of small magazines. I was interested in poetry and there 
plenty of poetry journals. We were all attracted to Beat poetry, so Allen Ginsberg, Lawrence 
Ferlinghetti- all these great poets who were incidentally hovering around India. 
In England there were many bookstalls where these journals would be found. And people just 
self-published them- these 10 or 20 pages long journals. Ginsberg's Howl was published like 
that! I bought hundreds of them in my first year in London but unfortunately they were all 
stolen from my flat. The idea to do a small journal came from there. 
In the meantime Suresh bhai's journals were still running in Baroda- Kshitij continued and 
Bhupen helped after I left but then it wound up. Suresh bhai started five or six magazines
Yahom, Falguni, Manisha, Uhapoh etc- and I was associated with most of them. Even now I am 
associated with the journal Etad which he started and is now run by his friends and students. 

VS: What about Swaminathan's Contra '66 which began the year you returned to India? 

GS: Swaminathan in one way introduced political thought. In Baroda we were so enamoured by 
entire Progressive Artists' Group and we were also taken by the Bengal school. So at one level 
we looked at Husain and Raza. I was interested because I was also writing and I used to frequent 
Bhulabhai Memorial Institute in Bombay where they all these artists- from Husain to V S 
Gaitonde and even Nasreen Mohamedi for that matter- were working. And we also had first
hand accounts of Benode Behari, Nandalal Bose and Abanindranath Tagore from our teachers 
who were in turn their students. 
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Political ideas, if there were any in Baroda, came from Sankho Chaudhuri. He had connections 
with Indira Gandhi through his wife's family. He was articulate and also politically savvy. I 
remember Ram Manohar Lohia and Jawaharlal Nehru visiting the Faculty when I was a student, 
in fact all the national leaders had come to the Faculty. Sankho he looked at the college as a 
national project, not as an institution in a provincial town. He looked at it in the national and 
international context and I think more he was more politically aware than others. 
Swami nathan was in politics right from the beginning. He was part of Congress Partys' Seva Dal 
and later Communist Party of India. I remember seeing SA Dange and even B P Koirala at his 
place and being wonder-struck. For the inauguration of Group 1890 he had access to Nehru! He 
decided that Panditji would open the exhibition. I said how is that possible? And he replied not 
Panditji the political leader but Panditji the writer who penned Discovery of India. 
And in fact that is how it worked- four or five of us went to see Nehru and in 1963 he was a 
broken man after the India-China war of 1962. I remember the words he uttered 'Humko kyu? 
Hum toh anadi hai meaning I am not an artist. He called himself a maverick. We told him we 
were asking him because he was a writer. He was so pleased, I think he got flattered. 
Swaminathan made it happen and Nehru opened the exhibition. 
So the political acumen made him raise issues and ask questions about the status of Lalit Kala 
Akademi, about state patronage and about artists' associations. Although the protest never 
actually resulted in a long-term artists' association but it was mooted and set up. And in all this 
Swami nathan was very much involved. 
But Contra then folded up and we began Vrishchik because we felt the need for communication 
among artists. We were in Residency Bungalow and a few friends, four-five of us, decided it 
would not cost us so much and we would get our three-four friends to finance it. We sent out 
500 copies free to a select list of people including filmmakers, writers and artists, both abroad 
and India and we managed it for four years. Vrishchik became a vehicle for the protest 
movement and we published artists' letters and commentaries on issues of patronage etc. 

VS: It came at that point when there was dissatisfaction among artists with the running of the 
Lalit Kala Akademi. And the two groups, Ad Hoc Committee of Protesting Artists headed by J 
Swami nathan and All India Artists' Protest group initiated by you joint hands. Vrishchik was the 
ground on which this protest was registered. 

GS: Yes it was in that period, there were all sorts of issues and conflicts. The magazine went on 
t ill1973. Then I folded it up because the entire thing fell on me. Bhupen was only a moral 
support. 

VS: Weill am sure he must have taken care of the accounts at the very least. 
GS- No he did not even do that. There used to be fights because once in six months the press 
person would come asking for money. And the accounts would not be done! (laughs) But we 
managed 

VS: By the early the eighties there was the more academic Journal of Art and Ideas in place. You 
have written some important essays theorizing on the mobile vision for example. 

GS: Yes I had begun to write more by this time in English. Before this I wrote poetry mostly and 
published a lot. Then I began a series of essays, which still continue, called Going Home or Going 
towards Home, Gher latta in Gujarati. I began these on returning from England. They were 
written at different periods of time and I have written 11 of them. I am finishing the last one. 
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VS: Are you working on compiling your writings in Gujarati as well? 

GS: Ye, there is a book coming up. There are few articles that have not been translated- there is 
an essay on Nasreen Mohamedi and then there is along one on Shekhawati murals. It is almost 
ready. Piyush Thakkar, who teaches at the faculty, has taken the task of putting it all together .... 

Also in 1974 I wrote for and edited a sort of world history of art in Gujarati. This was for Bhogilal 
Gandhi, he edited an encyclopedia in which books were brought out on all disciplines from 
science to liberal arts. He asked me to do one on visual arts, which I did, and I am so happy it 
was published in 1996 before he died and I could give him a copy. This is literally world art- we 
have the entire European and Indian history. It was written to appeal to a graduate-level reader, 
with an interest in different art forms. It is accessible at the same time deals with lot of details. 
And if anyone wants to go further into the subjects it had a detailed bibliography. We have also 
translated all the terms in Gujarati. Then we managed to get some money to put some colour 
images. Recently the publishing house Popular Prakashan came to me to publish it in Marathi. I 
asked them to do a version in Hindi as well because that would go a long way. Anyway they are 
on the Marathi version for the moment. 

VS: That is great news, I look forward to it and hopefully there can be translated versions of it in 
Hindi and English at some point. Thank you for your time. 
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