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Protecting the Past and Building the Future: Legacy and Estate 
Building in South Asia
Saturday, February 6th 2016, 11:30am - 12:30pm, VIP Lounge

While resources that help understand and preserve South Asia’s rich legacy of modern art remain scarce; recent years have seen a 
surge of artist estates, art archives, and private museums. This panel focuses on the role Artist Estates play in shaping the field of 
art and enhancing its wider circulation. Moderated by Sabih Ahmed, Senior Researcher at the Asia Art Archive, the panel brings 
together artists Vivan Sundaram, Pablo Bartholomew, and Mainul Abedin, art historians Yin Ker and Kerstin Meincke, and art col-
lector Amrita Jhaveri, all of whom have been invested in preserving the legacies of important artists from/working in South Asia by 
way of building estates and by consolidating artist archives. What are the ways in which these estates and collections contribute to 
the field; what are the challenges of building accessible and multivalent legacies of art for the future; and, what roles family mem-
bers, collectors, scholars and institutions play in preserving orphaned estates, are some of the questions that will be discussed while 
touching upon figures including Amrita Sher-Gil, Umrao Singh, Richard Bartholomew, Bagyi Aung Soe, Lionel Wendt, Mrinalini 
Mukherjee, Germaine Krull, Raghubir Singh, Zahoor ul Akhlaq and Anwar Jalal Shemza. 

Keeping in mind the increasing amount of interest and curiosity around how artist estates are built today, this panel will take place 
in the DAS VIP Lounge where other artists’ families have also been invited to contribute to the discussions.



Moderator: 
Sabih Ahmed (SA) - Senior Researcher at Asia Art Archive, New Delhi.

Panelists:
Vivan Sundaram (VS) - Artist, Writer, Activist and Archivist. Nephew of 
Amrita Sher-Gil, husband of art historian Geeta Kapur.

Pablo Bartholomew (PB) – Artist, Photo Journalist. Son of Artist and Art 
Critic Richard Bartholomew.

Kerstin Meincke (KM) - Researcher and Curator, Museum Folkwang in 
Essen, Germany.

Amrita Jhaveri (AJ) - Writer, Art Collector, Gallery owner, London and 
Mumbai.

Yin Ker (YK) - Art Historian, Assistant Professor School of Art, Design 
and Media, Nanyang Technological University, Singapore. 



Sabih Ahmed (SA): Our panel is actually going to be touching upon a lot of the artworks that have been shown at the Dhaka Art 
Summit and I think that we will find some very interesting connections in this panel with regard to stories about some of the art 
that is being shown. 

Just to give a quick introduction of myself. My name is Sabih. I work with the Asia Art Archive (AAA). We are a not-for-profit or-
ganisation that was founded in Hong Kong in 2000. Not to go in too much length into this, but we are into building archives, to 
dedicated projects, to in fact work along with personal archives; and we have the pleasure of digitising and working very closely 
with some personal archival collections, some of which will be mentioned here. One of our panelists, Vivan Sundaram, and one of 
the audience members, Geeta (Kapur), have also been part of some of our projects. At the Archive what we try to do is well, build 
archives. And besides building archives, what kind of conversations can happen around them, and with regard to that, there are 
lots of stories that open up, there are lots of entry points into the field and the question that sometimes comes up, or at least the 
term that comes up often is about ‘artist estates’. It is a term that we hear about often. It is absolutely crucial for a lot of museums 
and publications that have to work with artists’ collections, of dealing with estates. 

The question of ‘estates’ in South Asia becomes kind of tricky because when you think about it from the perspective of say Euro-
pean and American museums, what you find is that these are very properly formulated legal entities. You think of million dollar 
projects sometimes; you have the Warhol Foundation, you have the Mapplethorpe Foundation, which have had wills written either 
before the artist’s death or by inheritors who have written wills afterwards. You have all kinds of judicial systems in place. I think 
Amrita Jhaveri perhaps might speak about some of these things. How estates in fact work differently. 

In the panel today we will be looking at artist estates from a more ambiguous perspective, and the way they actually function in a 
South Asian context, and I am delighted that our panelists in fact bring many different vantage points into artist estates. We have 
artists who have inherited estates and are doing all kinds of crazy things with their estates. We have museum curators who have 
also been working with estates and how they handle them. We have gallerists and publishers who also have to handle estates and 
sometimes take ownership of how to handle them most carefully and respectfully. And, we have a scholar who has also in fact put 
together an estate. Who does not collect artworks or documents but has actually put in great effort in consolidating all of these. 

The format of today’s panel is going to be by beginning with the artists. We will begin with one of the most elaborate estates 
around, which is artist Vivan Sundaram’s estate. I am going to be introducing all the panelists at the beginning. 

We are going to begin with our first speaker, artist Vivan Sundaram. We (at AAA have) had the great pleasure of working closely 
with Vivan’s own archives. My team and I, my colleagues, we were absolutely astounded by the collection he has amassed. But, 
not just amassed, he has kept it very, very systematically. He is an archivist at heart. It was inspiring for someone like me who was 
just getting into archiving, to come across a collection that is so well maintained, so absolutely in order, and I wondered that how 
exactly does this work when an artist is on the one hand keeping everything so systematically and on the other is always tossing 
things all over, turning things on their head, in the kind of art installation that he does. 

Just a quick introduction to Vivan. His works as an artist addresses contemporary social issues and the fraught relationship between 
perception, memory and history. His works also deals a lot with the archive. Over the years, Sundaram has combined the work of 
being an artist, writer, activist and archivist. Committed to creative possibilities that archives offer, Sundaram himself amassed a 
massive archive of documents and records over the years. Along with his partner Geeta Kapur, they opened their personal archive 
to AAA, to us, for a digitisation project in 2010, as I mentioned, which has allowed their collection to be freely accessible on-line 
and has come to stand as a valuable resource for a lot of researchers and artists, and we are very pleased of the work that they 
have allowed us to do with their collection. 

In 2015, Vivan, along with his sister Navina Sundaram, a documentary film maker and TV journalist, founded the Sher-Gil Sundaram 
Arts Foundation and it is going to carry forward the legacy of their grandfather Umrao Singh Sher-Gil, who was a scholar and pho-
tographer, and their aunt, a pioneering figure of Modern Indian Art, Amrita Sher-Gil. In the course of 2015-16, the Foundation has 
been announcing its various initiatives that include supporting photography grants, cross-disciplinary practices and the reinvention 
of the well-known Kasauli Art Centre, which was an artist run space that was founded in 1976. I will hand over to Vivan Sundaram.

Vivan Sundaram (VS): Thank you Sabih. It feels like I am at home because when Sabih came and said that I am going to archive 
what you and Geeta have, it was hundreds and hundreds of hours that he spent patiently taking out the slides and scanning them 
etc.. And we thought, why are you doing all this? It just seems an effort to waste so much time. But obviously it is not a waste of 
time and all this material is now in the public domain.



Well, this photograph is of Umrao Singh and Amrita Sher-Gil in Paris in the 1930s, and these are the two persons that I will speak 
about. I am the grandson of Umrao Singh and the nephew of Amrita Sher-Gil and I suppose when a family member inherits an es-
tate of Amrita Sher-Gil who is a pioneer of Modern Indian Art, (and in a technical sense, the Government of India has announced 
a number, not that many, less than a dozen I think, who are National Treasures), so to inherit a small fraction of a National Treasure 
is enabling at one level but it’s also daunting. And, what does one do with an estate, and on a personal note, as has already been 
announced, (with) the formation of the Sher-Gil Sundaram Arts Foundation? Both me and my sister: and I have no children. Some-
times maybe, this relationship of an offspring, a child would then carry on handling the estate. One has to now think of different 
strategies of what to do. That I will come and speak about later on.

An estate obviously is something that you inherit, and it is there in a passive way. Then as you grow older you realise that it has to 
be managed, has to be preserved, conserved, and how does one mange these multiple facets of it? The Amrita Sher-Gil part of 
the estate is the ownership of paintings as well as of letters. Now, the paintings are commodities and commodities have value. So 
inheriting this capital, this wealth, what does it enable me? Does it give me some sense of power? What do I do with the money 
potentially from the sale of the paintings that my sister and I inherit? Do we squander it? Do we extend its use value? 

Also, I see a relationship between the estate and the archive, because both of them are constantly in process, in unfolding, in being 
added upon. And then, in its availability of entering from the private collection, private ownership into the public domain, what is 
the procedure that this aspect takes? Is it a passive one? Can it be a proactive one? 

In my case, as has already been mentioned by Sabih, inheriting something of a lineage of a woman who became just at the age of 
28, an iconic figure. To take on an icon, in any way, certainly means that you then can be completely dominated by this icon, and in 
one sense I could say that I am dominated by my aunt. But, on the other hand, the kinds of positions I’ve taken, is in some way to 
understand her practice and then be able to re-present it in multiple ways, and I will then briefly go into that. But just specifically 
to say that the archive of Sher-Gil consists of paintings, of letters, of a vast number of drawings. She started drawing at the age of 
seven, and it’s quite remarkable as a child, but she was so precocious that by the time she was thirteen or fourteen years old, her 
Hungarian uncle who was a painter suggested that she go to Paris. So, this vast body of work has been digitalised to a fairly great 
extent.

Umrao Singh and Amrita Sher-Gil. Courtesy of Vivan Sundaram



The second is Umrao Singh Sher-Gil, who is an unknown person, her father, a photographer. Like all fathers who get a camera, 
and obviously after marriage and after their children are born, their main subject is their family. And in a sense the family album is 
possibly the largest genre that exists ever since the camera became available to a larger public from late 19th century. The family 
album is the central document that exists. So, any family album usually gathers dust and is always lying there and you don’t quite 
look at it because life goes on. But, I started getting interested in photography and started to think of using some photographs for 
some paintings. But then subsequently, in looking at Umrao Singh’s photographs, I started talking to other photographer friends, 
and said, is this just taking pictures of your wife that you have married just incidentally, just one or two shots?  Umrao Singh’s first 
wife from his traditional marriage died, and three or four years later, in 1911, he met a Hungarian woman who came to Lahore, and 
married her. She, Marie Antoinette Gottesmann, is the mother of Umrao Singh’s children, their children. So, in this aspect of looking 
at these photographs, it slowly dawned on me and others, that Umrao Singh actually was quite a remarkable photographer. The 
sense in which he composed his photographs, the way that he posed them, and also the other aspect, that he took self-portraits 
across fifty years, from 1892 to 1947. 

As Deepak Ananth has written very finely on Umrao Singh, the word is amateur but in French ‘amateur’ means one who loves and 
loves, and in a sense, there is a whole aspect of narcissism both in Umrao Singh as well as in the way that Amrita is photographed. 
And it is my bringing from the dusty cupboard into the public domain and re-presenting them as creative statements of mine, that 
now Umrao Singh is recognised as one of the pioneers of Modern Indian Photography. We have a huge, huge legacy of colonial 
photography which the great Ebrahim Alkazi has collected of a scale which is unimaginable, and his grandson is taking it forward. 
But the moment of Modern Indian Photography has not been so precisely dated, documented for its historical paradigm, placed in 
the public domain. So, in a sense, as Amrita Sher-Gil is a pioneer of Modern Indian Painting, Umrao Singh now comes to stand as a 
pioneer of Modern Indian Photography.  So, to have two pioneers on your hands is not an easy task. 

I have got to know Devika Daulet-Singh, a passionate person who loves photography, who then immediately said that a book should 
come out on Umrao Singh because his photographs are remarkable. And that book in fact is a remarkable production of a very 
high quality of printing. So gradually, the Estate has come into the public domain through a book on Umrao Singh and she has very 
diligently archived every single photograph of Umrao Singh. If there is a vintage print and there are twenty of them, each of them 
has been. So, I think, in some sense this amateur photographer’s work is now as completely documented and the SSAF, the Sher-Gil 
Sundaram Arts Foundation, will then put this in the public domain for anybody who wants to research the work. 

I am just going to quickly run through a few of my interventions. In 1995 I put together the works of Amrita Sher-Gil and Umrao 
Singh Sher-Gil and called it The Sher-Gil Archive. An archive now is a word that, its archive fever that’s spread all over, but at that 
moment I did not know that using the word ‘archive’ as a kind of category for making an artwork is something that is done on a 
very large scale. So these are all fake boxes, and in these fake boxes are presented different aspects of both Amrita Sher-Gil, but 
mainly Umrao Singh’s photographs.

And these are photographs by Umrao Singh, and I have merged them in two strips and in a sense proposed a kind of narrative from 
the family album.

And then, several years later, in 2001, I entered the age of the digital and called this series Retake of Amrita. These are all digitally 
manipulated photographs, and they establish connections and relationships which are false, but they tell a new story or a new truth.

And then for years I started working on Amrita Sher-Gil’s letters, and it took me almost eight or ten years to bring out a two-volume, 
900-page book on her letters. But what interested me was how the notes, the footnotes, that go at the back of the book, will be 
on the left page and on the right page will be her writings and letters which have no footnote number, but on the opposite page, 
if you see a person or a figure, then you kind of connect it to that.

So, half of these 900 pages, or more than 400, have a visual graphic like this, and often the reader would see the references that, 
how has Ramkinkar Baij come here. And then you weave in an aspect of re-looking, or re-connecting to the work.

SA: Thank you Vivan. What’s also interesting to note, that though Vivan has shown two aspects of his engagement with the estate, 
which is his own art making practice and the book that recently came out (and he didn’t mention some of the other books that have 
also came out via his very diligent engagement with his collection), is the fact that he has also been invested in curating. So there 
are three facets of how he, as an artist, has dealt with the estate that he inherited, which is the curatorial, the book making and 
publishing, and the art making, and now recently, with the foundation of the Sher-Gil Sundaram Arts Foundation. We might take 
this up in the Q & A about how he is planning this. 



An important word, just for us to keep in mind, that after having him engage with his collection, he has used the word ‘narratives’. 
What kinds of narratives get released? How much authorship and determination of meaning over such collections and such histo-
ries come from different quarters, come from the people who own those collections? And how many narratives get released from 
elsewhere? We might like to see how this opens up when the rest of the panelists have spoken.

The next speaker needs no introduction as well. As a photographer, Pablo Bartholomew, has won several awards, also the Padma 
Shri Award, the highest honour in India. In 1975, he received his first World Press Photo award and in 1984, his work on the Bhopal 
gas tragedy won him the World Press Photo of the Year. Pablo Bartholomew’s father, Richard Bartholomew, was a Delhi-based 
refugee from Burma who became one of India’s leading art critics and photographers. And his mother Rati, was an English pro-
fessor and theatre activist, and she had exposed him to a cosmopolitan culture combining Indian and Western modernisms. This 
informed Bartholomew’s visual style; Modern, and transcending their documentary nature. Whilst teaching himself photography, 
Bartholomew used his camera to uniquely document India’s counter-cultures, not only revealing a world hidden in the margin but 
also sharing his own process of self-making. And it seems a lot of his projects, especially the way he engages with the photography 
archive, is around self-making in a larger way, and perhaps Pablo can take us through how he came to possess the collection and 
what all he has been doing with it.

Pablo Bartholomew (PB): I don’t know if I’ll be able to unravel with the clarity that Vivan has already spoken about, how when you 
inherit an archive, and what you can do with it. An archive is both a boon because it’s a reservoir of wonderful material that you can 
go through, or, it can be a curse because to go through the archive that you inherit needs time, patience, and of course, interest. 
Because if you don’t have interest, and that can happen that siblings or the children are completely skewed towards another area 
of life, their passions are very different, and then the archive can just sit there and deteriorate. So there are those dangers. What I 
would try and do is just walk my experience, and hope that it has some resonances, and brings up some questions.

My father, who came from Burma at a fairly young age, in his mid-teens, went through school and college, wrote on art, photo-
graphed, wrote poetry. And I was quite disconnected with the family as I was growing up because I had my own interests of course 
as a photographer. My mother being in theatre, my father being in art, me, I sort of navigated more towards photography because 
it was easier, in the sense that you could be a one-man show. But my photography then took me away to other cities. I was always 
on the road. My father died in 1985 when he was the arts administrator at the Lalit Kala Academy, and that then posed many issues 
and questions for me, as to what one would do with all his work. 

My mother of course, sensing that she couldn’t deal with the photographic material, handed it all over to me. So, in 1986, as a 
dedication to my father, I did a sliver of his street photography work, because that was what I was veering towards at that time. 
So, I looked at only a part of his archive from America, from India, which dealt with the street work, and only of the photographs, 
because I didn’t have possession of the writings at that point. I did the exhibition in Delhi and Bombay. It was kind of interesting. I 
got good feedback but, in the 80s, photography shows in Delhi were far and few. Nothing sold, so there was no money that came 
back to go on further, and then that project kind of got buried. I had a nice poster made and in the poster there were four dedica-
tions from his friends. One was from (M.F.) Husain as a painter, Saeed Jaffrey as the actor, Dom Moraes as the poet and, there was 
one more. Anyway, so that was then.

And then, the photographic material just sat with me till I started winding down my photojournalistic career in the late 90s and 
started to look at my archive which I had accumulated from the age of fourteen. Basically looking at the archive meant that I digi-
tised all my 30,000 images from the period of 1970 to something like ‘85. And then once I did that, I realised, well, my father’s work 
is also sitting around. And in that sweep, I digitised his work too.

Digitising it helped me be able to go through it much faster. With computers, programs designed for editing, I was able to struc-
ture  things, put things into various categories. That helped me then further organise his archive and come out with a publication 
with three galleries, which are Chatterjee and Lal, Photoink and Sepia International. And this is the book that I brought out first, 
called The Critic’s Eye. It basically deals with three, kind of parallel, connected-sections which are, the family portraits, the street 
photography and again, portraits of his artist friends. So, the three are married together in a multi-layered manner. I then went back 
to work with my archive and try and do exhibitions. So, I was parallelly working with my father’s photographic archive and with my 
archive, from my teenage into my late 20s, that body of work.

There was always this whole thing for me that I would love to have had his writings as a book. Part of that whole process came from 
the anger after he died, as how the state forgets people who’ve contributed to it. I think this is a phenomenon which is probably 
in South Asia, so it is common to Bangladesh, Sri Lanka, Pakistan. Maybe it happens further in the South East of Asia also, that 
memory is very weak. 



Things get forgotten and I did not want my father’s contribution forgotten. So with my mother and another friend of hers, Carmen 
Kagal, we sifted through the material of his writings. It took two years and then we sat around trying to find people to publish it. 
Those of you who have the book, a sort of weak history of this is in my acknowledgement, or my afterword, where I address the 
various angles that we took. We went to an art dealer who said that (we were pointed by a painter friend of my father’s to an art 
dealer) who said, I’ll do a small book and for that I’ll take two paintings from this painter. So I thought to myself, I could do better 
and why should he be taking paintings from my father’s painter friend to do this book? There was another family friend who was in 
the arts, collected art, photography, and he sat on the work for four years saying that he would do the book. We should be patient. 
Then I told my mother to get the stuff back because if four years have passed then it will never get done. She tried to get it back, 
and we only got back part of the archive. So then, I had to rebuild the archive by going through the libraries, photocopying material 
and then scanning it so that we could have text. 

Then my mother, who was always all over the place (she was often in Bangladesh and Pakistan because she worked in women’s 
street theatre), had a stroke. The project kept on getting delayed because my mother said, I’ll do it when I come back from here, 
and then when she came back, she went off somewhere else. This is the problem of sometimes having a family archive, if you don’t 
really address it in a pointed, organised manner, things can just drift. And my mother had a stroke and then I thought this project 
is not going to happen. Until, when I met Rosalyn D’Mello and we restarted working on the book and finally it happened with a 
wonderful introduction by Geeta Kapur and this (The Art Critic) is the 640 page book. There are more examples from inside the 
book on the first floor, in the Mining Warm Data exhibition curated by Diana Campbell Betancourt. I have a cabinet with books and 
posters, both mine and my father’s. 

To end very quickly, archives can be very fragile, in the sense that if they are not looked after. There is an example which I have 
turned into work which is again in the (Mining) Warm Data area. The story I did from Bangladesh for National Geographic is in a 
box of slides, 2-300 slides just lying in a cupboard. A neighbour’s water leakage damaged it. Termites came to it. So if you don’t 
look after the archive: papers, negatives, all of these things are highly fragile and can just go.

Pablo Bartholomew, Termite eaten Kodachrome slides, 2016, courtesy of the artist

SA: The question of fragility of archives, of course, and we might also want to think about the question of fragility of artistic lega-
cies as well. It might be a huge archive; there might be a lot of publishing going on. There is a lot of publishing that has happened. 
The question of the fragility of artistic legacies: there is a lot of publication out there; there is a lot of circulation of information. 
What legacies get ossified, and how do they circulate? Both of the speakers that we had earlier, have in fact activated their archive, 
and activated their collections in interesting ways, via very multifaceted routes that they have taken. It will be interesting now to 
know how a museum deals both with a collection which is a physical, as well as building legacy around artists and we are now go-
ing to be hearing from Kerstin Meincke. Kerstin is a curator, researcher and lecturer focusing on photography and media arts in a 
transnational context. She is a curator at the Folkwang Museum in Essen. She has been working very closely with, in fact, her work 
on Germaine Krull goes all the way back to her diploma days, and it is courtesy Kerstin I suppose, that the Germaine Krull photo-
graphs are in the Rewind section.



So, for those of you who haven’t heard of Germaine Krull, her photographs are on display in the Rewind section of the Dhaka Art 
Summit. What’s interesting about Germaine Krull is that her nationality has been categorised as being (Polish), German, French 
and Dutch and, she spent years in Brazil, Republic of the Congo, Thailand and India. So, what kinds of questions around legacy are 
built especially when so much of discourse and artistic legacy is so rooted in nations? I know Kerstin is not going to speak specifi-
cally about this, but perhaps even the journey about this collection and what the museum has been doing with it.

Kerstin Meincke (KM): It is wonderful to see Germaine Krull’s work on display here in the Rewind section and I really think you are 
helping create a wonderful link.

I know several months ago that Diana Campbell Betancourt contacted the Museum Folkwang, which is located in Essen in the very 
western part of Germany, about the possibility of showing extracts from the work Germaine Krull did in Burma and in India during 
the 1950s and 1970s. Florian Ebner, who is the head of the photography department, and responsible for this step, liked the idea, 
first of all because of the opportunity it offered to reconsider part of the artist’s estate that has only been marginally researched 
so far, and secondly, as a means to involve new audiences in this discourse, in particular establishing links to the regions where the 
photographs were taken.

Germaine Krull, Chandigarh, India, April 1972, 8.5 x 6cm, colour print, Germaine Krull Estate, Museum Folkwang, Essen, Germany (not included in the presentation)

The presentation of Germaine Krull’s works, focusing mainly on the era of decolonisation in Africa. Four of these photographers 
were represented in our collection, besides the Nigerian photographer J. D. ‘Okhai Ojeikere, who had captured the process of 
decolonisation in his country of origin (Nigeria).



This is another installation view shows J. D. ‘Okhai Ojeikere’s work. 

Mobilising Germaine Krull’s photographs in this way somehow ties in with the artist’s biography and her individual concept of life, 
which was quite dynamic. Krull was born in Poznań in 1897 which is now located in Poland. She grew up in Germany and moved to 
France in the 1920s. (She) joined the Free French Forces in Brazil in World War II, worked for them in different African countries. 
Came back to Europe and then relocated to Thailand after the end of the war, from where she relocated once again to India in the 
early 1970s. She died in 1985 in a small German town of Wetzlar, where she had spent the last two years of her life together with 
her sister, Bertin.

I was asked to give you a brief insight into her estate which has been held by Museum Folkwang since 1995, as well as into the 
circumstances under which it became a part of the museum’s collection, which I am happy to do.

First of all, the Germaine Krull Estate is not a closed system but has been researched and supplemented since it had become part 
of the collection. The Germaine Krull Estate includes photographs, negatives, magazines, books, private and official documents, 
specimen copies, press articles, unpublished manuscripts, writings and letters covering almost the whole life of the artist. For the 
first years after her passing, the artist’s estate was managed by a group of her heirs who later started the Germaine Krull Founda-
tion in 1987. Given the fact that the foundation was not tied to a public institution, which means that they were not allowed to apply 
for public funds, quite soon it became obvious that it was impossible to maintain such a diverse and comprehensive body of work, 
and that there was urgent need for research, restoration, publication and conservation. 

But why did they choose to donate (and it was a donation) the estate to the Museum Folkwang? In preparing this piece I asked Ute 
Eskildsen, who founded the museum’s photography department in 1978 and was the director for many years before she retired in 
2012, and who had managed that process. Currently the department that she built up holds more than 60,000 photographs from 
the 19th to the 21st centuries, by about 1,300 photographers. The vast majority are vintage prints. Apart from individual works and 
groups of works, the collection possesses numerous lots focussed on various photographers or topics, and the archives and es-
tates of a range of photographers, artists’ groups or institutions. 

The acquisition of artist estates was a key interest of Ute Eskildsen, who intended to acquire at least one artist estate to exemplify 
a certain point in history or a certain movement. Among the estates held by the photography department one can find for example, 
the estate of Wolfgang Weber, who was a pioneer of German photojournalism dating back to the 1920s, Otto Steinert, the famous 
representative and founder of subjective photography, Helmar Lerski and of course Germaine Krull. 

The collecting strategy also makes reference to the central ideal of Karl Ernst Osthaus, who founded the museum in 1902. From 
the very beginning Osthaus had focussed his museum’s collections activities on modern art, crafts and non-Western arts. (Slide) 
You can see one example here which shows how he combined non-Western artworks. In this case, a head and mask from the region 
of Tunis, Democratic Republic of the Congo and a Benin hat from Nigeria alongside paintings by Emil Nolde. In this tradition the 
photography collection not only focuses on photography as an artistic medium but also involves applied works such as commercial 
documentary and journalism.

Another major focus of Ute Eskildsen’s work was female photographers from the 1920s to the 1930s which has led, for example, to 
the exhibition Fotografieren hieß teilnehmen, taking photographs when taking part, in 1994.

One of the first projects developed out of the Germaine Krull Estate was Kim Sichel’s exhibition Germaine Krull: Photographer of 
Modernity in 1999 which was presented in various venues in Europe and in the USA. To be followed by more specialised research 
on particular bodies of her work, such as her work from the French Resistance, which was presented in two exhibitions in 2012 and 
2013, the second of which I mentioned at the beginning. Currently we are preparing an edition of her unpublished writings at the 
museum.

But let me quickly come back to the estate itself. In accordance with Germaine Krull’s dynamic biography, her estate also covers 
several artistic, social and geopolitical reference areas.  One can define three broad groups: the first is her avant-garde work from 
the 1920s to 1930s, when she was part of the artistic avant-garde in Paris as an important representative of the new vision move-
ment. Here she was mainly interested in the signs and symbols of industrial progress (which you can see here in a famous publica-
tion, Métal), as well as in non-European art, like so many of her peers. But in Krull’s case, the sphere of interest is lesser known and 
explored.



This was also the time when she had contributed her photographs to various magazines such as Jazz and VU, and published, edited 
or contributed to various photo-books such as 100 views of Paris (100 x Paris) in this case, in 1929, or Marseille, in 1935.

This first book covers around 500 photographs. With 350 photographs, the second book covers the work developed during World 
War II and this group of works includes images and documents from La Martinique, Brazil and the former French colonies in equa-
torial Africa, as well as from northern Africa and Europe.

These are examples of her work for the French Resistance, dedicated to labour.

And the third group, which is the largest one, involves her post-war work from South East Asia. This covers 2,700 photographs 
mainly captured between the 1950s and 70s, and mainly dedicated to artworks and cultural heritage sites in different countries all 
over the region, such as Thailand, Cambodia, India, Burma and Laos. 

Given the fact that this is a panel on Asian art archives, a very crucial question came up. Can the Asian body of work within the Ger-
maine Krull Estate be considered as an archive of Asian art? When I read the title of the panel I thought immediately I was in the 
wrong place because I had never considered the Germaine Krull Estate, or thought of it as an archive of Asian art. But of course, 
it might be considered as a meta-archive of Asian art, as it comprises reflections on Asian art, and on Buddhist culture, including 
thousands of photographs of artworks and cultural objects, as well as numerous writings and documents that deal with cultural 
phenomena, religion and identity. From this perspective, it somehow outlines a shared cultural heritage, which of course is rooted 
in colonial history, and the power relations associated with it. (Slide) But it also tells us about a process of migration, a very unique 
one, acculturation and identification. And about the wish to find an alternative approach to Western expectations of Asian culture, 
which went far further than simply being a source of inspiration for her, I would argue, even though there were always close ties to 
French colonial and post-colonial politics.

SA: Thank you Kerstin. A very important question indeed and I think something that can be taken up as we go forward and I think 
this does in some way speak to what we were discussing about narratives and what kind of narratives come into play when certain 
collections accumulate at certain centres and they decide how it should disseminate. 

Just to keep time, I’m going to quickly introduce you to our next speaker, Amrita Jhaveri. Amrita Jhaveri established Christie’s 
presence in India in the mid-1990s before moving to London in 2000. As an independent advisor, Amrita has created and managed 
private and corporate art collections, so she comes in from a very different vantage point here. Ambitious artist projects also have 
been supported by Amrita, and large-scale commissions. In 2010, Amrita established Jhaveri Contemporary (Mumbai), and the gal-
lery programme is both inter-generational and trans-national. Yesterday was the launch of the (Anwar Jalal) Shemza book.

Amrita Jhaveri (AJ): I’d like to speak from my position as a young gallery working with estates and families and also with collec-
tions. My journey really began with the estate of Anwar Jalal Shemza, which is actually not really a formal legal entity. It’s just the 
Shemza family that has inherited his works and has been looking after them for all these years. 

Shemza was born in India, studied and lived in Pakistan before moving to the UK in 1956. He died in 1985. The estate was introduced 
to me by Green Cardamom (London), who actually, as Hammad Nasar said at the book launch, he discovered his work only by go-
ing to visit a framer in Karachi, and saw two incredible works by the artist, and was immediately drawn to them and wanted to find 
out more about them, and discovered that this entire body of work lay with the family on the South Coast of England, practically 
forgotten and really not much in circulation.

Anwar showed fairly regularly during his lifetime in Pakistan and, upon his death in 1985, his wife took a large group of works that 
he was planning to show, almost I think a hundred works that he was planning to have an exhibition at four venues in Pakistan, and 
she fulfilled that dream of Anwar’s. Then the works probably just lay in England for a long time. There was maybe a regional show 
in Birmingham but there hadn’t been very much else going on.

Green Cardamom had also placed his works with some key collector-institutions, which is really important. So Tate had acquired 
three works and the Metropolitan Museum of Art had acquired some works. As a result of the Tate acquiring three works, they then 
began thinking about having an entire display devoted to Shemza’s works. So that sort of slowly was being discussed internally and 
the display has just gone up in October, 2015.



Anwar Jalal Shemza, Meem, 1964, aquatint, courtesy of Jhaveri Contemporary

The first thing that I did was to go and spend a little bit of time with the family. They had most of the work in their home, so I saw 
absolutely everything that they had. Fortunately one of the granddaughters is an archivist working in the Bank of England so some 
of the works--I think what Green Cardamom had done was documented a lot, but that was not organised in a way that I could have 
easy access to. I needed to understand from the gallery’s perspective exactly how many works there were, what possibilities there 
were and what we could do with them, and, how we could build on Hammad’s two exhibitions and possibly do a third exhibition. 

The Jhaveri Contemporary gallery is in Mumbai and I thought if I did a third exhibition in Mumbai, it might be difficult because we 
didn’t really know Shemza in India. Doing exhibitions of Pakistani artists in Mumbai is a challenge. We do them all the time but we 
risk them being closed down or we have to face many problems. Then of course all this work is in England, and importing work into 
India is also a big issue. 

There was an opportunity that came out for us to show a body of work at Art Dubai and I thought, I really should do an exhibition 
before I do an art fair but I thought well, where am I going to have it, and this seemed like a good place and so we did a very focused 
presentation of works from just one series of his square compositions. There were pictures that hadn’t been shown before in the 
two exhibitions that Hammad did, and I commissioned a text for it and did a little publication for the art fair. 

While I was at the art fair, I realised that people, curators, would come and say what can we take away? And although the family had 
meticulously kept a lot of exhibition catalogues and pamphlets and brochures, they weren’t really collated in any kind of way that 
they could easily be taken away. So as a gallery, the first thing I did was put together what I called a research document which has 
scans of all the catalogue essays, a lot of things that are out of circulation, that we can now easily forward onto people.

Then I started thinking that it would be nice to have something more substantial in the form of a book, and there the problem was 
how we were going to raise the funds for putting this book together. I first identified the right publisher. This is Riding house, and 
they work with a lot of the older artists, especially Modern British artists, and do books. I liked the quality of what they were doing, 
and I thought, what kind of book could I have?



There certainly wasn’t anybody who was going to write a single essay of 15-20,000 words, so what I did was commission three es-
says and took the two essays that Green Cardamom had commissioned for their exhibitions, thought about what kind of writers 
I wanted, and aspects I wanted with the book. Definitely, one of the things that is important for me as a gallerist is to have older 
artists that work in conversation with younger artists as well, so their work doesn’t become isolated as a kind of Modernist. In the 
marketplace in India there seems to be this division between what is Modern and what is Contemporary, which I don’t think is re-
ally very relevant. So I wanted to have a young artist who collected Shemza’s works and was engaged with Shemza’s practice to 
contribute an essay, so, Shezad Dawood, who is a young artist living in the UK did a piece for us. And we had an Academic from 
Brown University (Courtney J. Martin) come in and talk about England in the 50s environment and the art schools in England in the 
50s and 60s, and Hammad did a fantastic piece for the book as well.

We focused basically on the art fair presentation and then I did an exhibition in England on his prints, because he is an incredibly 
sophisticated and experimental printmaker, and this was not something that was very well known, so we did a show of prints. When 
I was doing the show, I learnt that he didn’t actually, although they had editions numbers on them, he hadn’t actually printed all of 
his prints and we don’t know how many prints he had actually made and where they are. Also, we discovered that Mary, his wife, has 
actually kept all the printing plates. So we are now thinking, is this something we can do in terms of maybe looking at re-editioning, 
or remaking some of these prints? I am just doing some research around that to see if it is possible

I want to talk a little bit about the challenges that I’ve had working with it. A lot of Shemza’s works are disbursed and we constantly 
get asked for exhibitions and where the works are. So, trying to really learn from Green Cardamom where they’ve put the works. 
Also, when the family sold the works, who they sold the works to. When works come up at auction, I’ve said to the family, from sales 
that they make from works that are currently with them, we should possibly together defend the works that come up at auction, 
and maybe, possibly, try and acquire some works so we have them in our collection, jointly. The gallery puts in some funds and the 
family puts in some of the money, and we have brought some works from auction if they are affordable, so that we can actually 
build up a library of works that we can lend out. For example, the Tate’s has a show at the moment. The show is on for a year. It is 
free to everybody but the issue is that a lot of the works are locked into that exhibition for a year, and there are other exhibition 
opportunities that we don’t have enough works to support. 

It’s a small estate. It is under 500 works. And of course there is the emotional side of things. The family wants to hold on to a lot of 
their own works and I’m trying to convince them, as long as we can place them in good places where they will be available to the 
public, that they should really think about letting go of some more works and not just have them all at home.

Also, a question about where can we show this work in this region. I’ve never been to Pakistan. I don’t know the structure of the 
art scene there. Getting visas for me, is difficult. So Dhaka seemed like a great opportunity because this work has never been seen 
here, and India has its own problems. So, all of you can go up and see the Shemza’s work here. 

There are other collections I work with, and I wanted to talk a little bit about those but I don’t think we have time. I’ve worked with 
a private collection of photography by Lionel Wendt. It’s not an estate. It is a collection. And of course, with showing that in the 
region, we have issues with censorship, so we have had to bring works to Dhaka that are very specific because a lot of the works 
are male nudes and we can’t show those in Dubai, and we can’t really show them in Dhaka. We have then, in this instance, shown 
them in India. 

As I said, it’s important for me to show these works in conversation with younger artists, so I am going to continue to do exhibitions. 
For example, Shemza’s works with younger artist like Seher Shah, and also with Rana Begum and others, and look at their interest 
in architecture and Shemza’s interest in architecture as well. 

So, that’s just a little bit about what I do. I work with estates and will continue to work with them. I enjoy the long, slow process. 
I enjoy working on publications and hope I can do more for some of the estates that I am currently working with, going forward. 
Thank you.

SA: Thank you Amrita. Protocols of access. How do we understand those protocols of access when an estate is a very small entity 
and works are disbursed all over? Who gets access to them? How do they get access and what do they make use of, once they 
get access? We are going to move on to our last speaker whose work is on a Burmese artist, Bagyi Aung Soe, because if we are 
talking about disbursed estates, we are talking about disbursed collections, and Bagyi Aung Soe’s collection is a hallmark of such 
a phenomena.



Yin Ker (YK): I will be sharing my recollections of how what we might call an estate came about, and what I tried to do to activate 
it. I don’t own these materials. I don’t have any blood ties with the artist. I am not even Burmese. This is not a legal entity at all and 
the Government of Burma clearly has no interest in looking into this either. The works are in the hands of private collectors, mostly 
in Singapore, and in Burma or Myanmar. It is very likely that some of the works have left Burma along with the intellectual diaspora 
in Australia and UK and US, but I have not had the resources to hunt down these collections as yet. A brief introduction about the 
artist: He was born in 1924. He passed away in 1990. The relevance of him with South Asia is that he was in Shantiniketan on an 
Indian Government scholarship in 1951, and thereafter all the works he did, I think we could bring back to the teachings he received 
in Shantiniketan. And his continued dialogue with Shantiniketan’s teaching was such that it very much isolated him from the rest of 
the artistic community in Burma.

I am just going to go through what this so-called estate might consist of. Primarily paper works: very fragile works of ink and felt-tip 
pen on paper. Definitely no larger than A4 size.

Courtesy  of Yin Ker
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We have drawings, sketches as well from the very early period, and very importantly, illustrations.



These illustrations have no commercial value basically, because they are not originals. They are printed matter and very, very poor 
quality as well. But they are very important for reconstituting the artistic evolution of the artist throughout the 50s, 60s, 70s and 
80s. And they are very important for recounting, and retracing the history of 20th century Burmese art as well.

Courtesy  of Yin Ker

This is an example of what a poorly printed copy of the original illustration is.
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More examples of how his work has evolved, and why they are very important in our reconstitution of his career.
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Other materials include manuscripts, written exchanges (because he couldn’t hear well, he basically communicated by writing). 
We also have articles. He wrote and he published a lot. We have journals, diaries; we have books with his notes on them, exhibition 
invitations as well as movie posters. 



Courtesy  of Yin Ker

He was a very famous movie actor. This has got nothing to do with the art but, in understanding his persona, you cannot not look 
at the movies he made and the kind of image he projected, which also impacted the image of him as an artist.

Today, just illustrations and original works alone, we have about 6,000 works, and given that at his most prolific period he was doing 
something like 80 illustrations per month, easily there could be another 5,000 works out there. We don’t know. 

Now a little bit on how my relationship with this so-called ‘estate’ came about. It started in 1997-1998 when I first saw his works, 
which I couldn’t understand at all. I come from a background of painting and usually I think when I look at an image I kind of have 
an idea of how the a painter put together the image and translated it into more concrete forms. But when I saw his works, the first 
images you saw, I was just blank, and I wanted to understand why. And so, in 2001, I went to Burma to track down his other works. 
The first works that I saw were in Singapore in a gallery. And it was the first time that works were taken out of Burma in 1996, and 
shown on a public platform as works of art. So in 2001, I went there for the first time. In hindsight it took me something like five to 
ten years to really gain the trust of the family and friends before they really opened up all their collection to me and shared stories 
with me. Stories are very, very important. Although I didn’t mention it just now, I think oral histories are a very important part of the 
reconstitution of artists work as well. In other words, when I talk about estates, I’m actually talking about memory, the memory of 
this artist. Everything that contributes to the reconstitution of his memory and how I, more like the guardian, can build on it and 
take things further. 

I think by 2005 I was thinking of ways to give back as well, because I benefited a lot from the stories that they shared with me, the 
poets, the writers with whom the artist was very close. He was closer to the writers and the poets than the artists. So I started think-
ing about staging exhibitions as a way of telling the people in Burma that I didn’t take you for a ride. I wasn’t wasting your time. But 
it was very difficult working with institutions that changed timelines. Then there was no budget, and things like that.
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So what happened was that I created a website where I could stage virtual exhibitions. I realised that it didn’t really work very well 
because very few people were reading the text that I was writing and most people accessing it, were people in Burma. So I created 
a Facebook page to reach out to a wider audience. Something like bite-sized information.

Courtesy  of Yin Ker

In 2011-13 there were large number of people in Burma who played vital roles in the reconstitution of this story of Bagyi Aung Soe 
who had passed away, and I was very ill as well. So that got me thinking about a more systematic way of transmitting whatever 
materials I have, and that led me to the creation of this database of all his illustrations.
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Today we have almost 4,000-odd illustrations. Everything that is put on-line is available to everyone. And my aim was to get it to 
reach as large a public as possible. To take it out of Burma and hopefully to inspire to get young scholars to work on these, because 
I think the story of an artist lives on, only if it is seen through evolving lenses. If not, it disappears and it dies. So that’s my priority 
when I deal with these materials.

Courtesy  of Yin Ker



“No matter how much they [fellow Burmese] want to buy, they can’t afford to spend the money, even if it is just 25/50 kyats. 
That’s why I slashed the prices to 10 kyats. That’s fair to all. I want them [the works] to reach everybody.”

Just some considerations, I think both Vivan and Pablo have mentioned it as well, dealing with an estate or memories like this, 
there are a lot of duties and responsibilities as well, and in trying to get this work disseminated, there are some considerations. For 
example, he was against the art market. So does getting him known mean I want to make him the most famous artist sold at the 
highest price, getting him into a prestigious institution in Europe or America? Maybe not so, because that is not what he wanted. 
He didn’t make art to be sold. He gave these works away. And the reason why he did make so many illustrations was so that his 
art could reach out to the largest public possible. That people didn’t need money to appreciate and enjoy art.  So, that’s a major 
consideration, and I don’t know how an artist who doesn’t play along the rules of the art market actually might have a place in the 
international art world today. So may be you could give me some ideas as to how to go about doing that. Thank you.

SA: Thank you very much Yin Ker. A fascinating panel.  Many different vantage points. We have very little time so I want to open 
the questions out to the audience here. I hope you will indulge me in asking the first question which is that I work in an archive. It 
is interesting that we were discussing estates and artist’s legacies, and archives kept figuring in. And a lot of people come to me 
to ask, you know I have a collection, and I am sure a lot of you here have all kinds of collections that you want to archive, and they 
ask me, how do we go about archiving it? Similarly, a lot of questions are there among people about how to build an estate. What 
do we have to do? Is it registered? And I think all the examples we have had here today are non-legal entities, or non-registered 
entities, which have been referred to as ‘estates’. So, I want to open up the first question about estates which – and I like the way 
Bagyi Aung Soe’s example of how to really be relevant, reactivate this collection without necessarily following the same rules of 
market that these kind of things really play out. So, I wanted to open up the question with (so we are not looking at registered 
entities and estates, right) I am going to direct this question first to Vivan and Amrita and then please feel free to pitch in. Does it 
matter that these have to be registered entities? It probably does. If it does matter, why or how does it matter? I am sure you are 
coming across entities or archives which are properly formulated and estates which are properly founded. A lot of people have 
collections here, and when they do, they kind of want to figure out what they can do with it. So does it matter that we should have 
legal entities such as estates? We have an example of Germaine Krull, which is institutionalised in a museum. It is not an estate 
from what I understand as a family inheritance but a different kind. So the institutionalisation of collections, of archives, is what I 
want to address to both Vivan and Amrita. If Vivan could answer first because recently he has founded and established the Sher-Gil 
Sundaram Arts Foundation. Perhaps you could begin?

VS: Yes, suddenly this daunting word ‘registered’. Are you registered? Well, in a general sense or another sense, Amrita Sher-Gil, 
since she is national property, her works cannot be exported, they can only be ‘sent’ abroad. Even to be sent abroad you have to 
get the Archaeological Survey of India to give permission to send them. In fact, there was a major show at the Haus der Kunst and 
the Director of the Archaeological Survey came to the house and he said, you can’t send this abroad, this is an important painting. 
So he exercised a right that I can’t send a particular painting, South Indian Villagers Going to Market, because that is something he 
can do. So in one sense, it is framed that these are national treasures and what if they are put up in auction. I have put every single 
work that I know in my book. Since then, about five or seven works have appeared and they are not forgeries (many are forgeries), 
so that number would grow. So, in an indirect sense, every work of hers is already in the public domain through my publication. Is 
that an indirect way that they are registered? That’s one. But that’s only paintings. What do you do with all the watercolours and 
sketches? 

The next question that I have to ask myself and pose it to the Sher-Gil Sundaram Arts Foundation is that when both me and my 
sister, and my wife Geeta, are no longer there, then will it be important to register everything so that what the Foundation gets is 
a registered body of work and, say, that protects it?

AJ: I don’t think it is important actually to register paintings for lots of very boring reasons that have to do with tax, family division 
etc.. But obviously registering these things is not that straightforward in India, and it can take a long time. I can just give you a short 
experience of having worked with a living artist who then passed away and now the estate is in formulation, which is of Mrinalini 
Mukherjee. We had worked very hard to start promoting her work. She hadn’t had a show in Bombay for many years. I brought 
her works to the attention of the curator of the Gwangju Biennale, sent the works there. She’d just had a big show with the NGMA 
(National Gallery of Modern Art, New Delhi) and dealing with all of this was very difficult because a lot of it was heavy sculptural 
work, difficult to show, difficult to move. Our gallery space is small. She passed away very sadly just before her retrospective, a day 
before, and now it seems like her estate is being formalised and being sorted but they are doing it so carefully, so by the book, that 
I am worried that all the momentum that we’ve built on, I don’t know how long it’s going to be before we are able to actively be 
able to work with her work. So now I’m thinking, can I gather some works from the secondary market and do a show just to keep 
the momentum going?



Yes, it is important to do it but there are challenges to setting estates up. And to organise a probate after somebody passes away, 
that can take a long while. Whether a family member might come out and make a claim, we don’t know that. Whether we would be 
awarded the estate, I don’t know that. I hope that we would be, but I don’t know that. I’d like to work on a book, but how do we fund 
it if we can’t sell the material. The Shemza book was partly funded by a foundation and partly funded by the family, the Shemza 
family and myself, through the sale of an artwork, with all of the proceeds going towards the book. So, I am held back by this formal 
procedure as well. But, in the long term, I think it is an important thing to get done. 

SA: If other panellists would like to respond as well, otherwise we can move on. Any pressing questions out there?

Audience (Rosalyn D’Mello): I just want to say that what Pablo kind of didn’t touch upon because he probably didn’t have time is, 
in the process of putting together the writings of Richard Bartholomew, we realised that it was very important to have a visual ac-
companiment, and this is something that Vivan also did in the letter to Amrita (Amrita Sher-Gil: A Self-Portrait in Letters & Writings).  
And that was actually the real struggle because we were looking at his writings from the 50s to the 80s and a lot of the first solo 
shows of certain artists in Delhi or Bombay, and that was really hard because we struggled to find the images in question because a 
lot of these artists themselves, or their families didn’t have any of this material archived. So over there again, the secondary market, 
we were looking at Osian’s, Christie’s, and Sotheby’s. We were really trying to get images from there, and then we had to really 
look at the descriptions of certain paintings and try to figure out. It was harder with the abstract painters where you just had no, it 
was totally untitled. So I think one of the big accomplishments of this book that actually no one really talks about, is creating this 
image archive, and we’ve put all the illustrations in, one after the other. And I think that also is important because it is not just about 
restoring Richard’s legacy as an art writer, it’s also about putting these, some of the very seminal works together, page after page. 

YK: Actually I thought what was really interesting about Pablo and Vivan was that there was an element of curating in there as well. 
How do you curate materials and present them? I don’t know. If we had a chance, I’d be curious to understand a bit more about 
what is your criteria and principles of curating these materials as well?

VS: If you have a named person, that you continue that legacy with what they did or then to completely break away and support 
through money that you get from the sale of the works, a completely contemporary art practice. Is that something that breaks 
away from the photographer and the painter to support contemporary art practice? That is what our intention is. It’s that, it doesn’t 
follow the logic of the estate. 

SA: Thank you Vivan and thank you everyone for attending this panel. I just want to end on a note, drawing from something that 
Yin Ker mentioned which is about guardianship, and I think something that all of us might be thinking about in different ways, is 
about not just custodianship in terms of possession.  Because as you can see, artists’ estates don’t only exists in physical form, in 
consolidated forms, but also in fact disbursed, are being put together virtually, as Yin Ker is doing, curatorially as museums and 
galleries and publication houses are doing, and via art projects. So, guardianship, collector guardianship.  Collector guardianship 
sounds easy. What does it mean? I suppose it’s around the question of legacies and memory and the fragility of it.
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