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ENGAGING WITH 
DIFFERENT WORLDS 
by  Dr B N Goswamy
 
As she sits thinking – something that she 
constantly does, now in front of a canvas, 
now a wasli-sheet, or her much-loved 
shikishi board – Manisha Gera Baswani 
seems to look at the world through the 
interstices of her mind. There are riches 
everywhere, but decisions have to be 
made about what to take in at what time: 
explore, examine, even turn on its head, 
she appears to say. If, in the process, there 
are things that get left out, they can 
always be turned to later. Meanwhile, it is 
time to concentrate. 

I recall being very struck, when I first saw 
it, by a series of paintings that she places 
now under the rubric of ‘Space’.  Sudden-
ly, it seemed to me, she had discovered a 
world that stretched out far, far beyond 
our own. Great galaxies had formed there, 
and planets moved about; space existed 
on a scale that one could not even imag-
ine; there was no blue on the horizon of 
time there. And she wanted to enter that 
universe. But at her own terms, and in her 
own manner, the telescope being only of 
limited use. The night sky was filled with 
stars ‘the breathing’ of which needed to be 
felt, as the poet Fikr Taunsavi said once; 
and the trajectories of heavenly bodies 
needed to be ‘corrected’, or ordered differ-
ently. So she set about doing it, provoca-
tively, on small wasli-sheets that one 
associates ordinarily with intimate little 
paintings belonging to the miniature 
tradition. With an assertiveness that took 
one by surprise, but with great painterly 
precision, she began to create images that 
were meant to be a parallel to the universe 
outside and above: a universe visible to 
the mind, not the eye. The small scale was 
no hindrance, as she knew from the 
miniature tradition she was increasingly 
engaging with at that time; and reference  

to states of mind, or to imagination, was 
what it was all about. A different kind of 
geometry was brought in as an aid; new 
signs were invented; and stray memories 
of the earth were slipped into frames. It 
looked as if sense had been made of it all. 
But then, suddenly, as if aware of the 
hazards of getting lost in that 
unknown-ness, Manisha would bring in 
something very concrete, very close, into 
the picture: a fragment of a colourful tent, 
a flapping wing, a crawling insect that 
would startle and make you jump back. 
References to two different realities were 
perhaps being created. When, in her 
‘Home-Made’, a honey bee strays away 
from its hive, and into a corner as if to see 
whether something could be drawn from the 
whirling spheres below, one wonders if it is 
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not the near and the far, the known and 
the unknowable, that are being brought 
together. Or, at the other end, when, in her 
‘Flight Path’, large avian creatures wing 
their way far above what looks like a 
segment of a dark, heavenly sphere float-
ing in space, one is left speculating wheth-
er there are thoughts here of that cosmic 
flight of birds that the great 12th century 
Sufi poet, Farid ud-Din Attar, wrote about 
in his Mantaq ul-Ta’ir. 

It is just possible that here one is reading, 
as is one’s wont, meanings, or thinking 
thoughts, that were not intended. And 
that there was as much playfulness as 
gravity in Manisha’s mind when she 
painted images such as these. Or that it 
was simply the shapes and the colours  

and the associations that these images 
inevitably brought with themselves that 
she was celebrating. But one sees that 
even when she simply soaks herself in 
youthful fantasies, and responds to pop 
sights and sounds, much like any young 
person of her age leading a ‘contempo-
rary’ life, an underlay of thought keeps 
clinging to her work. Even when she was 
painting, as ‘a citizen of a borderless 
world’,  as she avers she then was, one can 
pick up comments that she is making on 
pop-icon-worship, or find her altering the 
context of the celebration of celluloid 
heroes. There may not be any 
finger-pointing in her work towards the 
disruptive, if undoubtedly heady, influ-
ence that Elvis Presley had come to wield 
– someone said recently that the day that 
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Elvis shook his pelvis as only he could, all 
mothers in America lost control over their 
young sons and daughters forever – but 
there is no smell of burning incense either, 
blue suede shoes and rhinestone belts 
notwithstanding. What is interesting is 
the manner in which she ‘indigenizes’ the 
homage paid to these icons: stencilled 
roses and lotuses spring up around the 
silhouetted image of James Bond; ‘sacred’ 
footprints that clearly belong to no saint 
or deity, surface, and are wreathed in 
flowers. The spray painted, garishly 
coloured, designs picked up from the 
backs of trucks, or from steel trunks 
meant to stuff dowry items in, are the 
obvious source for these motifs, but she 
employs them to telling effect. 

This, it seems to me, marks Manisha’s 
entire work: her willingness to throw 
herself open to a very wide range of influ-
ences, and then to engage with them, 

resolutely. Throughout her artistic career, 
informed by thought as it has been, she 
has been constantly on the look-out: regis-
tering, absorbing, internalizing. With 
wide-eyed interest and acceptance, she 
would take in the uplifting sights and 
colours of Ladakh, peer through the 
murky interiors of dilapidated havelis, 
hear the lazy sound of ageing ceiling fans. 
But everything would end up in her 
burgeoning bank of ideas and images upon 
which she keeps drawing, without 
exhausting it. What seems to run like a 
golden thread through her work at the 
same time is the influence of the tradition 
of Indian miniature painting. There is no 
borrowing of images from those glorious 
pictures, and she has been able to resist 
the obvious temptation of appropriating 
themes or lifting passages. What she has 
learnt from them is how to build layers of 
thought and embed them in a work. This, 
combined with a turning towards preci-
sion and crispness of execution, forges a 
clear link between her work and that of 
the past. She works patiently, untiringly, 
when it comes to matters of technique. 
She would work away at achieving a 
specific effect, obtaining a particular 
xxxxxx
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glow in her colours. If she wants mud to 
glisten like gold, she would not give up till 
she succeeds in it. If, towards a clear end, 
one layer of pigment has to be laid upon 
another, and yet another, she would keep 
on doing it till she reaches there. Occa-
sionally, she might decide to indulge in a 
witty variation upon a celebrated image. 
As she does in her ‘Cyber-nayika’, a 
take-off on a painting from the famous 
Rasamanjari series. Here, as dark clouds 
fill the heavens above, and rain pours 
down in steady streams made up of 
pearl-strings as it were, the loggia at right, 
where one would have expected a wistful 
nayika to be sitting, waiting, is bare. 
Instead, in the centre of it is placed a 
telephone instrument, with connecting 
wires snaking their way around; below 
that, discreetly but slyly inscribed, is a 
0-900 series number which one knows to 
be all too commonly used for engaging in 
erotic 

erotic conversations, or worse. The 
message, and the satiric intent, are clear. 
But this is not what one speaks of here, as 
far as Manisha’s engagement with the 
world of early Indian painting goes. It goes 
much deeper, and she keeps coming up 
with works that are strangely quiet, and 
affecting. Like her ‘Five Mile Beach’ or 
‘Ashiana’. As one pores over the minutiae 
of detail in these, and the sheer elegance 
of craftsmanship, one knows that with 
works like these one can hold a long, 
meaningful conversation. They ask 
questions of you and your assumptions, 
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and lead you gently towards the realms of 
alternative thought. 

I remember seeing long ago a science 
fiction film by Michael Crichton: West-
world. In that – in a resort called Delos, I 
think – holiday makers are persuaded to 
make a choice and enter into one of the 
three worlds on offer: the Roman World, 
the Medieval World, and the Westworld. 
One can gain a brief glimpse of each from 
the outside, but enter only one. And when 
one man, having decided, steps into the 
Westworld, it becomes all too real an 
adventure, complete with a robotic but 
inimical Yul Brynner whom you cannot 
escape from. In some ways, the body of 
Manisha Baswani’s work till date, also 
offers the viewer choices. There are of 
course no threatening presences here, but 
you can have different encounters. There 
is a range of worlds she creates. And as 
insects crawl majestically over the 
surface of the moon, velvet trousers hint 
at pent-up passions, and fountains throw 
up incredibly fine sprays of water, she 
seems to ask us to take our pick. Till the 
next choice might come along.

(An earlier essay written by scholar Dr B N 
Goswamy  on the work and art practise of 
painter Manisha Gera Baswani, 2005)

Dr B N Goswamy, distinguished art histo-
rian, is currently Professor Emeritus of 
Art History at the Punjab University, 
Chandigarh.  A leading authority on 
Indian art, his pioneering research, 
especially in the area of Pahari painting, 
has influenced much thinking. Amongst 
his numerous publications are: Pahari 
Painting: The Family as the Basis of Style 
(Bombay, 1968); Essence of Indian Art (San 
Francisco, 1986); Wonders of a Golden Age: 
Mughal Painting from Swiss Collections 
(Zurich, 1987); Pahari Masters: Court Paint-
ers of Northern India (Zurich, 1992); Indian 
Costumes in the Calico Museum of Textiles 
(Ahmedabad, 1993); Nainsukh of Guler: A 
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Great Indian Painter from a small Hill State 
(Zurich, 1997). His most recent, and 
widely acclaimed work is The Spirit of 
Indian Painting: Close Encounters with 101 
Great Works (Penguin, New Delhi, 2014). 
Professor  Goswamy has lectured exten-
sively in India and abroad, and served as 
Visiting Professor at several universities, 
including the Universities of Heidelberg, 
Pennsylvania, California (at Berkeley and 
Los Angeles), Texas at Austin, and Zurich. 
He has also curated several exhibitions of 
Indian Art in India and abroad, including 
The Masters of Indian Painting show at the 
Metropolitan Museum of Art, New York.
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OF BODY AND SOUL

by Aasim Akhtar
 
And if the body were not the soul what is the 
soul? - Walt Whitman, ‘I Sing the Body 
Electric’, Leaves of Grass

The painting of Manisha Gera Baswani is 
renowned for its diversely realised 
integration of a generously conceived, 
palpable surface and the sort of subtly 
diffused translucency which would seem 
to emanate from somewhere deep within 
what is – paradoxically – most often a 
relatively shallow picture plane or visual 
field: the miniature painting. Ostensibly 
semi-abstract in both intention and effect, 
the variously luminous work often 
contains echoes, or intimations, of some 
kind of transmuted human presence: one 
might speak of a flattened, or sublimated, 
‘architecture’ projecting an abstracted yet 
painterly embodiment of that presence. 
And this is achieved through a mastery of 
the sort of formal and technical matters 
(for instance colour and line, staining and 
brushwork; the play of elements of 
frontality and silhouette, symmetry and 
asymmetry, the horizontal and the verti-
cal) which have clearly come to speak of 
something more profound, or ineffable, 
than any purely formal or technical 
matter. 

As form bodies forth content in Baswani, 
the relations between the sign and the 
signified in the work are open to consider-
able interpretation. However, by remain-
ing sensitive to the theme, or motif, of the 
body, she achieves spiritual expansion in 
her art. The ancient Platonic dualisms of 
matter and mind, soul and spirit, left a 
long and often highly problematic legacy 
in Western thought: the idea that all such 
entities might come to exist in some kind 
of transmutative harmony remains a 
potent, if for many a hostile, dream. 
Nietzsche suggested that ‘perhaps the 

entire evolution of the spirit is a question 
of the body.’ Could there be a better 
medium than painting in which to picture 
such an evolution? 

The immediacy of existential commit-
ment, the sheer physicality of painting, is 
always mediated to one degree or another 
by the artist’s excursions into the sort of 
space we call the imaginal realm, itself 
deeply inflected by the dimension of time, 
by the historical domain. In Baswani’s 
oeuvre, we find relations between physi-
cal and imaginal space, the existential and 
the temporal, amplified to transmutative 
effect. If she displays a considerable 
wariness of the ‘abstract’ word, she has 
the ability to sublimate and refigure 
relations between the concrete reality of 
her experience in and of the world and the 
abstract imperatives of her art. The point 
is that each image is in fact a sum of expe-
riences, sensations, associations and 
memories. But at the same time their 
forms are abstracted and reduced to give 
them clarity, immediacy, focus. Formal-
ism, in the modernist sense, is of no inter-
est whatsoever to Baswani because she 
sees it simply as a new type of academi-
cism that reduces the power and presence 
of art to an empty shell. But at the same 
time she is committed to the idea that her 
art should have its own being, which is of a 
higher order than the world of everyday 
life. It is as if she believes that the forms 
which are integral to art should be able to 
evoke the psychological and emotional 
reverberations that would traditionally be 
associated with subjects. In Baswani, any 
grasp of relations is broadened subtly 
beyond the purely formal realm, as 
various aspects of an incarnate sensibility 
come into passionate yet judicious play. 

In Hope is the thing with feathers, the epony-
mous exhibition after a poem by Emily 
Johnson, the physical impact of nature is 
clearly mediated by the analytical and 
synthesising capacities of the mind. 
Baswani has never had any interest in 
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in straightforward pictorialism, in ‘pictur-
ing’ the world in any directly illusionistic 
or mimetic, representational way. The 
tones and textures of her art have long 
been woven within, across and between 
many a contrasting, yet somehow comple-
mentary perspective and paradigm of 
intellectual enquiry, poetic sensibility and 
material creativity. Developed in good 
part from impetus taken from the thought 
of Soren Kierkegaard, Baswani places 
emphasis upon factors of personal choice, 
authenticity and action within an open 
field of inter-subjectivity. For Heidegger, 
an authentic life is one that has struggled 
to free itself from the debilitating distrac-
tions of an endlessly busy ‘everyday’, 
where ‘everyone is another and no one is

himself’. The result of such a struggle may 
be a life lived in an impassioned freedom – 
a freedom which can function as a sort of 
luminous clearing, opening up the larger 
dimensions of the creative potentiality of 
our presence on earth. 

While one senses that Baswani is often 
grappling with the kind of areas of enqui-
ry that might open out into the realm of 
ontology, the work always retains a 
combination of a rooted and tactile imme-
diacy with the implicit, intellectually open 
invitation to approach that work in the 
light of our own lived experience. Impos-
ing as it may be, the work is shot through 
with a refreshing openness to such factors 
as vulnerability, tenderness, and the 

The untold story, watercolour on paper, 61 x 168 cm, 2014 



many soulful mysteries of a clearly delin-
eated yet often veiled beauty. 

In Mysteries of the Rectangle: Essays on Paint-
ing, Siri Hustvedt confides that she has 
often thought of paintings ‘as ghosts, the 
spectres of a living body, because in them 
we feel and see not only the rigours of 
thought, but the marks made by a 
person’s physical gestures – strokes, dabs, 
smudges’. In effect, ‘painting is the still 
memory of that human motion, and our 
individual responses to it depend on who 
we are, on our character, which under-
lines the simple truth’.

One of the chief distinguishing character-
istics of Baswani’s art is the extent to 

which it has come to operate with ever 
more expansive ideas of space and time. 
The seemingly fragile, fugitive sense of 
self-identity and the boundaries of the 
body might seem fair game for any 
psychoanalyst concerned with issues 
such as a patient’s phobic fear of either 
engulfment or liquification of the body. 
Equally, Baswani’s paintings might seem 
to sit squarely enough with that consider-
able proportion of contemporary art and 
its related discourse which, over recent 
decades, has been concerned with the 
theme of the often vulnerable, threatened 
or violated body. 

Willem de Kooning once characterised 
himself as someone who, unable to stay 
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‘steady on the beam’ for very long, would 
suddenly find himself in the kind of magi-
cal, uncharitable territory available only 
to what de Kooning called the ‘slipping 
glimpser’ he became when functioning at 
his best as a painter. De Kooning’s words 
can say much to us about Baswani and her 
simultaneously patient and magical 
creation of paintings. For, opening up our 
sense of space and time as they do, these 
paintings afford a rich range of ‘off the 
beam’ glimpse into matters, the conse-
quences of which flow far beyond the 
compass of both immediate socio-political 
event and art-historical nomenclature. 

Travel, as the cliché has it, broadens the 
mind. On her many journeys, from Paris 

to Jaiselmer, from Jerusalem to Egypt, 
Baswani has filled numerous sketchbooks 
with visual impressions and formal 
considerations. She has often searched 
out remote and deserted regions of the 
world, marginalised cultures where the 
population is sparse, the language unintel-
ligible to her, and the landscape alien. 
Disarming, yet energising moments 
outside time: moments apprehended – 
and turned into the yeast of art – only by a 
body that has had the courage to travel far 
across both time and space, such as in 
Travelnama and Once There Was A River. 
One wonders why it is so important for 
this artist to roam the planet in search of 
the various images and impressions, 
which might be committed to memory, 

Noor, watercolour on paper, 46 x 61 cm, 2014
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photograph or sketchbook. The answer is 
perhaps that Baswani aims to project a 
comprehensive picture of the world. She 
does not view the world in images alone. 
For her, the ocular perspective is not 
enough. She wants to give us images that 
suggest the texture of the world. Her goal 
is a work that imbricates ocular experi-
ence with the experience of the body and 
the mind. 

The theme of light, of heat, of enlightened 
consciousness, is crucial in Shamanism. 
But so too is an awareness of the shad-
ow-side of things, the fructifying nature of 
the dreams that come to us only when 
consciousness submits to the dark. 
Common sense tells us that the play of 

sunlight upon the rose would not mean 
much at all without that rose’s roots are 
sunk sufficiently in the soil. And who has 
not wearied of the sun, and longed for the 
moon to rise in their life? Looking at 
Baswani’s painting entitled Let a thousand 
flower bloom, one is reminded of Ghalib’s 
couplet:

Sub kahan kuchh lal-o-gul mein numayaan ho 
gayeen
Khaak mein kya soortein hon gi ke pinhaan ho 
gayeen

Manisha Gera Baswani engages factors of 
space and time, body, breath and mind, 
spirit, soul and aura – the manifestation, 
enclosure and unfolding of an embodied 

Loomover, watercolour on paper, 46 x 61 cm, 2014



yet evolving consciousness – which can 
take us to the transformative heart of all 
such matters. The Latin root of spirituali-
ty – spirare – means to breathe. The 
opportunity of a deepened, or enlarged 
breathing that Baswani’s art can afford us 
brings contemporary resonance to that 
long-pregnant remark by Henri Bergson: 
“If our body is the matter upon which our 
consciousness applies itself, it is co-exten-
sive with our consciousness. It includes 
everything that we perceive; it extends 
unto the stars.”
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Artist’s Profile and 
Statement 

Manisha Gera Baswani is a painter/pho-
tographer, based in New Delhi.

She completed her masters and bachelors 
from Jamia Millia Islamia University, New 
Delhi in 1992. Simultaneously, she also 
received her bachelors in French 
Language at the Alliance Francaise de 
Delhi.

At Jamia, she studied under some big 
names of contemporary Indian art includ-
ing the renowned artist Mr A Ramachan-
dran, whom she considers her mentor and 
guru. It was under him that she received 
her National Scholarship and Junior 
fellowship from the Government of India 
from 1991-1993 and 1995-1997 respec-
tively.

scholarship to study art in Paris in 1992.

She returned to India and subsequently, 
joined the Indira Gandhi National Centre 
for Arts in 1993 where she worked with 
Dr Kapila Vatsyayan on a multi media 
project on the famous poet Jayadeva’s 
13th century Sanskrit poem ‘Gita Govin-
da’. This project delved into the far reach-
ing influences of this magnificent poem on 
other art forms of India. It later travelled 
to some major museums of the world.

Her earlier works drew from Indian 
miniatures and Buddhist murals. Her 
guru, Mr A Ramachandran’s vast knowl-
edge of the visual culture of India now 
became a distinctive learning tool in her 
personal visual expression. Her work  
became reflective of a global citizen equal-
ly at home with the India she was growing 
in and the India she was proud to belong 
to. Hollywood, MTV and icons such as 
James Bond and Elvis Presley, all shared 



her visual space on the canvas along with 
insects, galaxies, ancient Indian murals 
and monuments.

Her travels from the year 2007 to 2009 
took her to the majestic ruins of Mandu 
and Jaisalmer and to the distant lands of 
Jerusalem and Egypt.

Nature became her primal force. It had 
been confined into tight parameters and 
insets in her earlier works. However in 
the works produced thereafter, nature 
became regal and all-pervading.

In Manisha's current journey, as a paint-
er, man’s entry into her scapes has 
become deferential and nature has yield-
ed to such transgressions with benign 
grace.  For her, experiences are episodi-
cal, threaded together by a language, 
personalized through memories, beliefs 
and values. Her works too are reflective of 
distinct phases of her life, each a separate 
chapter of an ongoing odyssey.

Her current body of works take us 
through one such chapter of her life where 
she is seen juggling between the roles of a 
professional (artist) and homemaker. 
Balance for her is key and the more balls 
she juggles, the more likely she is to drop 
one.

A new process of re-calibration begins for 
her every time she feels she is exiting her 
'centre’. These works are an intimate peep 
into her life as an artist, wife, mother and 
homemaker.

Alongside her pursuits as a painter, 
almost fourteen years back, Manisha 
started photographing fellow artists and 
those from the art fraternity in their 
creative spaces.

This ongoing, self funded, project ‘Artist 
through the lens’ has rather organically, 
become an invaluable archive of the 
contemporary Indian art scene. It has 

been shown by the Devi Foundation, as 
their exclusive project at the 2012 India 
Art Fair, and most recently at the Kochi 
Biennale 2015 as an invited official collat-
eral project where it was sponsored by the 
Kiran Nader Museum of Art, New Delhi 
and supported by Saffron Art.

Manisha has been writing a regular 
column ’Fly on the wall' for India's leading 
art quarterly 'Take on Art', since its incep-
tion. The photo-essay carries the viewer 
through Manisha's intimate photographic 
journey of the Indian contemporary art 
scene. 

She also contributes regularly through 
her writings about art and artists to 
various other magazines, lectures at 
various circuits on her work and does the 
occasional art workshops for kids at some 
of the leading schools and institutions. 
She is also co-jury to the Tun Foundation, 
Myanmar for their annual art exhibition 
since 2008.

Her work is in the collection of The Nation-
al Gallery of Modern Art.

Manisha is married to Rahul Baswani who 
is a life coach and leadership executive. 
They have a small and intimate collection 
of contemporary Indian art. They have 
two sons, Aamer and Angad.



Curriculum Vitae 

Education

1992  Master of Fine Arts, Jamia Millia University, New Delhi
1990  Bachelor of Fine Arts, Jamia Millia University, New Delhi
             Bachelors in French language - Alliance Francaise de Delhi

Exhibitions

2014  Drawing – Seven Decades of Indian Drawing, Gallery Espace, New Delhi
2012  Narratives of the Self, Gallery Espace, New Delhi
2011  Fabular Bodies, Curator: Gayatri Sinha, Harmony Foundation, Mumbai
2007  De-Sizing, Curator: Anupa Mehta, NCPA, Mumbai
2007  Telling it like this, The Indian Story in London, Gallery Espace, New  
  Delhi
2006  Paper Flute, Curator: M L Jonny, Gallery Espace, New Delhi
2005  Making of Divinity, Curator: Ina Puri, Sakshi Gallery, Mumbai & Delhi
2005  Ritu‚ Curator: Dr B N Goswamy, Gallery Anant, Triveni, New Delhi
2005  Identity, Alienation, & Amity, Curator: Bina Sarkar Ellias, Tao Art   
  Gallery, Mumbai
2004  Generation 1‚ Curator: Girish Shahane, Gallery Guild & Saffron Art,   
  Mumbai
2004  Anticipation‚ Fine Art Resource, Mumbai
2003  Contemporary Miniatures‚ Fine Art Resource, Berlin
2002  In Conversation‚ Curator: Gayatri Sinha, Gallery Espace, New Delhi
2000  Nayika - Group Show, Curator: Anupa Mehta, Tao Art Gallery, Mumbai
1999  Watermark - Group Show, Fine Art Resource, Mumbai
1999  Kala Ghoda - Art Festival , Mumbai
1995  2 Persons Show, Gallery Schoo, Amsterdam, Holland
1992  National Exhibition, Lalit Kala Academy, New Delhi

Solo Shows

2015  Hope is the thing with feathers, Sanat Initiative, Karachi, Pakistan
2012  Hope is the Thing with Feathers, Gallery Espace, New Delhi
2007  Land Beyond Time, Pallette Gallery, New Delhi
2005  Roots and Wings, Chemould Gallery, Mumbai
2003  Contemporary Traditions, Solo Show, Shridharani Gallery, Triveni,  
  New Delhi
2001  Solo Show, Apparao Galleries, Chennai
2000  Solo Show, Chemould Gallery and Fine Art Resource, Mumbai
1994  Solo Show, Shridharani Gallery, Triveni, New Delhi



Projects

Artist through the lens

Manisha has been working on an ongoing photography project ’Artist through the lens’ 
for the last fourteen years. The project focuses on the captured image of the artist in 
his/her studio and other creative spaces. Alongside, she has also photographed  those 
who have crossed paths with the contemporary Indian art scene i.e. the gallerist, curator 
and the collector. This project has been shown at :

2012  Devi Foundation during India Art Fair 
2014  Art Chennai, curated by Girish Shahane
2014  Kochi Biennale Collateral Project sponsored by Kiran Nader Museum &  
  Saffron Art

Awards/Scholarships

2008-15 Invited as jury to Myanmar by Tun Foundation 
1996        Selection, Bharat Bhawan Biennale
1995-97 Junior Fellowship, Government of India
1993        French Government Scholarship to study at Paris
1991-93  National Scholarship, Govt of India, Supervisor: Prof A Ramachandran
  Nair 

Work Experience

Manisha was instrumental in co-starting a creative collective three years back in New 
Delhi called ‘Manthan’ ( www.imanthan.org ) ,a quarterly event which focuses on bringing 
together professionals across artistic fields to share their ‘process and methodology’ with 
peers in the fraternity to support cross-cultural dialogue in her city, New Delhi.

1994-1996: Worked as Senior Artist at Indira Gandhi National Centre for the Arts 
(IGNCA) for a Multi-Media project on Gita Govinda, the 13th century poem written by 
Jayadeva, under the supervision of Dr. Kapila Vatsyayan. This Sanskrit epic has had far
reaching influences on practically all art forms of Indian art. The project has travelled to 
some major  museums and art institutes of the world.

Her works are in the collection of the National Gallery of Modern Art, New Delhi.
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Hope is the thing with feathers
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