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ATUL DODIY

By Olivia Sand

Atul Dodyta (b 1959, Mumbai) is
from the group of the very first

artists from India
and

er, he Is also known as an
his
ispinon om evrything that
surrounds him — people, objects,
ideas, as in his art and
life are Je. In addition,
Atul Dodiya is a strong believer in
ﬂnpowerd’ut,mmuhgto
through his work
nz:nuhapoum:nnon

30yemlndnmwodd,

discusses his latest work with the

Aslan Art Newspaper whilst

looking back on the milestones in
career.

Asian Art Newspapen: Your bitest show
in Paris at the end of 2018 referred to
the painter Morandi (1890.1964).
What started you in this direction? Was
it a special affection towards Morandi's
work rather than the film La Dolce Vita
that features his paintings, which you
also addressad in your pm:u’

Atul Dodiya: As you
nunotbmunoﬁh hu-t
beacause of the painter Morandi,
whoem I have been foad of since my
art school days. I admire the decision
with which he painted, completing
simple still lives ca 2 small scale
format. Regardless of what was

Continued on page 4
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Atul Dodiya. Photo: And Rane. All images courtesy Galerie Templon; Paris & Brussels
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mth:lrtwodd,hch'pt
punn.n;E is stillifes that always
conveyed a sense of solitude. Soemg
these | paintings has llwns ven me
alot of pleasure.
whatever Ilike oc 2 ncoxnsmm
oy work and I do not hesitate to
q.pmchthuclmlgu ideas, or
pamn.nss l:uuf(benr(m
who completed them. For example,
I have often paintad Gandhi bacause
I admire him so much. Another
example is precisely the film La
Doke ‘mtlnnlso:ppennm
wock. Inth:ﬁ.lm,tbe.r:undnlo%:c
where the bost is expeessing fear
:b:fumguh:hsdmbu'hzth:r
coz. The dilogue emphasises that
tbewoﬂdubaunﬁ:l,buthrlolg
it will rermain that way —we do not
know. With the gesture of coe mad
man, everything could be
Emnlh?:fs thudnlog\::h:?d
pmknd the whole show, essentially
the dialogue between Marcello and
Steiner in La Doke Vita.

AAN: Other works also seer to
address that specific question about
the course our world is taking?

AD: Of course, the same guestions
could have come up in another film,
oc in literature, but since the
dillngut in this particular film tock
phce around 3 Morandi painting,

1 ikt that painting the film stills
would in itself be a different exercise
in painting. Aslvmuldbeuungm
existing art form for

Twas wondering how Iwould

c}uﬂ:ng: if  painted from a
p}mmgmph o from the film stills?
I started wocking on this in 2017,
Initially, I did not know where this
would g go, but I about how
oy pieces would look if Iwere to
an}udeob)e(n and people I admire
in coe show. Sothat is
precisely what I bave been daing,

AAN: Is the quote you refer to in La
Doloe Vita a view and a fear that you
share, corsidering the state
of the world?
AD: Exactly, mainly because over the
past 25 years, India has itself
a great deal of vialence.
gk gt ol e
Viodien sha e geneed
mal
killings. In India, we often notic
u}:ywmpohnuu; motivated.
For example, back in 1992, a
was demolished in the
Nocth of India and after that, thare
was a subsequent rict in the whole of
the country and in Mumbai, where
Ilive, there have been several bomb
blasts. There was this fedling of pain

and uxw!rvrhl:n see innocent

people 'Dxug %11
bip;\:m York with the

Tiwin Towers being Also,
tba:mdmm:o(mmnom
the past 20 oc 35 years, not j
India, but all over the worl
Actually, it has recently been 10
)unsinc:thtith:khuokplx:in
the Taj Mahal Hotel in Mumbai —
with the pain and the wounds still
alive in peoples” hearts. I also
remember the terrarist attack in the
South of France on a national
boliday when many people were
killed. Alth, ?;mfumnyﬁum
:bsephcs Iread about the

that bappen all over the wodd, or
see them on television, this triggers
a peofound feeling of pain.

The wodd is baqutiful, life is
beautiful, mbcnmfu
tngmuzw

Icannots
painter

nmmtn
n

mu:glboutn. Iama
creativity is something
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Black Petals - | (2018) by Atul Dodiya,

cil, epoxy putty and laminate on marine ply, 183 x 122 cm. Photo: B Huet-Tutti

In one sense I may be
considered a
politically conscious
artist - itis my
responsibility to
address these things

that matters to ma. Of course, in my
appeoach and in my peactice, there is
the context of the social political
simnﬁunthnlmthinkingnbout:
how can I tackle and address these
situations, oc what ] have been

feeling, through my painting?

AAN: It seems that you are taking your
responsbility as an artist very
seriously, even more so wday than
pah s 20 yun
es, certainly. ] am an artist who
is umxutad in n.rt-odu and Iwas
very much infloenced by the
m?m like Henri M:?iuc, m
Picasso, Marcel Duchamp and
Jasper Johns. In India, we do not get
to see the original wors of these
artists, but we study them in art
school. Asan art ﬂ'udmt, I was
their work and ouch
}Tt.rp:nwgnd 1991, Iwas a French
scholar living in Paris.
studied at the Ecole des Beaux-
Arts Ilnd there, for d\e;ﬂcn‘ first
um; saw paint
e s il vt thoveks
o xmst:n. with ideasin
mﬁ the pm-&tumw e to the
ost-modern pariod. However,
gectuu all kinds of violence took
place in my own country with beenb
blasts and pcoplegemng killed, my
m turned to Mnd_ tma
who was cos of the
Jeaders for the Fresdom Mm‘mmm?
of India: be was committed to
noa-violence, n:fusins to adopt an

‘eye for an eye’ motto which,

according to him, would only make
tbewbolt world blind. The
Gandhian philosophy of non-
violence is still of great importance
today, acknowledged with roads
mumed after him, or being featared
o rupee notes and stamps.
However, the implementation of the
Gandhian philoscphy of non-
vioknce is somehow missing, In
1997, India was celebeating 50 years
of Independence. Ifd.tuvrulﬁ:d
t that we were celebeating,
thZ many peoblems are still theee:

lnr.kuf leadership,

nptdlﬂ'mculxmvsm
(bemuu:muuty intalerance.
Therefore, I was forced to think of
Gandhi because of the palitical
social situation in India and in other
plces, In that sense, Imzybe
idered a politicall

artist, but I think it is oy
responsibility to address these
things. Imn)'mnmkcn
documentary, or write articles in the
pewspapers, because I am 2 painter.

Endless Column (2018) by Atul Dediya,

ol, epoxy putty and marinate on marine ply, 61 x 46 cm. Photo: B Huet-Tutti

The challenge I am facing is how to
deal with this whole sitaation
through creativity while contiouing
to paint.

AAN: You have often stated that you
are very fond of films. Coming back to
your recent show in Paris, is this the
first time that you are alluding to film
in such a direct manner?

AD: In the past, I bave often used
cinerm and still i arately in
printings, ﬁo”mpom

Rucfom itis pot 2 new peocess,
but in a way, you are right: it is
cel the first time | am direc
rdmyl.;g}gn the film stills and it
showing them in a sequence of 10to
12 pnm:ngs Iam now also
additional pieces. Moce
cifically;, the show I had
Py eilley, Chimmola Prest
Road in Mumh: was called Seven
Minuses of Blackmail. It is a film
which was made 90 rs ago in
1929 by Alfred cock, 2
filmmaker I admire. The film

Still from La Doke Vita X (2017-2018) by Atul Dodiya,
oil on canvas, 46 x 61 cm. Photo: B Huet-Tutti

Enmmnsequen::wbcﬂlplmr
tries to seduce a g nnd,mfln,
tries to rape identally,
becmseshepmmumdmgando(
him, thers was a knife and,
accidentally, she kills him and runs
nuy This particular situation
happensd in seven minutes within
the film. When I am watching
movies, I am taking lots of
photographs in order to have create
my own stills and, in this case,
Blackmail Jed to an entire show of

36 paintings.

AAN: Taking existing images asa
source, any kind of appropriation can
be extrernely tricky because it has to
be done in a smocth, subtle, and
constructive way. Is it a very
challenging undertaking?
AD: ?'em“‘lft nbco}ued"nghx itis
challenging, even ruz\- to approach
2 master like Hitchcock, Fellini, ar
Indian film makers. W}yu it
dnlhnuEB?P Because it is already an

stabli film and people already
lenow about it. Then, it is difficult to
create samething, or take references
froen the existing art world: if you
are umble to give it another
meaning (apart from specific film
stills or cinermn sequences), you have
to give another dimension to the
hallsgiog, bo fis s i

i itis exciti

As Imcn:':fnnd earlier, bocm:enf'
have been admiring the wodk and if
you like someone, you want to
embeace it, take it mdwu do not
consider it 2s not yours,

One of the concepts in Hindu
phﬂo:opb"unbaul acceptance.
Franldy, I'feel that what I see and
what I 'like somehow belongs to me.
Sometimes, when Task m)ul.fﬁm'
whom Picaso painted all those

paintings, my answer is that he
ﬂa& r.bel:?sfmuzm Isee them,
enjoy them, and they are so much
part of me. Itis mton}yzdnummn,
it is also a kind of assochtion
between what you se= and what you



admire. I do not hesitate and want o
go about it in 2 very humble way. It
is not a critique or 2 comment: on
d)ccmmry,i:isﬁmshecrlmeuﬂ
compassion. This is my LA
homzp;zs:u akm‘f?dﬁ;%ng
somecae for whom you have respect.
It is all about the need to go closer to
those works, thinking about them
and trying to understand them. In
that context, | would also read about
the situation any artist was working
in and the context. Lﬂnmnr]v[
would say it comes down to a little
kit of knowledge, intesest, and 2 lot
of joy.

AAN: You mentioned that your
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In a nutshell,
I juxtapose the

extreme personal
and the universal

simultansously. Therefore, I cannot
just have one = point of view — I
want to remain

When I retumned from Paris in

1992, I thought I would stop

all together. 1 called myself

created within the figurative genre.

holarship in Paris rep d the : =4 e
first opportunity to see the actual a figurative painter, but such
masterpieces of the artists you profound work had already been
admired. Did seeing these works
change your practice?

AD: I think it gave me a tremendous
amount of freedom. I was staying at
the Cité des Arts in the Marais,
close to the Picasso Museum,
enjoying the benefits of 2 national
pass for many museums. |
noticed from Cézanne to Matisse,
Picasso and Duchamgp, for example,
is essentially shout how to Bberate
yourself: you start with so i
and if you creste what you wanted to
do, then there is 2 certain sense of
accomplishment, while also
discovering in the process the things
you did not know. After seeing these
great masters, | realised that it i all
about freedoem. We say that as a
buman being and 25 an artist we are
free ] am free. Absolutely free.
However, some invisible Sorces, ke
success, dealers, collectors, auction
houses, selling pummg;, may -
y, OF ;, affect your
R
in coe field. If there is a demand,
then, thereis a u:ndcnc_v to
continue producing the same works.
Succumbing to these demands
means death for an artist,
in my opinion.

Another message I leamed from
the great masters, ke Picasso or
Matisse, is not to remain stuck in
cne particular way of painting: they
different, a]wz,s s
themselves. [ relate to this approach
simply because if I am not baffled by
my own waorks, then, people will noe
be able to see those elements of
surpeise. My feelings in various
contexts s ch icularly
e b A 4 e
where diverse situations coexist

After seeing the great paintings in
the museums in Paris, 1 felt my work
was mediocre which made me sad
and nervous. However, | knew what
I could do and what I should be
doing without fear. Paris gave me
fearessness and after three years,
when I started working again, I did
all kinds of things. If T felt like
doing landscapes, I would just do
them regardless of what was
happening in the art workd. If there
is an inner need, then, one should
follow those instincts and this is
exactly what happened when I went
home after Paris.

AAN: It seems Paris was a highly
productive and inspiring time and
served you well for the rest of your
career. You also had a fellowship in
Nantes in 2017. What was that about?
AD: Nantes has the Institute of
Advanced Studies, which invites
scholars, historians, writers,
architects and social scientists to go
there. People xpplv forit and d’\ey
provide you with studio and
residential space. You are with about
20 fellows from all over the wodd,
living together, sharing ideas and
presentations. When [ was imvited,
there was an Indian artist who had
lived for almost 60 years in Paris,
SH Raza, a senior artist in the
Indian modem painting movement,
who passed away in 2016 at the age
of 93. There is a foundation bearing
his name and the foundation created
a chair in Raza's name. Institute
of Advanced Studies in Nantes
accepted it because Raza lived in
France for such a long time. The idea
of the Raza Foundation is to
encourage artists, filmmakers, poets,

With colleagues - cutside the Johannesburg office, circa 1905 (2015),
oil on canvas and acrylic mastic polyester and oil on galvanised steel, 213 x 281 cm. Photo: B Huet-Tutti

Tsunami (2012) by Atul Dodiya,

enamel paint on metal roll, steel hooks and copper letters, 274 x 183 cm. Photo: B Huet-Tutti

painters, so | was an invited fellow
and I had the honour of being 2
Raza chair holder in Nantes. It was
absolutely fantastic with wonderful
people fram all over the world and
this, of course, enabled me to

AAN: In the paintings at your most
recent show in Galerie Templon in
Paris, and as in previous works, you
seem 1o be alluding to Brancusi and
his Endiess Column. Is there more
meaning to this, or is it sheer
coincidence?

AD: I often used Brancusi’s Endless
Column in the past. Whatever the
size of the structure, it is endless
until it ends at some point in space.
1 always Eked it and it also reminds
me of the time when we were young
kids in Mumbai, as the label an
some medicine bottles for the dzily
doses of the liquid had a similar
rthe to the actual column. In
addition, the cobsmn bears beautiful
assthetics, also appearing as 2 kind
of iconic totem. To me, it is very
spiritual, creating a very tense
situation, figuration or subject
matter. Sometimes, | would use itas

collapsing, or it getting dmu_vbd, as

it then bends and moves. Aftera
point, it loses its identity and
becomes a pure abstract pattern or
an abstract form. As a result, these
mmardlmcmmmﬁrmm

have this Endless Calumn.

AAN: Coming back to something you
said earlier — that you considered
yourself a realistic painter after your
studies. Would you still say o today,
or is your work slowly moving towards
abstraction?

AD: I am moving towards
abstracticn. In my case, I noticed
that if there & 2 certain technically
required imagery, then I may do
shstraction, but T simultansously
also may do very realistic paintings,
or figurative paintings as well. It all
depends on the particular theme, on
ry mood and on what [ want to do.
If I am attempting things fora
longer time with a certain imagery
combined with 2 certain treatment
for the imagery, then I may feel 1
explored it encugh. Again and
again, | want to discover myself and
find out what I would like to see
from me. Tod.x_v, there is much mare
freedom in my work which
translates in the form becoming
quite loose in terms of treatment and
sppeopriation. Therefore, what you
noticed about abstraction is trnee.

AAN: Especially for the big pai
there is a very “fresco-like” feel in
terms of texture and colour.

Would you agree?

AD: Yes. As | said eadier, | admire
and have seen 2 lot of eardy Italian
frescoes. There iszwhnl:stm)‘md
how in the course of 500 or 600
years everything ultimately
mway, g:s) loslrfnd pecﬂcd%oﬁ:_
How lang do we remember things
and how much do we actual
remember are questions I constantly
have in my head. I thought it is
visually interesting when I see the
frescoes partly damaged and y
restored r:;?ining quite pm;upf‘}?o
me, this itself is 2 kind of lead and
trigger to attempe things. Suddenly,
I would have 2 head and then, some
ahstract patches falling oa it. It is
not the full experience of one thing,
itis ial. You jence a bit, but
dmrs;nti]c nﬁ&icip:;thx whale
experience, unexpectadly, something
ekse comes and it gets distracted. We
are constantly distracted 25 we am

Eving in the time of social media
and the internet, overloaded with so
much information. Of course, my
work is very much based on
information as well, but when I am
watching television news, within
that one single news, someone is

ing al:ﬁ Eving seriows things
and saddenly, an advert pops up.
Things are overdapping. That is
something I Eke. I think the
frsm:s:sadcviaisvu‘yhdp{ulm
me in my way of thinking,

AAN: As you say, we get to see many
images on a dady basis. As an artist,
how do you try to make people pause
and make them look and pay attention
to what you are doing and saying?
AD: It is a challenge, because there
are so y things that are given to
:vicw:r“:nx’dm‘lf;‘,;:oplc not
have time. How can one hold their
attention? I try to provide them with
something :hcv know, combined
with something that is
autobiographical and very personal
In a rustshell, | juxtapose the
extreme persanal and the
universal. However, I do not like
attention grabbing, I do not believe
in making too much naise, when
you shout for people to look at you.
“The Jook at me’ syndrame also
presents dangers. How to
contemplate, how to concentrate,
creating a mix, that is the challenge.
Ul:irnztdy,it all depends on what
_vDuwznl to SI)ZFH howyou are
saying it.

AAN: Exhibition after exhibition,
you keep experimenting ...
AD: Exery show is different. In my
last show, there weee all kinds of
subject matter, treatments, and
renderings in terms of small scale
work, on paper, on cirmvas, on
laminate. | attempted all kinds of
things resulting ina very diverse
oeunvre. Sometimes, even I get very
confused: | wonder whether I am on
the right track, o whether [ am
someone who is uttedy confused?
Should I have cae single style and
follow it like Morandi> Probably, but
I cannce do that. I have given up
staying with one single way of
of approaching a situation, or ssbject
matter. | cannot help it. I have to

ive like this and I am just happy
with tha.



