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It is with special pride that Artmosaic Gallery presents a solo exhibition with
Amitabh SenGupta. This unique exhibition will be first presented in Kolkata and, for
the first time ever, in Singapore. Amitabh SenGupta is one of the most interesting
Indian artists today. He is not only a senior Bengal artist with a degree from the
School of Arts and Crafts in Kolkata, but he has studied in the prestigious Ecole des
Beaux Arts in Paris. To add to his international experience, he did his Masters in New
York and lived in Africa for almost a decade. In other words, he has been far and near,
and throughout his life he has developed a special style and language in all of his
works that has made him unique.

Amitabh SenGupta is a well known and very established artist in India. He regular-
ly participates in workshops with his contemporaries like Jogen Choudhury,
Shuvaprasanna, Sunil Das, Laxma Goud and Dhiraj Choudhury to name but a few, and
he has had solo exhibitions in most of the top galleries throughout India. He is known
by the serious collector and has been so for a long time, having his paintings in coll-
lections like the President's House in Lagos, Lalit Kala Academy and Gallery of Modern
Art in New Delhi and the Taj Group of Hotels in Chennai, Mumbai, Kolkata and New
Delhi.

This solo exhibition will showcase Amitabh SenGupta's latest series, The Inscribed
Surface Series, which sees him moving away from his previous series of temple
walls and his Mythscapes Series. The Inscribed Surface Series is interesting,
because it demonstrates the artist's capacity of changing genre into the abstract
world with canvases full of colours, geometrical patterns, inscriptions and splashes of
intricate drawings. The Inscribed Surface Series still convey his style of minute
details that keep the viewer amazed in front of each painting, looking for words and
meaning and searching for hidden stories.

The exhibition takes place in the new location of Artmosaic Gallery in Singapore
from the 17th to the 30th of November 2006. This will surely mark the beginning of
a new international venture for Amitabh SenGupta and broaden the exposure of this
talented artist among collectors worldwide.

Caroline Banerjee
Director Artmosaic Gallery

October 2006

Amitabh SenGupta

The Inscribed Surface Series

1 - 5 November 2006
Birla Academy of Art and Culture
108 Southern Avenue
Kolkata 700 029.

17 - 30 November 2006
Artmosaic Gallery
# 01-02 MICA Building
140 Hill Street
Singapore 179369
Tel +65 6336 6406
Hp +65 9620 2927
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When users used the wall as surface for making marks,
inscribing signs, signals and indicators, positing images
and designs, writing lettered message and spewing
graffiti, they never usually took into account the fact
they were using the wall surfaces made with specific
materials. In fact, before modern times, the choice of
materials and methods was convenience-governed. The
chosen medium would only have a functional, rather
than meaningful role. When, in the modern times, dis-
courses began to be constructed around the essential
sensory features of the art of painting (and drawing),
attention was turned to the wall as the primordial two-
dimensional surface. Paradoxically once again, the dis-
course on the issue, carried out from the fifties of the
last century, through art practice, was never on the wall.
The walls of different materials were only simulated on
canvas surface. The discourse was initiated by post-war
abstract surrealists. Matta's interest in "automatic wri-
ting" and Antonin Tapies' in human mark-making on nat-
ural and rudimentary surfaces took them into research
and use of their findings as inputs in their creative out-
put.

When the twenty-five years old Amitabh SenGupta, a
craft-of-painting skilled graduate from the Government
College of Art of Kolkata, landed in Paris, in 1966, on a
French Government scholarship, with a smattering
acquaintance with the alien language and little spare
money to entertain himself, he would shut himself up
and try to paint. But he did not like to paint in the mann-
ner he was taught in Kolkata. So, on stretched and pri-
med canvas he would inscribe graffiti, write a line or a
stanza of a poem from memory or compose on canvas
bit of a poem, or would write an intimate letter to a
friend which he never intended to send. In other words,
he was using the canvas as a diary. He does not remem-
ber if that involvement with graffiti and intimate writing
on canvas was the effect of viewing Matta's and Tapies'
work, then much in circulation in Paris. At least, he was
not consciously inspired by their concern. What really
inspired him, at that point, was the use of light, shade
and shadow by Ingmar Bergman, in his films, that ten-
ded to enhance and reduce physical space, when light
melted down solid walls and when shadows became like
rock-walls, respectively. Walls, more than their use as
surface, would keep on engaging Amitabh's gaze for
some time. His gaze at the wall, as surface, would come
much later.

After a year of second stay in Paris, in 1976, Amitabh
went to Nigeria, on a teaching assignment and stayed
there till 1988. In self-chosen exile in an alien environ-
ment Amitabh had to spend long hours indoors. Interiors
with walls returned to him in a big way; walls with closed
doors and walls with gaping holes leading to dark inte-
riors. It was there and then his gaze began to graze the
fibre patterns and the man-made scratch-marks on the
wooden walls, albeit without concentration. However,
along with walls as structural entities, in his paintings,
Amitabh began to treat walls also as receptacles of phe-
nomenon indicators, images and lettered texts. Slowly,
the walls, he represented in his paintings, began also to
appear as surfaces which changed their colours, tones
and texture, on being affected by weather, light and age.
Although by the time he came back to India, Amitabh
had convincingly been dealing with the theme of the
wall, both as a structural entity and as a surface; his was
a concern different from his predecessors'. His concern
was parallel to theirs.

Through his use of tonally graded colours and colorist
creation of surface texture, Amitabh establishes himself
not only as a painter who can sensuously represent vari-
ations in atmospheric light and weather, but can also
create the feelings these varying natural conditions
impart. And, he does all these without caring for the nat-
urally available colours of the objects of the phenomenal
world. Concurrently, in resorting to tonalities, for per-
ceptual effects he never resorts to the renaissance con-
cept of light from single source illuminating different
objects differently, in the path of its travel.

Wall for Amitabh ceases to be an obstruction, after a
point. To the viewers Amitabh's walls cannot cause any
claustrophobia. On the other hand, they often give a fee-
ling of liberation.

Pranabranjan Ray
Kolkata, July 2006
Pranabranjan Ray is an art writer 
based in Kolkata.

Amitabh SenGupta's Wall

The Page Blue
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"It is not the object of the story to convey a happening
per se … rather it embeds it in the life of the storyteller
in order to pass it on as experience to those listening. It
thus bears the marks of the storyteller much as the ear-
then vessel bears the marks of the potter's hand." 

Walter Benjamin

In the practice of 'looking' at art, viewers often seek to
locate narratives of sorts through traces of information
located in the colour, texture, grammar, framing, com-
position and even title of an artwork. In some instances,
the work 'speaks' for itself explicitly; while in other
instances, the work has to be 'read' implicitly. Both
instances provide a number of possible pleasures for the
viewer and the artist. On one level, the viewer derives
peculiar narcissistic pleasure at looking. A work of art
may seem distanced from the world of the viewer, yet it
plays a critical role in fulfilling primordial desires of the
viewer to be framed within social and personal narrati-
ves.  On the other hand, the artist derives pleasure in
having a degree of control in subjecting his viewer to the
gaze of his paintings.

The canvases of Amitabh SenGupta carry the marks of
history as they present themselves as social and perso-
nal narratives of visualization. The power of SenGupta's
work belies in its ability to surface and problematize
issues relating to art - particularly, that which is framed
as 'Indian' art. In this regard, three features stand out.

Firstly, as a widely travelled and celebrated artist,
SenGupta quietly relays a complex sense of place and
space unveiling a strong Indian sensibility that refuses
and re-fuses notions of contemporary and the traditio-
nal. The balance between framing tradition as narratives,
vibrant colours, naturalistic settings, rituals, figurative
and socio/magic realism; and the contemporary defined
as abstractions and psychodynamic conceptualisms is
carefully struck in the artworks of SenGupta. Signs that
are quickly recognized as being 'Indian' are interjected
by fluid concepts of alienation. This complicitous sensi-
bility continues to play itself out in his multifaceted
experimentations with art from oil on canvas to digital
prints.

Secondly, SenGupta's art explores the notion of narrati-
ve. Take for example his series of abstractions called
"Inscribed Surface". What strikes one upon encountering

these works is a bleeding of colours against a rumination
of narrative texts (evidenced as calligraphic etchings).
SenGupta's works draws the viewer to not so much
"read" but to experience the flow of energy between the
dual worlds of the contemporary and the traditional. Yet,
the flows are contained and mapped against a topogra-
phy of geometric forms (in many instances as triptych
forms) that dissect and contain the stories. In Inscribed
Surface-Vishma, an embattled mytho-historic figure
from the Mahabharata is straddled vertically across three
spaces of the canvas, while horizontally stretched out to
the three worlds of the conscious, subconscious and
spiritual. Here we see human life, working within the
confines of culture and social practice framed within a
continuum of time-space.

Thirdly, self-preservation. The concept of self-preserva-
tion is most potent when one sees the world within a
time-space continuum as a fundamental means of mapp-
ping genealogies. SenGupta's almost hieroglyphic textu-
ring of his canvas with suggestions of figurative forms,
for example in the work The Page Yellow, he provides
the viewer to engage with the past and present as an
intertextual dialogue between the colour yellow and
written language. In anthropomorphizing the colour and
text, SenGupta reveals the omniscience of yellow as a
spiritual, all-consuming form and the written word as a
spiritual archive and all-dictating form. Both become, for
SenGupta social, cultural, philosophical and ideological
compasses leading to a continuum of preservation
amidst globalization.

This exhibition of the works of Amitabh SenGupta is a
welcome opportunity to pause and re-assess contempo-
rary art practice from India. The exhibition demands and
deserves focused attention not because it presents
essential characteristics of art from India that needs to
be explored, understood or for that matter promoted. In
fact, this exhibition provides a window of opportunity to
study the changing representations of art, identity and
self-preservation in contemporary world as it unfolds in
the epic stories embedded in the rhythm and pulse of
Amitabh SenGupta's work. 

Venka Purushothaman
Singapore, 5 Oct 2006
Venka Purushothaman is an art writer 
based in Singapore.

Amitabh SenGupta: Unfolding Epics

The Page Yellow
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Inscribed Surface - Icons

Inscribed Surface - Merging

What inspired you to communicate your vision
and ideas through art?

"Painting came to me naturally without being con-
scious. Since my childhood, I kept it up because of my
inner compulsion. Objects and people, or anything that
drew my attention, made an aesthetic impact on me.
The meanings of such impact, of course, were not
understood but I remember, watching was my habit. 

Later, as I grew up I started to observe pictures in
prints, or whenever possible, meeting an artist. All
these shaped my quest to express in my preferred
language, painting. But I remember an occasion that
made a deep impression, when I was about to com-
plete my high school in 1956. It was in Cooch Behar,
north Bengal, when I had a chance to visit Maharaja's
palace, which was not open to public then. It was like
entering a wonderland; for the first time I watched an
incredible collection of Bengal School paintings,
European paintings, portraits, Chinese ceramics, and
so many other items. It was then that I realized a new
world was beckoning."
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Manuscripts Inscribed IV

catalog_artmosaic.qxd  19.10.2006  20:41  Seite 10



1312

Embedded Surface

Inscribed Surface - Red Relics and Inscriptions
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The trial and tribulations of the artist.

"These are two constant factors, trial and tribulations,
both in life and in the process of painting. Each pain-
ting is a process to transform certain abstract thoughts
or emotions into visual forms; and we aspire towards
an ideal completeness. But this completeness is illu-
sive, only to find that the horizon is always receding.
As understanding of life and art change, so does the
meaning of fulfillment. Each painting is a journey from
one meaning to another, one level of perfection to
another, carrying the load of all those trial and tribu-
lations; yet the destination remains hypothetical.  

Artist's agony does not end here. Since expression of
art has a human bondage, there is a need to commu-
nicate and share with another mind. So there is an-
other trial - my tryst with audience. Without audience,
my painting is simply a junk in the corner. It has to be
shown, contemplated, and fired back by an audience.
There is a need of dialogue because creative audience
can contemplate with art and extend it into another
zone of discourse; again, audience can blow me out of
my complacency; infuse criticism and make me think.
Each response is as valuable as my doing painting.

In spite of all such points, of trial and tribulations, we
continue to work, because contemplations with art
have endless joy, both for artist as well as the audi-
ence. There is an inner ananda, the bliss, in the very
process of creative contemplation."

Inscribed Surface - Woman
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Inscribed Surface I

Inscribed Surface  II The Pedestals
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Inscribed Surface - Germinating

Inscribed Surface - Reaching OutInscribed Surface - Goa Diary
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Suryagrahan Sun and Earth
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The Game

Inscribed Surface  - Vishma

A memorable experience concerning your art.

"I used to think going to Paris was a memorable expe-
rience, because my ideas about art and all that got a
more tangible meaning. Later when I went to Nigeria,
I thought the impact of experience was even more. But
as time passed and generated perspective to reflect on
all those sojourns - I realized coming back home in
Kolkata was important. It was not picking up the thre-
ad what I left but as if, in a flash, I got a pair of new
specs to look at life, to look at life from my known
environment."
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The experience of living in different cultures or due to
something else deeper in mind, I tend to work in intros-
pective mode. The mundane events of human life
expressing love, ecstasy and despair so similar in all
lands and seem to be transcending through time and
space. Human emotions in different signs and symbols
are reflected in cultures. Thus, past as we infer continues
in the present through life, what change are the peri-
pheral lines. Referring to such thoughts my journey can
be identified with my works past twenty-five years, the
canvases, writings and films. The apparent variations in
my series may be baffling for some, but the underlying
thoughts continue. As the events and life of mine have
particular contexts they are reflected on the canvases
from one to another series.

Dating approximately, the "Interiors" series, 1980-95,
began with deep shadows, colours sometimes mono-
chromatic, but silence is eloquent; the long corridors,
chairs, or the flying papers were the metaphoric presen-
ce of human actors. They are in silent zone where one
can only contemplate about life. Human forms are
absent, again, in "Surface of Time" series, 1996-2000,
which were signs, marks and tortured surface, created
both by man and nature. I saw walls, urban or in herita-
ge structures, and rock-cut temples in remote hills, and
I saw their merging into nature's fold. Marks and wri-
tings that are expressions of man's dreams, beliefs or
protests are on the walls; urban, ritual or heritage, as life
is overlapping in time and space, finally transforming
continuously with sun and rains. Past into present, eve-
rything exists. Marks and scratches, becoming scripts on
surface are like stories to read. Indeed, scripts and
words might have developed with such process: mimick-
ing nature with sounds and shapes, man inscribing his
thoughts into marks to communicate. So script in its
purity as form reflects human story, and such thought
flushes me out into my ongoing series "Inscribed
Surface". Canvases changed, from oils to acrylics, pig-
ments and so on, into subdued and intricate merging of
colours and textures with scripts or script-like areas. But
forms that are script in spirit became synonymous with
man's story.

Amitabh SenGupta:
About my Work

ALD I

Shrine
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The process of your creation and your 
responses to social realities.

"I think I will quote from my note I wrote for my Delhi-
show catalogue:

… My thoughts often deny the trite idea of past, pre-
sent, and future; words seem overused. When I
encounter structures, as long as they are within my
visual world, they are within a single frame of space
and time; this frame is real and a moving one too. In
this zone of 'now' everything is continuous, anything
before or after is hypothetical. At the end, we discover
that we only have to read present; everything else is
speculation. Hence, the surface of each structure, say
the walls of Ajanta caves, also tells the story of a
moving present in a metaphorical manner; they carry
the marks of nature - sun, rains, and winds. The
motion of time is undeniable and intriguing. The zone
between the present and the rest are nothing but
metaphors of motion -in my paintings they become a
flying colour, or deep shadows emerging into transpa-
rent zones and then known myths are restructured. My
canvases are these, simply phantasm.

For the past few years, camera and computer have
become my new workspace. I take shots of my room,
my chair, assembled objects or as I am traveling I take
shots of events, or images of TV-news, magazine
prints and so on. It is an endless act with no morality,
any inhibition. Not only that the digital explorations
provide near and distal realities, but also they give a
quick look into the different possibilities; and then,
rather sometimes like serendipity, new meanings
emerge, as if, from nowhere. 

Up till now, I cannot enunciate how digital/camera
experience benefits my canvas work. But then who
cares for benefits? I do too many things that have no
apparent benefits. I consider every act has its own
meaning, often hardly understood, and every curiosity
leads to its own exploration. At the end, every stream
moves to the ocean. 

Again, like an old habit, paper remains an important
workspace. I am often attracted to beautiful, soft
grains of paper that transparent watercolours can
retain and explore. But more often discarded paper is
used for scribbling, writing, or making folds/structure.
Some remain within the domain of 'drawing' some
become 'trash-poetry' and most vanish. Some are
taken to explore further, perhaps in digital versions. I
switch from easel to table; this room to the other,
Kolkata to Delhi … and meanings shift from one frame
to another. 

As if, I am saying I do find meanings at the end. I am
saying nothing …

Like a wish I hold meaning on my canvas, send it into
the air to breath, to make its journey, to take shape,
and grow …"
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How do you see art twenty-five years hence?

"I see a clear point of transition from the time trends of
contemporary art were set through the Colonial
Institutions. For the first time, the period of Abanindranath
Tagore had a compulsion for self-identity and artists loo-
ked towards their own cultural past to derive elements; in
the post Independence period, the primary reaction was to
join the global trends that Paris pioneered. For example,
the Kolkata Group and the Progressive Group in Bombay
shook off all about academism and Indianness in art; many
artists thought to merge in European trends. Seventies
onwards is the time for the 'return of the prodigal son'.
Indeed, Raza, Suza and the rest turned to India towards the
later stage of their careers. Hussein, Paritosh Sen or Tayeb
Mehta has always been the integral part of this develop-
ment being in India. There is a clear sign now that India is
the main focal point, the frame from which artists interact
and respond to global trends. As it seems this trend is going
to flourish further as the younger generation are more
independent from the Colonial hangover.  

However, there is another scenario to observe in Indian
context - the lack of theoretical discourses on contempo-
rary art. In recent times, Europe has developed a consider-
able resource base in theoretical discourses to dissemi-
nate the meaning of contemporary art. In Indian perspec-
tive too, such discourses are vital and there is a need for
Indian writings with vision and research base. Without art
journals of serious nature, writing on art has become con-
fined to promotional literature. Potential writers hardly find
publishers, or a regular journal to pursue their interests.
This question has to be addressed, if contemporary art is to
become culturally relevant in Indian life and to make a
mark in the global scenario."
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Cyber Man Woman
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Inscribed Surface

What pretence
Should I wear?
What lie? When you ask
What am I painting?

I will rather talk about B.
Or, we may talk about Mumbai-rain
And then drift to Tsunami, yet again -

Like an incandescent soul,
Your eyes searching to the canvas
"What are you painting?"
We never know when
Silence entered between us.

Or when thoughts drift on the
Inscribed surface, or beyond
Into life

Amitabh SenGupta
Kolkata
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Amitabh SenGupta: Bio Data  

Born in Kolkata, 2.7.1941.
Graduated in Painting from Govt. College of Arts and Crafts, Kolkata, 1963.
Received French Govt. Scholarship in Printmaking and Painting, studied at Ecole des Beaux-Arts, Paris, 1966-68. Had solo shows at Galerie
des Beaux-Arts, Paris; solo show at Cité International de Paris, 1967 and '68. Exhibited in Salon d'Automn, Paris, 1968; participated in
several other international shows in Europe.
Ed.M in the State University of New York at Buffalo under AICE-UNESCO Fellowship, on General Education & Educational Policy Analysis,
1979-81.
Traveled in Africa, USA, Western Europe and Turkey.
Received all India award in painting, Academy of Fine Arts, Kolkata, 1961.
Received President's award in painting, All India Fine Arts & Crafts Society, New Delhi, 1975.
Worked in Nigeria as the Head of Visual Arts in two Universities, for a period of eleven years, 1976-87. Developed art curricula and orga-
nized the setting up of the dept. of Visual Arts at the University of Port Harcourt. Listed as Art Advisor with the Federal Universities in
Nigeria and with the UNESCO in Paris, 1986-87.  Exhibited in Nigeria - Owerri, 1979, Enegu, Lagos and Port Harcourt, 1986. Exhibited in
USA, UK, France, Italy and Germany.

1988
1989
1990
1991
1992
1993
1995
1996
1997
1999
2000
2003
2005

"Interiors" at The Gallery, Chennai.
"Walls" at the Galerie '88, Kolkata.
"Interiors" at the Gallery Katayun, Kolkata.
"Interiors" at the Art Heritage, New Delhi.
"Split Wall" at the Center Art Gallery, Kolkata.
"Surface of Time" at Sarala's Art Centre, Chennai and Art Heritage, New Delhi.
"Surface of Time" at Crimson Gallery, Bangalore.
Jehangir Art Gallery, Mumbai.
Paintings and digital Graphics, Artworld Gallery, Chennai.
Paintings and digital Graphics, Birla Academy, Kolkata.
Paintings and digital graphics, Artworld Gallery, Chennai.
"Surface of Time", Habitat Centre, New Delhi; Artworld, Chennai.
"Inscription Series", Artworld, Chennai.

Major Solo Shows in India, 1988 onwards:

1990

1992
1993
1994
1995

1996
1997
1999

2000
2001

2002

Bharat Bhavan Biennale, Bhopal. 
"Bengal Arts", shown by Gallerie'88 at Mumbai.
Indo-French "Confluence" art-camp show in Kolkata and New Delhi (1993).
"Two Bengals", Art Camp and Show at Bangladesh Mission, Kolkata.
"Indian Contemporary Art" at Pao Gallery, Hong Kong Art Centre, in collaboration with Maya Gallery and Artworld, Chennai.
"25 Indian Painters" at Art Museum Ginza, Tokyo, Gallery Nagai in collaboration with Artworld; 
"Bombay" show organised by H.V.Goenka, Mumbai.
Exhibition organized by Aurodhan Gallery, Pondicherry, at Bangalore, Hyderabad and New Delhi.
"4 Indian Painters" at Gallery Quadrivium, Sydney, in collaboration with Artworld Gallery.
"Indian Contemporary Art" at the University-gallery at Penang and the National Gallery of Modern Art at Kualalumpur, Malaysia,
in collaboration with Artworld, Chennai.
Art camps and shows in Calcutta and New Delhi organised by Taj Hotels and Artworld Gallery.
"Indian Contemporary Art" Show at Oberoi, New Delhi, by Kalyani Chawla and Aloka Saha; 
"Creative Passageway" Show, USA and Israel, organised by Shari Davis Ferdman.
Indo-Korean Show, New Delhi, sponsored by Montage Gallery. 
"The Magical Mystery Tour", works of five artists at Crimson Gallery, Bangalore. 
Art Camp and Show in Nepal, organised by Sangeeta Thapa.
"Bengal Art" Show at Habitat Centre, New Delhi, organised by Ambika Beri.
"Colours of Bengal", organized by the Academy of Fine Arts, Kolkata and Habiart Gallery, New Delhi.
Art Camp and show at CCMB, Hyderabad.

Major Group shows, 1988 onwards:

Works in major Collections, since 1988:
President's House, Lagos, and State House, Owerri, Nigeria; Lalit Kala Academy and Gallery of Modern Art, New Delhi; Taj Group of Hotels, Chennai,
Mumbai, Kolkata and New Delhi; Park Hotel, Kolkata; Kakatya Hotel, Hyderabad; World Tel; Pradip Bothra; Meena Dadha; Biswajit and Sarala
Banerjee; Kirloskar and Bicon India, Bangalore; ITC Kolkata; H.V.Goenka; L V Prasad Eye Research Institute, Hyderabad; CCMB, Hyderabad; Soli
and Moti Daruwalla; Sanjay Tulsyan; Art Heritage collection; Chaise, New York; TATA Cummins; ACC India, etc.

Publications and Films:  
'Positive-Negative', Pramiti, Kolkata, No.4, January 1970; 'A Vacuum in Art Education', Pramiti, No.5, February, 1970; 'Rethinking Art: The
Case of African Art', Kiabara, Univ. of Port Harcourt Journal, Nigeria, vol. 6, no. 2, 1985; 'Art Education and Cultural Imperatives: A Historical
Perspective in Nigeria', (presented as a seminar paper at the Centre for Cultural Studies, Univ. of Lagos, 1984), Kiabara, vol.8, no.1, 1984; 'Why
Group Why Not', Art Today Journal, vol. I, Issue VI, September, 1989; 'The Art Market', Art Today Journal, January, 1990 issue; 'Akash,
Prithvi, Chhanda', (from Nigerian Diary), Nandimukh, Bengali language Journal, 1990. 'Murto-Bimurto', Yogosutra, Bengali Journal 1990;
'Shishu Shilpa O Goponiyo Satya', Nandimukh, Bengali, 1998. 'Banglar Pat, Potua O Patagiti', (on folk paintings of Bengal), Ebang Prio Shilpo,
Bengali language Journal, 1999. 'Vasha Theke Vashantar', Nandimukh, 2001. "Globalisation and Indian Contemporary Art", Sejuti, annual
number, 2002.
A research manuscript is recently completed on "Patachitral - art in the village".
Made video-films on the work and life of Folk Painters of Bengal, 30 minutes, in1990; two video films on workshops with the contemporary
Indo-French artists and contemporary artists of Kolkata, 1hr.1993; digital film, Patachitra, vcd/dvd, 30 minutes, 2003.
Patachitra - folk art in Bengal, book published by Sundeep Prakashan, New Delhi, 2005. 
Founder member of Forum for Art and Research (FAR), Kolkata.
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page 13

Sun & Earth
Acrylic on canvas
36 x 48 inches
2006
page 21

Suryagrahan
Acrylic on canvas
36 x 48 inches
2006
page 20

The Game
Acrylic on canvas
36 x 60 inches
2006
page 22

The Page Blue
Acrylic on canvas
34 x 34 inches
2006
page 5

The Page Yellow
Acrylic on canvas
40 x 46 inches
2006
page 7

The Pedestals
Acrylic on canvas
34 x 34 inches
2005
page 17

ALD-1
Digital graphic on paper
14.6 x 11 inches
2006
page 25

Central I
Digital graphic on paper
11.5 x 11.5 inches
2006
page 28

Central II
Digital graphics on paper
11.5 x 11.5 inches
2006
page 29

Cyberman GR
Digital graphic on paper
11 x 14.7 inches
2006
page 32

Shrine
Digital graphic on paper
11.5 x 8.6 inches
2006
page 25

Truck 8
Digital graphic on paper
17.21 x 9 inches
2006
page 30

Truck 10
Digital graphic on paper
17 x 8.75 inches
2006
page 30

Truck 12
Digital graphic on paper
13 x 10.27 inches
2006
page 30

Man GR
Digital graphic on paper
11 x 15.6 inches
2006
page 34

Man TX4
Digital graphic on paper
11 x 16 inches
2006 34
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