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Artist Statement

The multilayered relationships between people and places form the foundation of my practice, which extends 

beyond the studio. My work focuses on articulating unspoken stories and uncovering meaning from the 

psychological and physical disruptions caused by war and conflict. Through archival and ethnographic 

research, alongside engagement with military and civilian personnel, I explore issues surrounding conflict, 

war, imperial systems, conscription, commemoration, war museums, heroism, the body, emotion, fear, 

resilience, healing, and gender. A central aspect of my practice involves bridging personal conversations with 

institutional knowledge to reveal how the history of war and conflict influences and connects to everyday life.  

Evolving projects are at the core of my work, including Siachen Glacier Conflict (2007–Ongoing), which 

addresses border tensions between India and Pakistan, and India and the World Wars (2011–Ongoing), 

which explores Indian soldiers' experiences in the World Wars, among others. In 2023, the In Flanders Fields 

Museum in Ypres, Belgium, published my first eponymous monograph, offering an overview of my works 

from 2006 to 2023.

The narratives of war are not linear; they form intricate trajectories. Over the past decade, I have sought to 

deconstruct these crucial and complex layers by approaching them from various perspectives. This process 

involves exhaustive investigation, questioning, collaboration, and interpretation, leading to critical and often 

ambiguous outcomes that challenge and confront established histories and power structures. Like an 

excavator, I move back and forth in time, unearthing traces of the past while documenting the present across 

diverse geographies. My artworks delve beneath the surface to complicate, contradict, and rethink oral 

histories, facts, memory, and its loss. I develop varied interpretations through the careful observation of 

found objects, languages, translations, random thoughts, imagined stories, and strategically archived 

narratives. My interdisciplinary projects employ a wide range of mediums, including sculpture, photography, 

printmaking, collage, installation, performance, and audio/video. – Updated Feb 2025
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Artist Biography

Baptist Coelho (b. 1977, Mumbai, India) received his Master of Arts (MA) from the Birmingham Institute of Art & Design 

(BIAD), UK (2006). He was awarded the Sovereign Asian Art Prize, Hong Kong (2016); Façade Video Award, Bulgaria 

(2011); Promising Artist Award, India (2007); among others. Solo Exhibitions include, Bâtiment IV, Esch-sur-Alzette 

(2024); Flanders Fields Museum, Ypres (2022-23); Galerie Saint-Séverin; Paris (2021-22); Somerset House, London 

(2016); Goethe-Zentrum, Hyderabad (2015); Project 88, Mumbai (2015, 2009); Ladakh Arts and Media Organization 

(LAMO), Leh (2015); Pump House Gallery, London (2012); Grand Palais, Bern (2009); among others.

Baptist has performed at Frac des Pays de la Loire, Carquefou (2022); Stamford Arts Centre, Singapore (2019); SH 

Ervin Gallery, Sydney (2019); Centre Pompidou, Paris (2018); New Art Exchange, Nottingham (2018), among others. 

His works have been exhibited at Ashmolean Museum, Oxford (2024-25); Villa Radet, Paris (2019); Botanic Garden of 

the Moscow State University, Russia (2016); Arab-Jewish Culture Center, Haifa (2015); Museo de la Ciudad, 

Cuernavaca (2013); CASS Sculpture Foundation, Goodwood (2012); Zacheta National Art Gallery, Warsaw (2011); 

Gwangju Museum of Art, South Korea (2010); among others. Baptist’s videos have been screened at the Centre 

Pompidou, Paris (2018); Torrance Art Museum, Los Angeles (2016); Jönköpings Läns Museum, Sweden (2013); The 

Film Society of Lincoln Center, New York (2013); MAXXI, Rome (2011); MAC, Lyon (2011); HEART - Herning Museum 

of Contemporary Art, Denmark (2010); MuVIM, Valencia (2009); among others.

Baptist was artist-in-residence at The Collaborative Museum, Berlin (2024); In Flanders Fields Museum, Ypres (2022-

23); Fondation Fiminco, Romainville (2021-22); NTU CCA Singapore (2019); Cité Internationale des Arts, Paris (2019); 

Artspace, Sydney (2019); Leverhulme Artist-in-Residence at the Department of War Studies, King's College London, 

UK (2015-16); Delfina Foundation, London (2011); PROGR, Bern (2009); among others. The artist has been awarded 

various grants from institutions in India, Australia, UK, and Europe. Baptist has conducted numerous community 

workshops, artist talks, and panel discussions across Asia, UAE, South Africa, Australia, UK, and Europe.

Baptist is represented by Project 88, Mumbai, and his works are part of public and private collections. He lives and 

works in Paris, France, and Ypres, Belgium. – Updated Feb 2025

Resume pdf >> 
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Siachen Glacier Conflict
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Siachen Glacier Conflict, 2007–Ongoing

Since 1984, India and Pakistan have been zealously guarding their territories on the Siachen Glacier. 

This protracted conflict over the glacier’s ownership has been fought at an altitude of 17,000 feet, 

making it the coldest battlefield on earth, with temperatures plunging to -60°C. In 2007, Baptist 

began researching this glacial conflict, developing a substantial body of work across various 

mediums, which has been exhibited in solo and group exhibitions worldwide. His artworks reveal the 

paradox of heroism when confronted with brutal cold and the perils of unresolved border tensions.

In 2009, Baptist presented a solo exhibition, "You can’t afford to have emotions out there..." at the 

Visual Arts Gallery, Delhi, and Project 88, Mumbai. This exhibition focused on the life of the soldier—

not as a machine of war, but as a man with vulnerabilities—serving up to three months on the glacier. 

In 2015, he presented another solo exhibition, thread by thread, at the Goethe-Zentrum, Hyderabad 

and the Ladakh Arts and Media Organization (LAMO), Leh. This exhibition drew inspiration from the 

various fabrics worn by Siachen soldiers while enduring the harsh conditions of the glacier.

Continuing his research in 2016, Baptist explored archives and historical materials related to the 

glacier before it became a conflict zone in 1984. From this research, he developed a large-scale 

installation for the three-person exhibition Traces of War at Somerset House, London. His research 

also highlights the experiences of Ladakhi porters who assist Indian soldiers and officers stationed on 

the glacier. In 2019, a selection of photographs from this research was featured in his solo exhibition 

Body-Automaton at JSLH Gallery, Sonipat. In 2024, Baptist presented It still hasn’t ended as a 

solo exhibition at Bâtiment IV, Esch-sur-Alzette, emphasizing the persistent and never-ending saga of 

border tensions. The Siachen project remains ongoing, continually expanding as his research evolves 

and unfolds. - Updated Feb 2025
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Bandages-Bullets #1 is a photograph (57 x 80 cm) on archival paper, featuring damp crepe 

bandages and rolled khaki fabric pieces, all sourced from India. Stained with a translucent black 

solution, these materials are meticulously arranged on a wet plastic sheet. Up close, the peach-

coloured dressings and khaki cloth, rolled to resemble bandages, bear a striking resemblance to 

bullets—blurring the line between care and violence on the Siachen Glacier. The upright, fence-

like bandage formations evoke a symbolic boundary reminiscent of the LoC (Line of Control) 

between India and Pakistan, highlighting ongoing tensions between protection and confrontation 

across both physical and symbolic divides.

The composition also echoes the systematic display of seized contraband—carefully arranged, 

classified, and exposed—while evoking a forensic table of war’s remnants. The soiled dressings, 

resting on a transparent, icy synthetic layer, conjure the bleak whiteness of a glacial landscape, 

reinforcing themes of scrutiny and the lingering traces of conflict. The moisture-drenched 

surface, scattered black blotches, and unravelling threads heighten an unsettling tension, 

suggesting contamination, degradation, and the glacier’s unforgiving conditions. The dark liquid 

seeping into the fabric evokes blood, merging bodily rupture with environmental decay.

Bandages-Bullets #1 is part of Baptist Coelho’s ongoing multimedia series Bandages-

Bullets, which investigates the relationship between bandages and bullets—both symbols of 

war. In 2015, during the artist’s solo exhibition thread by thread at LAMO in Leh, North India—

located approximately 200 km from the Siachen Base Camp—a little girl, upon seeing gauze 

bandages in the artwork Rose #1, remarked that they looked like cartridges. Her words revealed 

how trauma and conflict shape perception, turning symbols of healing into markers of 

destruction. This moment deeply impacted the artist and became the catalyst for the series.

Bandages-Bullets #1 was first exhibited as part of the artist’s solo exhibition, It still hasn’t 

ended at Bâtiment IV, Esch-sur-Alzette, from 30 May to 14 June 2024. The exhibition was 

supported by University of Luxembourg, Department of Social Sciences.

Bandages-Bullets #1, 2024

Digital print on archival paper

Print (width x height): 22.4 x 

31.4 in. / 57 x 80 cm.

Archival Paper: Hahnemühle 

Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with 

Lucia Pigment Inks

Photo: Bâtiment IV, Esch-sur-

Alzette

https://www.baptistcoelho.com/flip-book-thread-by-thread-leh/
https://www.baptistcoelho.com/the-rose-i/?itemid=2266&ref=selected
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Wounds #1 is a photograph (60 x 45 cm) on archival paper, featuring 

tightly arranged crepe bandages partially submerged in a transparent, 

black liquid. The bandages, sourced from India, are placed in a 

stainless steel tray, evoking a sterile medical environment. The 

glistening, ink-like fluid, resembling blood, seeps into the frayed mesh 

of the fabric, highlighting its deeply saturated texture, while a black 

void emerges, like an endless blot. While the bandages suggest care, 

the seeping blackness reveals a wound that defies healing—an 

emotional strain that continues to haunt the soldier on the Siachen 

Glacier. The pitch-black scar, surfacing within the bandages, 

suggests that the wound is both the cause and consequence of its 

endless depth. The orderly arrangement of the bandages reflects 

military discipline, yet trauma and accidents expose how this structure 

unravels, revealing the chaos beneath.

Wounds #1 is part of Baptist Coelho’s ongoing multimedia 

series, Wounds, which explores the physical and psychological scars 

of soldiers stationed on the Siachen Glacier, one of the harshest and 

most isolated places on Earth. It also reflects on how, with care and 

resilience, soldiers might heal, suggesting that even deep wounds 

could be overcome, though not without enduring challenges. The 

series draws inspiration from ‘Wounds’, a body of work by Somnath 

Hore (1921-2006), an Indian sculptor and printmaker, who depicted 

the harsh realities of suffering caused by famine, war, and conflict.

Wounds #1 was first exhibited as part of the artist’s solo exhibition,

It still hasn’t ended at Bâtiment IV, Esch-sur-Alzette, from 30 May to 

14 June 2024. The exhibition was supported by University of 

Luxembourg, Department of Social Sciences.

Wounds #1, 2024

Digital print on archival paper

Print (width x height): 23.6 x 17.7 in. / 60 x 45 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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Wounds #2 is a photograph (60 x 45 cm) on archival paper, showcasing 

tightly squeezed units of khaki fabric, sourced from India and rolled to 

resemble bandages. Soaked in black liquid, the bandages rest in a 

stainless steel tray, evoking the clinical precision of a medical setting. 

Khaki, an unlikely fabric for bandages, reflects the makeshift nature of 

healing, using what’s at hand to mend and survive. This dark ink-like fluid 

saturates the frayed threads, highlighting the fabric’s damp texture as a 

black stain begins to form. While the bandages suggest healing, the 

spreading dark void reveals a wound that resists closure—an emotional 

burden that persists with the soldier on the Siachen Glacier. The deep 

black mark, visible among the bandages, implies that the scar is both the 

cause and effect of its own containment. The arrangement of the khaki 

units reflects military discipline, yet trauma and mishaps expose how this 

order can unravel, revealing the chaos beneath.

Wounds #2 is part of Baptist Coelho’s ongoing multimedia 

series, Wounds, which explores the physical and psychological scars of 

soldiers stationed on the Siachen Glacier, one of the harshest and most 

isolated places on Earth. It also reflects on how, with care and resilience, 

soldiers might heal, suggesting that even deep wounds could be 

overcome, though not without enduring challenges. The series draws 

inspiration from ‘Wounds’, a body of work by Somnath Hore (1921-2006), 

an Indian sculptor and printmaker, who depicted the harsh realities of 

suffering caused by famine, war, and conflict.

Wounds #2 was first exhibited as part of the artist’s solo exhibition, It still 

hasn’t ended at Bâtiment IV, Esch-sur-Alzette, from 30 May to 14 June 

2024. The exhibition was supported by University of Luxembourg, 

Department of Social Sciences.

Wounds #2, 2024

Digital print on archival paper

Print (width x height): 23.6 x 17.7 in. / 60 x 45 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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Wounds #3 is a photograph (60 x 45 cm) on archival paper, 

featuring metallic blades submerged in a plastic container filled with 

clear liquid. With serrated edges and circular loops at one end, the 

blades evoke the harsh, unpredictable nature of the Siachen 

Glacier. The loops resemble bullet marks, reflecting the scars left by 

decades of conflict. These sharp cutting instruments embody the 

paradox of survival—tools that inflict injury yet are essential for 

enduring the hostile frozen terrain. The nearly invisible fluid, 

resembling blood, seeps into the crevices of these blades, like the 

unseen wounds of war—silent, persistent, and haunting the 

combatant’s mind and body. The scattered arrangement of the 

silvery-grey shards, mirrors the jagged peaks of the Karakoram 

mountains that form the glacier.

Wounds #3 is part of Baptist Coelho’s ongoing multimedia 

series, Wounds, which explores the physical and psychological 

scars of soldiers stationed on the Siachen Glacier, one of the 

harshest and most isolated places on Earth. It also reflects on how, 

with care and resilience, soldiers might heal, suggesting that even 

deep wounds could be overcome, though not without enduring 

challenges. The series draws inspiration from ‘Wounds’, a body of 

work by Somnath Hore (1921-2006), an Indian sculptor and 

printmaker, who depicted the harsh realities of suffering caused by 

famine, war, and conflict.

Wounds #3 was first exhibited as part of the artist’s solo 

exhibition, It still hasn’t ended at Bâtiment IV, Esch-sur-Alzette, 

from 30 May to 14 June 2024. The exhibition was supported 

by University of Luxembourg, Department of Social Sciences.

Wounds #3, 2024

Digital print on archival paper

Print (width x height): 23.6 x 17.7 in. / 60 x 45 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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In Frac/Ture #1, galvanised steel tubes and clamp fittings, resembling skeletal 

bones and limbs, appear misaligned and twisted, evoking dislocated or 

fractured anatomy—like a body helplessly sprawled after a fall on the Siachen 

Glacier. Tightly wrapped soiled crepe bandages encasing one end of a tube 

resemble a swollen injury, while a stained gauze bandage protruding from 

another evokes the remnants of a dressing, hinting at past wounds or trauma. 

A flat bed of straight and looped thin metal wires cradles fragile attempts at 

repair. The worn, grimy texture of the bandages reflects the relentless forces 

soldiers face on the glacier: biting cold, frostbite, and wounds – both physical 

and psychological. The framed photograph of interlocked and pulled-back 

fingers illustrates tense appendages, further suggesting the possibility of 

ruptured body parts. The palm appears to be examined or tested for strain, 

revealing palmar creases that echo the unpredictability of fate, much like the 

unforgiving posting of a soldier on the glacier.

Frac/Ture #1 is part of Baptist’s ongoing multimedia series, Frac/Ture, which 

explores the corporeal and mental toll soldiers endure on the freezing Siachen 

Glacier. The title, rooted in Latin origins – the verb ‘frangere’ (to break) and the 

noun ‘fractura’ (the result of an action) – resonates deeply with the themes of 

the series. It embodies both the act and aftermath of breaking, whether it’s the 

fracture of bones or the shattering of mental resilience in extreme conditions. 

The series invites reflection on the profound impact of such fractures, while 

also emphasising the resilience required to mend and endure.

Frac/Ture #1 was first exhibited as part of the artist’s solo exhibition, It still 

hasn’t ended at Bâtiment IV, Esch-sur-Alzette, from 30 May to 14 June 2024. 

The exhibition was supported by University of Luxembourg, Department of 

Social Sciences.

Frac/Ture #1, 2024

Galvanised steel tubes and clamp fittings, crepe 

bandages, gauze bandages, ink, metal wires, 

wooden frame, glass and 1 digital print on archival 

paper

Print (width x height): 23.6 x 17.7 in. / 60 x 45 cm.

Archival Paper: Hahnemühle Photo Rag, 308 

gsm, acid-free

Printer: Epson Stylus Pro 11880

Approximate display (width x depth x height): 44.4 

x 5.1 x 57.4 in. / 113 x 13 x 146 cm.



15

View Photos: Bâtiment IV, Esch-sur-Alzette



16

Details Digital print

© BC



Stanzin Padma #3 is a diptych of photographs (each 109 x 72.5 cm.) on 

archival paper, presenting a red velvet-lined box on a wooden surface. The first 

image shows a closed box with a worn, dust-covered surface. The second 

image reveals its interior, where a plush red lining with an indentation suggests 

a missing object. This box belongs to Stanzin Padma, a Ladakhi porter, and it 

once held the 'Jeevan Raksha Padak'—a civilian lifesaving award granted by 

the Government of India in 2014 for saving a soldier’s life on the glacier.

The absence of the medal raises questions—was it lost, taken, sold, gifted, or 

kept as a memento? The empty cavity becomes a silent narrative, a ghostly 

presence symbolising forgotten sacrifices, historical erasure, and the fleeting 

nature of recognition. The red colour is usually associated with danger, love, 

and other emotions. Here, the soft fabric resembles a wound, a void, or a 

memorial, deepening the metaphor of loss and remembrance. It highlights the 

impermanence of honour and the overlooked contributions of porters who 

endure extreme conditions for the Indian Army.

Stanzin Padma #3 is part of Baptist Coelho’s ongoing multimedia series 

Stanzin Padma, which follows the life of Stanzin Padma (b. 1988), an award-

winning Ladakhi known for his bravery. He was born in Phukpoche, a remote 

village in the Nubra Valley, 60 kilometres from the Siachen Base Camp, where 

he still lives with his family. From 2006 to 2014, he worked as a porter on the 

Siachen Glacier.

Stanzin Padma #3 was first exhibited as part of the artist’s solo exhibition,

It still hasn’t ended at Bâtiment IV, Esch-sur-Alzette, from 30 May to 14 June 

2024. The exhibtion was supported by University of Luxembourg, Department 

of Social Sciences.

Stanzin Padma #3, 2024

2 digital prints on archival paper

Print (width x height): 2 (43 x 28.5 in. / 

109 x 72.5 cm.)

Archival Paper: Hahnemühle Photo Rag, 

308 gsm, acid-free

Printer: Canon Pro 560 with Lucia 

Pigment Inks

Display dimensions: variable
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Since 1984, the Indian government has been employing 

porters to assist the soldiers on the Siachen glacier. These 

porters are usually born in and around the Ladakh region and 

are very adept with the extreme terrain of the Himalayas. 

The photograph centres on the relationship and camaraderie 

between a Ladakhi farther, Tsering Puntsog  who is seen 

holding a name tag of his son, Stanzin Padma. Both of whom 

are Siachen porters but of different generations. This fragile 

strip of paper tag was once, part of many awards Stanzin 

received, for his service and bravery on the glacier.

- Davide Allison

Tsering Puntsog and Stanzin Padma #1, 2019

Digital print on archival paper

Print (width x height): 43 x 28.5 in. / 109 x 72.5 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks



Digital print
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The photograph explores the storage area at the home of a 

Ladakhi porter, Tsering Puntsog. Amongst various objects 

related to food supplies the central object is a Siachen backpack 

carrier-like contraption which is used as a makeshift device to 

move a large and heavy sack of food grains. These grains were 

produced on a farm by the porter and his family when he is not 

on his glacial duty. The work questions the complex relationship 

and dependency that Ladakhi porters have with the military.

- Davide Allison

Tsering Puntsog #1, 2019

Digital print on archival paper

Print (width x height): 43 x 28.5 in. / 109 x 72.5 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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In the last years the Indian government has officially started to 

acknowledge the service of Ladakhi porters, who by and large 

come from underprivileged families.

The image consists of empty frames by a windowsill and was 

photographed in Phukpochey, a remote village in Ladakh and 

the hometown of the Ladakhi porter Stanzin Padma. The void 

in the frames alludes to a response by Stanzin towards the 

certificate of bravery he once received from the government for 

his service on the Siachen glacier.

- Davide Allison

Stanzin Padma #1, 2019

Digital print on archival paper

Print (width x height): 43 x 28.5 in. / 109 x 72.5 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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The work explores, limbo and uncertainty experienced by a 

Ladakhi porter when confronted with the state awards received 

for his services on the Siachen Glacier.

- Davide Allison

Stanzin Padma #2, 2019

Digital print on archival paper

Print (width x height): 43 x 28.5 in. / 109 x 72.5 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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Mountain Lassitude, 2016

Installation with 2 large wall leaning 

glass cabinets with doors and shelves, 

6 free-standing wooden display plinths, 

1 framed and 30 unframed photographs 

on archival paper (Hahnemühle Photo 

Matt, 200 gsm, acid-free), white gauze 

bandages, acrylic sheets, graph paper, 

sand paper, tracing paper, jute string, 

masking tape, silica gel, sponge, 

plastic, 4 books, 3 plaster of Paris casts, 

3 digital data loggers, 3 magnifying 

glasses with LED lights, 2 mirrors, 

2 collages, 1 drawing, 1 acrylic case,

1 hardboard clipboard, and 1 stone

Installation dimensions: variable

Mountain Lassitude, is an installation of two large wall leaning glass cabinets with 

doors and shelves, six free-standing wooden display plinths, one framed and thirty 

unframed photographs on archival paper, white gauze bandages, acrylic sheets, 

graph paper, sand paper, tracing paper, jute string, masking tape, silica gel, sponge, 

plastic, four books, three plaster of Paris casts, three digital data loggers, three 

magnifying glasses with LED lights, two mirrors, two collages, one drawing, one 

acrylic case, one hardboard clipboard, and one stone.

The title is borrowed from a British Major the Hon. Charles Granville Bruce, who 

invented the term, Mountain Lassitude, which means ‘diminution in the strength of a 

man due diminished atmospheric pressure’. The artist came across this term in a 

hand book that he found at the Royal Geographic Society in London. This booklet 

was entitled: 'Mountain Sickness and its Probable Causes' by Tom George Longstaff 

and was published in 1906. This finding and the artist’s audio/video, "If it would only 

end…", 2009 were the starting points to investigate the physical and political nature 

of the Siachen Glacier before it became a conflict zone in 1984.

The other two vital elements of this labyrinth traces a testimony by a Siachen Officer 

who lost some of his fingers and toes due to frost bites he endured on the glacier 

during 2002-03 and the chapter, ‘Surviving Extremes / Coping to keep out the cold’ 

from a book, 'How to avoid being killed in a War Zone' by Rosie Garthwaite, 

published in 2011. The juxtaposition of three narratives documented in different 

times, under specific political conditions, site themselves on extreme altitudes. An 

individual’s way to survive draws parallels and questions guidebooks thus presenting 

the gaps that exist between the personal and the institutional.

Mountain Lassitude, was developed during Baptist Coelho’s 2015-16 Leverhulme 

Artist-in-Residence at the Department of War Studies at King's College London. 

Supported by the Leverhulme Trust, the Department of War Studies and Cultural 

Programming at King’s College London & Delfina Foundation, UK

- Davide Allison
27



Installation detail Photos: Somerset House, London
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The Rose I, 2015

Rose made of white gauze bandages, MDF plywood and 

synthetic resin adhesive

Rose (width x depth x height): 50 x 6 x 60 in. / 127 x 15.2

x 152.4 cm.

Approximate display: 50 x 6 x 93 in. / 127 x 15.2 x 236.2 cm.

The symbol of the rose has been immortalized in literature and history from 

ancient mythology to modern times. This work was initially inspired by 

Untitled (Blue Roses), a 2008 painting by the American artist Cy Twombly 

(1928-2011). That work is one of eleven large-scale paintings of roses that 

belong to a two-part series. The painting includes multi-layered swirls and 

drips of vibrant blue and purple colours, and a two-columned excerpt 

inscribed and layered like a palimpsest from ‘Borrowed Time,’  a poem by 

the Austrian writer Ingeborg Bachmann.

In the Storm of Roses                        The night is lit up by thorns                     

Wherever we turn in the Storm          and thunder                                                           

of Roses                                               rumbling at our heels

Coelho's work focuses on the word Siachen, a Balti term (this is Tibetan 

language spoken in the Baltistan Division in Gilgit-Baltistan, a part of 

Pakistan which adjoins parts of Ladakh). Sia refers to the genera of roses 

which widely grow in the region and chen refers to any object found in 

abundance: Siachen is thus a land of many roses. However, this terrain is 

mainly known for the endless conflict between India and Pakistan, where 

many lives have been sacrificed for national pride. The Rose I, is 

constructed of white gauze bandages of various sizes; grouped next to 

each other to form one of the four roses from Twombly’s painting. 

The fragile white gauze bandages, collectively placed, echo the shape of 

the brushstrokes, drips and fingerprints of the colossal flower by Twombly. 

The bandages transform the meaning of this work to one of healing and 

protection under the soldiers' collective solidarity.

- Davide Allison
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View Photos: LAMO, Leh
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Attempts to contain, explores how the body responds to the 

physical and psychological need to protect, by forming a mesh of 

interlocking body parts. The work takes its starting point from the 

artist’s audio/video, “Beneath it all… I am human…”, 2009, where 

a Siachen soldier’s clothing is mysteriously removed layer by layer to 

finally reveal the skin. The soldier’s body can be secured by 

sophisticated clothing, manufactured to endure extreme 

temperatures and to withstand illnesses such as, Hypothermia, High 

Altitude Pulmonary Oedema, to name a few. However, beneath these 

fabrics, there exists the vulnerable inner layer of the human body. 

The artist broadens his investigation by asking; ‘How do we shield 

our mental state, when protective layers of clothing are removed?’

Attempts to contain, is a series of photographs of varied 

dimensions, layered in tandem. The artwork illustrates the trajectory 

of various attempts at weaving and intertwining the human body, in 

order to provide its own layer of protection. The photographs, like the 

act of weaving, draw on interlinking the warp (vertical threads) with 

the weft (horizontal threads) to form fabric. Creating textiles is a 

fundamental human interaction and one of the oldest surviving crafts.

The photographs begin to explore the corporeality of the Siachen 

soldier’s body when confronted with the intricacies of the psyche. 

Fingers, toes, hands, legs and other body parts, desperately attempt 

to weave and interlock, forming their own composition of twisted and 

tense shapes. This interaction between the warp and weft of mind 

and body, implies a deeper psychological understanding. Soldiers 

seek their own personal resolve; often unconsciously weaving a 

mesh that would psychologically hold, protect and contain.

In 2016, Attempts to contain, was awarded the Sovereign Asian Art 

Prize by The Sovereign Art Foundation, Hong Kong. For more details 

view pdf here 

Attempts to contain, 2015

10 digital prints on archival paper

Print (width x height): 2 (30 x 20), 2 (16 x 20), 3 

(8 x 12), 1 (12 x 8), 1 (12 x 15), 1 (15 x 12) in. /

2 (76.2 x 50.8), 2 (40.6 x 50.8), 3 (45.7 x 30.4), 

1 (30.4 x 20.3), 1 (30.4 x 38.1), 1 (38.1 x 30.4) cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, 

acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks

Display dimensions: variable

https://www.baptistcoelho.com/flip-book-the-2016-sovereign-asian-art-prize/


View Photo: Project 88, Mumbai
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Ribbons I, 2015

6 bars made of Siachen soldier’s clothing, sponge and wood

Single bar (width x depth x height):

9.5 x 1 x 72 in. / 24.1 x 2.5 x 182.8 cm.

Approximate display: 75 x 14 x 71 in. / 190.5 x 35.5 x 180.34 cm.

Ribbons I, consists of 6 vertical forms in which different colors, 

textures, and patterns create intricate geometric compositions. 

Made from pants, jackets, socks, blankets and other articles used 

by soldiers posted on the glacier, they were inspired by the service 

ribbons worn by a Siachen officer. Each bar consists of 4 different 

awards which have a unique design that represents bravery and an 

achievement of service that would have been presented to a 

soldier during his service in the Indian Army.

The clothing, which was worn to protect the soldiers from the 

inhospitable temperatures (which drop to as low as -60 oCelsius), 

has been transformed into an award of valour. Ribbons and other 

such awards are part of a political and social system that support 

the act of heroism. These decorative, multi-coloured, ribbons raise 

several questions about the meaning of such an award within the 

context of the army and whether this external display of bravery 

can actually reflect a soldier’s honour and his personal struggle 

between aggression and protection.

- Davide Allison
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View Photos: LAMO, Leh
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Nowhere but here, 2015

Site-specific installation with parachute made 

of Siachen soldier’s thermal shirts and pants, 

nylon cords and metal rings

Parachute canopy (diameter): 320 in. / 812 cm.

Installation dimensions: variable

Nowhere but here, takes its starting point from the artist’s large scale 

artwork, "We waited for days but no sign of hope…", 2009, which 

consisted of a large army-supply parachute juxtaposed between an 

intimidating barricade of sand-filled nylon bags.

Nowhere but here, continues to explore the use of the parachute as a 

metaphor for conflict. The work seems to be an abandoned military 

parachute that has fallen out of place, but the soft sculpture has actually 

been fabricated from soldiers' thermal clothing stitched together to form the 

canopy. Nylon cords and metal rings, attached to this parachute, connect 

to the supply box and are essential in order to carry life-sustaining goods to 

the soldiers. The supply parachute is also constructed with a vent in the 

canopy which allows for a slower and more controlled descent. However, 

due to sudden changes in wind patterns, these parachutes drift from their 

targets and often become abandoned in the landscape or suspended from 

cliffs. If retrievable, it takes days for soldiers to locate them.

The thermal clothing, used to form the canopy of the parachute, 

metaphorically draws a connection to the thermal currents of hot air which  

a parachute interacts with while descending toward its hopeful destination. 

The stitching together of the clothing represents the solidarity and strength 

of the soldiers during this endless struggle under freezing weather 

conditions. As part of the barren and isolated world of the soldier, the 

supply parachute is also seen as a symbol of hope and connection to the 

outside world. During these unstable times, when destinations are often 

unclear, a soldier's survival depends on the immediacy of each task and 

his awareness of being nowhere but here.

- Davide Allison
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Detail Photos: LAMO, Leh
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Dream Speech, consists of five sleeping bags that have been placed adjacent to each other 

and were used by soldiers on the Siachen Glacier. This artwork includes a five-channel 

audio with voices of four soldiers and an officer who appear to be communicating with each 

other through a dream. The Siachen Glacier lies at an altitude of 5,753 meters above sea 

level. The lack of oxygen disrupts the sleeping patterns of the soldiers; often making their 

dreams even more vivid. The artist reflects on the dream state of these soldiers and how 

they might communicate with each other through a subconscious medium.

Dreams are an outlet to express our subconscious thoughts. Our dreams are endless even 

though we may not remember them; in fact during a lifetime we spend an average of six 

years dreaming. Sigmund Freud (1856-1939), an Austrian neurologist, theorized that the 

content of dreams is shaped by an unconscious wish fulfillment. The title of the artwork is 

taken from the writing of Emil Kraepelin (1856-1926); a German psychiatrist who developed 

the important concept of "dream speech", (originally written in German as Traumsprache), 

which describes the internal speech that occurs during a dream.

Dream Speech, facilitates a personal conversation between four soldiers and an officer 

while they are sleeping. After a typical day of rigid military protocol, the soldiers find solace 

in their dreams, often expressing their feelings of anxiety, vulnerability and repression; 

sometimes with a sense of humour, from the confinement of their sleeping bags. The 

durable fabric of the sleeping bag is crucial to a soldier for his comfort and protection. This 

envelope of security that surrounds him while he sleeps represents the intimate inner world 

of the soldier and the safeguard of his ominous dreams.

A dedicated headphone is attached to each sleeping bag, where the viewer is only able to 

listen to one soldier's voice at a time. The participant could attempt to piece together the 

fragments of the narrative by individually listening to the audio tracks of all five headphones. 

The silent pauses between words and sentences allow the participants to include their own 

subliminal thoughts about the soldiers’ dreams. The intimate narrative developed by the 

artist uses references from various literary sources about war; as well as personal recorded 

conversations that he has conducted with various army personnel since 2007.

- Davide Allison

Dream Speech, 2015

Installation with 5 Siachen soldier’s sleeping bags, five 

headphones and audio

Approximate installation (width x depth x height): 

65 x 94 x 90 in. / 165.1 x 238.7 x 228.6 cm.

5 channel audio: 29 min 58 sec 

Audio extract: https://vimeo.com/134809563

Complete audio: https://vimeo.com/134809188 

(Please request password)

 >> If the weblink does not open by clicking

on it, then please copy and paste it into your browser
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View Photo: LAMO, Leh
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No one knows where or when, 2015

Installation with bitumen felt, mica chips, 

cotton & nylon thread and industrial 

adhesive

Approximate installation (width x depth 

x height): 57 x 34 x 93 in. / 144.7 x 86.3 

x 236.2 cm.

No one knows where or when, refers to the fear of encountering unknown crevasses, 

when soldiers navigate the icy terrains of the Siachen Glacier. The work consists of 

various thick layers of bitumen felt (tar patra in Hindi), that have been bound together 

with industrial adhesive and suspended from the ceiling by nylon wire. Exploring the 

notion that context-dependent stimuli can cause behavioral responses, the artist used 

tangible material to convey psychological changes of vulnerability, fear and anxiety 

experienced on these hostile landscapes. 

The sculptural work takes the shape of the negative space which defines a crevasse;    

a deep, hollow, crack with almost vertical walls. These formations are one of the most 

feared natural obstacles on the glacier. The crevasses are formed as a result of stress 

between two semi-rigid pieces of ice. The intensity of this shear stress causes deep 

fissures in the ice which often are concealed by blankets of snow.

Bitumen, which has been impregnated with petroleum residues, is commonly used as 

roofing and insulation for the shelters on the Siachen Glacier and provides protection 

against severe weather conditions. These silver-grey sheets are commonly used for 

construction because of their stability and adhesive properties. The surface of the felt is 

coarse due to the mica mineral chips that cover the sheets, which inhibits them from 

sticking together. When the mica chips shimmer in the light, it is reminiscent of the sun 

striking snow crystals on the glacier. 

Petroleum has been used by the artist in a previous work titled 14th July 2012, 2012-

13 which explores the concept of fear through the stimulus of smell. In No one knows 

where or when, Coelho revisits this concept through the use of petroleum residues in 

the bitumen felt; which is paradoxically a flammable material. The looming mass of 

suspended felt attempts to construct the visible and emotional void encountered by 

soldiers on the glacier and questions if fear is discrete or dimensional.

- Davide Allison
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View & details Photos: LAMO, Leh
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“Out there, nothing really survives…”, 2009

Installation with 1 cold-display unit, various 

Siachen soldier’s objects and audio

Cold-display unit (width x depth x height):

24 x 27 x 48 in. / 60.9 x 68.5 x 121.9 cm.

Installation dimensions: variable

Audio: 21 min 8 sec

Audio extract: https://vimeo.com/69139272 

Complete audio: https://vimeo.com/69139105 

(Please request password)

 >> If the weblink does not open by clicking on it, 

then please copy and paste it into your browser

“Out there, nothing really survives…”, is an artwork of 

collected objects that have been preserved inside a cold-display 

unit and  includes an audio soundtrack. These various items 

consist of: a soldier’s uniform, yak dung, metal scraps, dried 

shrub and other utilitarian objects that were collected from the 

frozen terrain of the Siachen Glacier and surrounding regions. 

These artifacts have been protected inside an industrial display 

unit, which would normally serve the purpose of extending the 

shelf life of perishable comestibles consumed by society.

While examining the displayed objects, the voice of a Siachen 

Officer can be heard in the background, fortelling his life 

experiences on the glacier, via an audio soundtrack. This 

unexpected juxtaposition of objects and narrative allow the 

viewer to reflect on the characteristics and origin of these 

intimate, time-worn, possessions which contain the concealed 

personal histories of soldiers and locals. These items, which were 

discarded and rendered useless, have now taken on a meaning 

and purpose of their own by being transformed into artifacts 

preserved in glass. This display unit becomes a metaphor for the 

glacier as it also defines these objects and conserves them in 

time by generating a cold temperature. As we imbue this 

experience with memory, we realize that the soldier’s story and 

these intimate items are what remain from a conflict that has 

endured for twenty-five years. While these objects of survival 

have been themselves rescued from extinction, the question 

remains; does anything really survive out there?

- Davide Allison
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View & details Photos: Project 88, Mumbai
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“We waited for days, but no sign of hope…”, 2009

Installation with 1 Siachen glacier’s supply parachute, 

various sand filled nylon bags and audio

Approximate installation (width x depth x height):

240 x 240 x 84 in. / 609.6 x 609.6 x 213.3 cm.

Audio: 3 min 8 sec

Audio extract: https://vimeo.com/69138861

Complete audio: https://vimeo.com/69138682 

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

“We waited for days, but no sign of hope…”, is a mixed-

media artwork with sound and creates an emotional response 

from its viewers, who are confronted with the presence of a 

large, army-supply, parachute which has been juxtaposed 

between an intimidating barricade of sand-filled nylon bags. 

When entering the space, the sound of wind contrasts 

disturbingly with the austere, immobile, wall which is often used 

as a barrier to protect the soldiers from the enemy. This wind, 

which would otherwise navigate a parachute to great distances, 

no longer serves this purpose. The white parachute used to 

carry supplies to sustain the soldiers and symbolized hope, but 

now it has been left abandoned and motionless.

- Davide Allison
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View (front) Photos: Visual Arts Gallery, Delhi
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Detail (back)
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“Beneath it all… I am human…”, 2009

Audio/video: 11 min 5 sec 

Audio/video extract: https://vimeo.com/69136182 

Complete audio/video: https://vimeo.com/69135736 

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

“Beneath it all… I am human…”, explores the notion that 

what is concealed is often revealed. This video depicts a 

Siachen soldier’s clothing being systematically and 

mysteriously removed to reveal the nature and physical body 

of a man. This act reminds us that beneath the protective 

fabric there exists the vulnerable inner-layer of the human 

body and psyche.

The meticulous unzipping and unbuttoning is reminiscent of 

the laborious task that the soldiers endure daily, in a climate 

where the brutal weather conditions are often life-threatening. 

In conclusion of this undressing, detail of the soldier’s body 

is exposed which appears to liberate him from the conflict 

and his identity as a soldier. These contrasts are not without 

peril: as an exposed body would soon perish in the cold.

- Davide Allison
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View Photo: LAMO, Leh
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"If it would only end…", 2009

Audio/video: 3 min 50 sec 

Audio/video extract: https://vimeo.com/69134925

Complete audio/video: https://vimeo.com/69134778

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

The struggle over the ownership of the Siachen Glacier, 

between India and Pakistan, continues to this day. The 

video "If it would only end…”, explores the past 25 years 

of this war through the fabric and goods that the soldiers 

have worn and consumed, as well as how these 

commodities have affected them. In the video, personal 

possessions that reflect life on the glacier appear to 

mysteriously move in a controlled formation. The saga 

persists and the constant accumulation appears to be 

without end. Nevertheless, the work raises hope that 

somehow, there might one day be an end to this conflict.

- Davide Allison
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View Photo: LAMO, Leh
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"I long to see some colour…", 2009

1 Siachen soldier’s nylon rucksack and 70 photo frames

Approximate display (width x depth x height): 

24 x 24 x 24 in. / 60.9 x 60.9 x 60.9 cm.

The unforgiving terrain of the Siachen Glacier distorts a Soldier’s 

sense of being; a place where he often hallucinates due to the 

extreme weather conditions. The blinding white of the snow and 

the lack of oxygen; provoked by the high altitudes, takes a toll on 

the soldiers’ psyche.  The colour white, which is also a symbol for 

death, surrounds the soldiers at every moment and those, who 

seek a reprieve from it, yearn for the true colours of everyday life.  

In the artwork, “I long to see some colour…”, the viewer 

witnesses a soldier’s time-worn rucksack; stacked with empty, 

white, picture-frames which symbolize the colour-scape of the 

soldiers’ memories on the glacier.

- Davide Allison
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View & details Photos: Visual Arts Gallery, Delhi
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“I count each day…”, 2009

Installation with 1 Siachen soldier’s poncho and video

Approximate poncho (width x height):

65 x 43 in. / 165.1 x 109.2 cm.

Installation dimensions: variable

Video: 3 min 30 sec

Video extract: https://vimeo.com/69134465

Complete video: https://vimeo.com/69134283 

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

The artwork, “I count each day…”, includes a video projected 

onto a suspended poncho.  The video records a Siachen soldier 

marking the snow as he counts the number of days that he has 

survived on the glacier.  This repeated action documents the 

soldier’s existence and is reminiscent of man’s prehistoric 

attempt to record time and space.  The concept of time for a 

soldier becomes distorted during his 90 days of service and this 

video interprets this struggle.  The soldier seeks solace in 

marking each passing day and this action brings him hope 

since it measures the time closer to his return home. The 

connection between the video and poncho becomes 

heartrending when we realize that both the act of counting days 

and the soldier’s poncho were used as protection and escape 

from this cold, unsympathetic, terrain.

- Davide Allison
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View Photo: Project 88, Mumbai
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“Yes! It is very comfortable…”, 2009

Interactive installation with 1 Siachen soldier’s 

tent, various objects and audio

Tent (width x depth x height):

44 x 68 x 40 in. / 111.7 x 172.7 x 101.6 cm.

Installation dimensions: variable

Audio: 3 min 26 sec

Audio extract: https://vimeo.com/69138240 

Complete audio: https://vimeo.com/69137196 

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

“Yes! It is very comfortable…”, is an artwork involving the 

juxtaposition of unfamiliar objects from what would appear to be 

contrary spaces.  Here luxury items, reminiscent of a 

comfortable hotel room, have been staged inside an old, 

makeshift, tent and ambient music can be heard from within.  

This work conceptualizes the idea of perceived comfort and 

contentment which are relative expressions used in our day to 

day lives.  For a soldier, the options for well-being and solace 

are limited and he must make do with what is available.  During 

ascending and descending the glacier, the tent becomes a 

soldier’s temporary home; where he finds relief from the high 

altitudes and from his nomadic existence, which is comparable 

to the way other travelers would check into a hotel room. 

By staging the inside of the tent with hotel amenities, we see 

two worlds collide.  Soothing, instrumental, music has replaced 

the sound of mortar shells and howling winds from the glacier.  

This juxtaposition not only questions how we view what brings 

us comfort but contrasts with the reality of what a soldier must 

endure while stationed on the glacier. 

- Davide Allison
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View & detail

Interior Exterior

Photos: Project 88, Mumbai
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“Altitude Sickness, Frostbite, Chilblains, Arterial 

Hypertension, Deep Vein Thrombosis, Snow-

blindness, Hypothermia, High Altitude Pulmonary 

Oedema, High Altitude Cerebral Oedema...”, 2009

Digital print on archival paper

Print (width x height): 43 x 32.2 in. / 109.2 x 81.7 cm.

Archival Paper: Hahnemühle Photo Pearl, 310 gsm

Printer: Canon Pro 560 with Lucia Pigment Inks

“Altitude Sickness, Frostbite, Chilblains, Arterial 

Hypertension, Deep Vein Thrombosis, Snow-blindness, 

Hypothermia, High Altitude Pulmonary Oedema,            

High Altitude Cerebral Oedema…”, refers to the fatal 

illnesses that might befall soldiers during their posting on 

the Siachen Glacier. These illnesses contrast sharply with 

the bandages which have been abandoned in the snow.  

The discarded white gauze fabric is camouflaged against 

the harsh reality of the cold and unforgiving environment. 

This work reflects on the casualties of conflict and how the 

memory of a soldier’s pain is easily forgotten.

- Davide Allison
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"Sixty-five days more to go…", 2009

Digital print on archival paper

Print (width x height): 43 x 32.2 in. / 109.2 x 81.7 cm.

Archival Paper: Epson Premium Semi Matt, 260 gsm

Printer: Epson Stylus Pro 11880

The notion of time for a soldier becomes distorted 

during his 90 days of service with his battalion on the 

Siachen Glacier.  The brutal temperatures of -60 

degrees Celsius, along with inhabitable living 

conditions, take their toll on a soldier’s state of mind.  

Even though he counts each passing day of his 

survival, he also awaits his return to home and 

normality.  "Sixty-five days more to go…”, reflects 

on the soldier’s will to survive and his detachment 

from this cold, unsympathetic, place.                                                                                                                 

- Davide Allison
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"I’m not sure if I will return…", 2009

Digital print on archival paper

Print (width x height): 43 x 32.2 in. / 109.2 x 81.7 cm.

Archival Paper: Epson Premium Semi Matt, 260 gsm

Printer: Epson Stylus Pro 11880

In the life of every fearless soldier there comes a time 

when he faces the uncertainties regarding his own life. 

"I’m not sure if I will return…”, reflects on a soldier’s 

thoughts concerning the return to his family. The 

construction material used in the fabrication of the army 

shelter is in stark contrast to the hand which appears from 

a small window. Doubts about survival can weaken a 

soldier’s resolve to continue the fight and yet at times the 

thought of family gives him hope and strength to survive; 

to move past fear itself and accomplish heroic acts.

- Davide Allison
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Our basic instinct to bond with our loved ones is 

one of the most powerful motivations in life.  

Soldiers, who are left isolated on the battlefield, 

are consumed by this loss of personal contact.  

"If only I could see my children…" highlights 

this fundamental connection with family and how 

it becomes an enduring symbol of life and hope.                                                                              

- Davide Allison

"If only I could see my children…", 2009

Digital print on archival paper

Print (width x height): 23.5 x 17.6 in. / 59.6 x 44.7 cm.

Archival Paper: Epson Premium Semi Matt, 260 gsm

Printer: Epson Stylus Pro 11880



Digital print
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(un)identified #2, 2009

Digital print on archival paper

Print (width x height): 43 x 32.2 in. / 109.2 x 81.7 cm.

Archival Paper: Hahnemühle Photo Pearl, 310 gsm

Printer: Canon Pro 560 with Lucia Pigment Inks

75

(un)identified #2 is part of a multi-disciplinary 

series which focuses on varied occurrences and 

personal objects which have been abandoned. 

These stories and objects mysteriously resurface 

within our subconscious and on the hostile terrain 

of the Siachen Glacier.

- Davide Allison



Digital print
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Gurgaon to Panamik, 2008-09

Installation with 11 glass & plastic bottles with plastic & metal 

lids containing leaves, stones and air along with 11 notes on 

paper

Installation (width x depth x height):80 x 16 x 40 in. /

203.2 x 40.6 x 101.6 cm.

Gurgaon to Panamik, includes a set of glass bottles which have 

been gathered from a particular place and sealed; containing 

leaves, stones and air. These artifacts were collected from a wide 

range of locations along the artist’s research trail. These areas 

included: the ever-growing city of Gurgaon, the world’s highest 

accessible road of Khardung La and the serene village of 

Panamik, which is the furthest point a civilian can travel along the 

road to the Siachen Glacier. These time capsules, along with 

handwritten thoughts, were documented by locals from various 

walks of life; some of whom were: soldiers, a student, a monk, a 

Ladakhi shopkeeper and other indigenous people. This project 

becomes a testament to life and draws together a strong, ethereal, 

connection between the air, the natural space, and the thoughts of 

common people. The project also speaks of how people’s lives 

have been directly or indirectly affected by the Siachen conflict.

- Davide Allison
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View & detail Photos: Visual Arts Gallery, Delhi
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“Do we have a choice?” #1, 2009

Siachen soldier’s clothing, sponge, 

string and wood

Display dimensions: variable

The artwork, “Do we have a choice?” #1, consists of clothing 

from a Siachen soldier which have been suspended from a 

wooden cross-bar by way of strings and takes the shape of a 

marionette. By controlling the cross-bar, this silhouette captures 

movement and makes reference to the puppeteer who is called a 

“manipulator”. While the puppeteer remains anonymous, the 

audience is able to form their own conclusions about the 

independence of a soldier’s life and the choices available to him. 

The staging of these clothes, in a very controlled manner, draws 

attention to the contrary notion that soldiers are not machines to 

be manipulated for the purpose of war and politics.

- Davide Allison
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View & details Photos: Project 88, Mumbai
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537, 2007

537 white gauze bandages

Approximate display

(width x depth x height): 43.3 x 

33.4 x 8.2 in. / 110 x 85 x 21 cm.

537, is an entreaty for peace, a call to end the 

ongoing conflict between India and Pakistan, who 

have been fighting for control over the Siachen 

Glacier for the last several decades. Coelho has used 

gauze fabric as a metaphor for the care, protection 

and healing of the many lives lost during the conflict. 

The white bandages, which have been rolled and 

assembled together, add up to a total length of one 

mile and represent the Siachen Glacier, which is 47 

miles long. This was the first artwork created for the 

Siachen Glacier project and has continued to inspire 

the development of new works.                                                

- Davide Allison
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Views and detail Photos: LAMO, Leh
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India and the World Wars
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India and World Wars, 2011 - Ongoing

“One million one hundred thousand Indian soldiers served in the First World War, 60,000 died, 

9200 were decorated for their valour, yet they are the forgotten heroes of the horrific bloodshed 

that eventually led to the defeat of Germany. Yet the memory of this crucial contribution of 

manpower, transport and money finds no place in the Eurocentric histories of the First World War”

- Mark Tully in David Omissi’s, Indian Voices of the Great War: Soldiers' Letters, 1914-18. 

“Two-and-a-half million men from undivided India served the British during the Second World War. 

Their experiences have been little remembered, neither in the UK where a Euro/US-centric 

memory of the war dominates, nor in modern South Asia where nationalist histories of 

independence from the British Empire have prevailed”

- Diya Gupta; Past & Present Fellow, Race, Ethnicity and Equality in History, Royal Historical 

Society and Institute of Historical Research, UK.

Since 2011, Baptist Coelho has been researching the contribution of Indian soldiers in the two 

World Wars. His field work spans across Asia, UK, Europe and Australia from which he has 

developed artworks in various media which have been exhibited worldwide.

- Davide Allison



Agar is dharti tay koyi jannat hai, o ay hi hai, ay hi 

hai, ay hi hai, 2022

Iron, stainless steel, galvanised steel, plastic, enamel 

plates / mugs, fabrics, faux fur fabric, threads, gauze 

bandages, crepe bandages, screen prints, masking 

tape, glue, acrylic paint, ink, wood, water, salt, 

vinegar, eucalyptus leaves and LED lamp

Display (width x depth x height): 118 x 118 x 118 in. / 

300 x 300 x 300 cm.
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After the Indian Army Corps arrived at the front in France and Belgium in October 1914, special hospitals for the Indian wounded were set up on the 
British south-east coast. One of these was located in the exotic palace known as the Royal Pavilion in Brighton, UK. Agar is dharti tay koyi jannat 
hai, o ay hi hai, ay hi hai, ay hi hai, is a large scale mixed-media artwork, inspired by a gigantic glass chandelier, that used to be suspended from 

the ceiling of the Dome within the Royal Pavilion. To this date, the Royal Pavilion has attracted visitors to Brighton, a popular seaside destination for 
centuries. But during the First World War, this exotic and ornate pavilion was converted into a military hospital called the Dome and Pavilion 

Hospital. This makeshift military hospital catered to the Indian Army soldiers, who were sick or wounded, whilst zealously fighting for the British. The 
pavilion’s first patients arrived in early December 1914. Over the following year, over 2,300 Indian patients were treated in  an exuberant setting, 
which was in sharp contrast to industrial warfare, in the muddy trenches of the Western Front.

On the 16th of January 1915, an overwhelmed Sikh soldier wrote home from Brighton to an undivided India. As suggested on pp. 158-159 of Santanu 
Das’s book, ‘India, Empire, and First World War Culture: Writings, Images, and Songs’, the Pavilion Hospital reminds him of a couplet from the wall 

of the Diwan-i-Khas in Delhi, which he quotes in his letter, “Agar is dharti tay koyi jannat hai, o ay hi hai, ay hi hai, ay hi hai”. Translated into English, 
this line reads, “If there be paradise on earth, it is this, it is this, it is this”. Like the beautiful propaganda paintings and photographs of the hospital, 
set within the Royal Pavilion, these words obscure and repress the pain and reality of war, experienced by the Indian soldiers.

Taking the form of a circular chandelier, the artwork is not typically suspended from the ceiling, but rather held captive li ke a bonded prisoner - within 
a square shaped caged contraption. This enclosed structure, supported by metal pipes, and bound by cables was inspired by the actual fence 
installed around the hospital, to make sure the Indian ‘sepoys’ didn’t interact with local British women. Wheels were installed at the bottom to make 

the entire artwork mobile, like wheeled hospital beds and chairs within the Dome. The sculpture on wheels also emulates an oversized wind chime 
where the dangling of various objects produces a cacophony of sounds, that tries to echo the anxious and chaotic soundscape o f a war hospital. The 

dense and layered labyrinth of metallic objects such as, pins, nails, hooks, blades, knives, chains, strings, handsaws, trays, mesh, pipes, rods, 
screws, nuts, clamps, all exemplify the violent nature of war. In contrast, objects such as stained gauze bandages, crepe bandages, burnt khaki 
fabric, faux fur fabric, taps, salt, vinegar, water, IV drips, eucalyptus leaves, enamel plates and mugs, gives us hope. They  all remind us that healing 

and mending is possible, but not forgetting the violence and sacrifices that were made.

The artwork in the form of an inverted pyramid, also includes various numbers inscribed in Gurmukhi, Urdu, and Hindi with the help of pins on plates 

and trays. These numbers suggest the wages of the Indian soldiers, number of beds in the hospital, and so on. At times one can see the interior 
skeletal configuration of metallic rods and grids that holds all these clustered objects. A lone LED lamp suspended from the ceiling, looms over the 
cube structure. The lamp’s warm glow deliberately illuminates the inner sanctum of the chandelier to illustrate the brutal phenomena of war injuries, 

where bones, flesh and other organs are exposed. Next to the lamp are two pole-like armatures with cables tensed in 360 degrees around it, this 
mimics the enormous spherical shape of the Dome’s ceiling. Three water taps within the spectrum of objects, also indicates the three different water 

supplies for the Hindu, Muslim, and Sikh soldiers. Water pipes reminiscent of cannons are seen pointing towards us, and at th e extreme lower centre 
of the chandelier, a sharp knife threatens the floor, reminding us that death looms over every soldier. Screen-printed images of wheelchairs, X-rays 
of body parts with bullet marks, IV drips on various surfaces are seen suspended and remain silent witnesses to the stories we will never know.

A vitrine consisting of various objects that inspired the artwork was displayed near it. Items used by Indian soldiers during  the First World War, such 
as a khaki shirt, ‘kukri’ (knife), a metal ‘thali’ (plate) and ‘lota’ (water vessel), a language translation booklet, various epaulettes, etc. These items 
were all loaned by Dominique Faivre, from Saint Floris, France. The catalogue, ‘Indian Military Hospital Royal Pavilion Brighton 1914-1915’, issued 

by the Corporation of Brighton was the central object of the vitrine display. It consisted of photographs and text in three languages; English, 
Gurmukhi, and Urdu, and was given to each patient when they left the Royal Pavilion.

Agar is dharti tay koyi jannat hai, o ay hi hai, ay hi hai, ay hi hai, was developed during Baptist Coelho’s year-long Artist-in-Residence, 

supported by and at the In Flanders Fields Museum (IFFM), Ypres, 2022. The artwork was first exhibited as part of the artist’s solo exhibition at 
IFFM, Ypres, from 6 July 2022 to 8 January 2023. During the course of the exhibition, the artist made some additions to the artwork. For this 

purpose, a makeshift studio was set up in a discreet corner of the museum, not too far from the artwork. Thanks to IFFM; Fondation Fiminco, 
Romainville; Fonds de Dotation Buchet Ponsoye, Paris; Institut Français, India; Jan Radovan; amongst others.
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NJ9842 #1, 2024 | Monotype on archival paper with pencil and charcoal drawing

Paper (width x height): 43.8 x 30 in. / 111.5 x 76 cm.
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It still hasn’t ended, 2024 | Collage with acrylic paint on papers, crepe bandages, nails, metal mesh, galvanised steel grids, 

iron blades, ink, glue and 1 digital print on archival paper | Approximate display (width x depth x height): 59.4 x 18.8 x 82.6 

in. / 151 x 48 x 210 cm. | Print (width x height): 13.2 x 10.8 in. / 33.7 x 27.6 cm. 

92



Camouflage #5 | Performance with various objects and audio/video | More info >>

The performance is part of an ongoing series and focuses on the question of whether and how Indian 

soldiers in World War I were able to camouflage themselves not only physically but also mentally.
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https://www.baptistcoelho.com/camouflage-5/?itemid=2266&ref=selected


Mohammad Gaki Khan (UP Muslim) to Sowar Mohammad Rafi 

Khan (30th Lancers, France?) [Urdu?] 6th June 1915, 2023 

Collage with mixed-media | 41 x 15 x 71 cm.

The work is inspired by a letter written by an Indian soldier to 

his family back in undivided India during the First World War.
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26th September 1914, Marseilles #2, 2024

Offset lithograph on archival paper | 57 x 110 cm.

The wave-like patterns in this print are inspired by some 1914 

photographs, which shows numerous canvas tent settlements, 

pictured on the race-track in Marseille, France.
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The cold was terrible… not being able to sleep on the 

ground in the open…, 2024 | Fabric shirt, plastic buttons, 

steel pins, wood, steel and plastic stand Display (width x 

depth x height): 26 x 39.3 x 27.5 in. / 66 x 100 x 70 cm.

96



The First Battle of Ypres #1, 2024 | Monotype on 

archival paper Paper (width x height): 22 x 30 in. / 56 x 

76.5 cm. Archival Paper: JS Opal, 250 gsm, acid-free
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…and found that the ink was frozen..., 2023 | Enamel jug, 

stainless steel tray, steel pipes, iron scraper, wood, plastic, 

acrylic paint, black ink, water, salt and glue Display (width x 

depth x height): 12.5 x 17.7 x 48.4 in. / 32 x 45 x 123 cm.
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Wreath #1, 2024 | Gauze bandages, iron mesh and 

blades, plywood, acrylic paint and glue Display (width x 

depth x height): 21.2 x 6.2 x 28.7 in. / 54 x 16 x 73 cm.
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Bandages-Bullets #2, 2024 | Pencil and charcoal drawing on paper | Paper (width x height): 16.1 x 11.6 in. / 41 x 29.7 cm. 

Paper: Fabriano 56629742, 90 gsm
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Bandages-Bullets #3, 2024 | Pencil and charcoal drawing on paper | Paper (width x height): 16.1 x 11.6 in. / 41 x 29.7 cm. 

Paper: Fabriano 56629742, 90 gsm
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Bandages-Bullets #4, 2024 | Pencil and charcoal drawing on paper | Paper (width x height): 16.1 x 11.6 in. / 41 x 29.7 cm. 

Paper: Fabriano 56629742, 90 gsm
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Crevasse #1, 2024 | Metal wires, hooks and gauze bandages

Approximate display (width x depth x height): 32.6 x 6.6 x 31.4 in. / 83 x 17 x 80 cm.
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Wreath #2, 2024 | Iron mesh, blades and wires

Approximate display (height x outer diameter x inner diameter): 12.5 x 22.4 x 9.4 in. / 32 x 57 x 24 cm.

104



105

You, me and them, investigates the correlation of ideologies 

and expectations that existed between the soldiers of the 

British Indian Army, the civilians, and the British Empire during 

the two World Wars. The photograph draws reference to the 

act of washing another’s feet which is representative of a 

cross-cultural act demonstrating humility, respect and service. 

In contrast to the act of chivalry, the soldier and the state also 

represent forces of brutality and authority.

The correlation between civilian, soldier and state brings to the 

forefront the expectations and understandings that may or may 

not exist between them. These inter-relationships are often not 

clearly defined and marred by underlying agendas and 

motivations. The photograph also alludes to a broader political 

strategy of how the British forces mobilized their colonial 

troops through patriotism during the World Wars.

You, me and them, was developed from Baptist Coelho’s 

Artist-in-Residence, at Delfina Foundation, London, 2011-12. 

The residency was in partnership with the Creative India 

Foundation, Hyderabad and in collaboration with Pump House 

Gallery, London.

- Davide Allison

You, me and them, 2019

Digital print on archival paper

Print (width x height): 43 x 32.5 in. / 109.2 x 82.5 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks



Digital print

106

© BC



They agreed to eat biscuits and 

European bread, but our regiment 

refused, is an extract from Bir Singh's 

letter (Sikh, 55th Rifles Regiment) to 

Gunga Singh (55th Rifles Regiment, 

Kohat, NWFP). This excerpt along with 

other letters is part of the book Indian 

Voices of the Great War: Soldiers' Letters, 

1914-18 by David Omissi. The 

performance consist of a projected 

audio/video and is inspired by the food 

and eating habits the British Indian Army 

soldiers during World War One.

- Davide Allison

They agreed to eat biscuits and European bread, but our 

regiment refused, 2019

Performance with army uniform, various objects and audio/video

Performance: 20 min

Audio/video: 20 min

Audio/video extract: https://vimeo.com/385849368  

Complete audio/video: https://vimeo.com/385848980 

(Please request password)

Audio/video recording: https://vimeo.com/385850169  

 >> If the weblink does not open by clicking on it, then please 

copy and paste it into your browser
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https://vimeo.com/385849368
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https://vimeo.com/385850169


© Baptist Coelho

Performance still Photos: Maurine Tric; Cité Internationale des Arts, Paris
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© Baptist CoelhoPerformance stills
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Video stills

Performance still
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What have we done for you?, 2018

Performance with army uniform and various objects

Performance: 15 - 30 min

Audio/video recording: https://vimeo.com/265996450

 >> If the weblink does not open by clicking

on it, then please copy and paste it into your browser 

What have we done for you? is a performance where we 

observe a soldier dressed in camouflage uniform gradually 

washing the feet of an invisible entity. This gesture continues with 

a switch of positions, whereby the soldier’s feet are now being 

washed by an unseen individual. These rituals alternate in a  from 

the washer to the washed on either side of a bench. The 

performance then gradually progresses into a series of 

spontaneous and peculiar actions, where the soldier is seen 

interacting with his leather shoes and socks, enamel washbasins 

and jugs along with water, towels, soaps, saucers and a wooden 

bench. These unusual gesticulations with varied objects question 

political dominance and subservience, self and the other.

This performance is developed from Baptist Coelho’s 

performance “What have I done to you?”, 2011 and was 

inspired by a World War One photograph in which an Indian 

soldier washes his feet as a German sentry observes him at the 

Prisoner of War (POW) Camp in Wünsdorf, Germany.

What have we done for you? was first realised on 16th 

February, 2018 (18:00-18:45). It was produced and facilitated by 

the Centre Pompidou, Paris. The performance was part of the 

exhibition’s programme, Mémoires des Futurs Modernités 

Indiennes, curated by Catherine David at Gallery 0, 

Centre Pompidou (18 October, 2017-19 February, 2018).

- Davide Allison
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https://vimeo.com/265996450


Performance still Photos: Hervé Veronese; Centre Pompidou, Paris
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During World War One, the British Indian Army fought for Great Britain 

against Germany, for which they contributed a large number of divisions 

and independent brigades to the European, Mediterranean and Middle 

Eastern theatres of war. Approximately 1.3 million Indian soldiers served 

in World War One of which 74,000 lost their lives and many others were 

wounded. The most visible, flamboyant and well-documented troops 

among the British Indian Army, however, remained the 140,000 who 

served in Europe. There were hundreds of photographs of Indian soldiers 

taken by official staff, photographers, amateur enthusiasts and onlookers.

Restage, is a performance where we observe a soldier dressed in 

camouflage uniform taking orders from an invisible authority who is 

ordering him to move back and forth. These varied instructions continue 

until a certain mood and posture of the body is achieved, which is also 

reminiscent of the poses of the Indians soldiers as seen in the archival 

photographs. These bodily adjustments and recurring drills of the soldier 

in Restage, reopens the narratives of these images by speculating what 

could have transpired to achieve such picture-perfect (mainly 

orchestrated) moments. The performance confronts the problematic 

dynamics of documentation and/for propaganda.

Restage was first realised on 16th February, 2018 (19:00-19:45). It was 

produced and facilitated by the Centre Pompidou, Paris. The performance 

was part of the exhibition’s programme, Mémoires des Futurs Modernités 

Indiennes, curated by Catherine David at Gallery 0, Centre Pompidou (18 

October, 2017-19 February, 2018).

- Davide Allison

Restage, 2018

Performance with army uniform and various objects

Performance: 15 - 30 min

Audio/video recording: https://vimeo.com/265989695

 >> If the weblink does not open by clicking

on it, then please copy and paste it into your browser 
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Performance still
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Photos: Hervé Veronese; Centre Pompidou, Paris



Performance stills

116



117

Camouflage #1, 2018

Digital print on archival paper

Print (width x height):

24 x 16 in. / 60.9 x 40.6 cm.

Archival Paper: Hahnemühle 

Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with 

Lucia Pigment Inks

Camouflage is an ongoing series of multi-media works that explores the armed forces’ 

use of camouflage. This technique of concealment is adapted across varied 

geographies and has been crucial in past wars to current conflicts. The concept of 

camouflage originates from biological studies describing a range of strategies used by 

organisms to dissimulate their presence in the environment.

Camouflage #1, Camouflage #2, Camouflage #3 and Camouflage #4 take their 

inspiration from the artwork, ‘Sikhs charging in a wood of fir trees furrowed by English 

artillery (May 19) Southwest of Ypres’ (c. 1915-1919) by the French-Italian graphic 

artist Alberto Fabio Lorenzi. This fan-shaped tableau in a Japanese style is a woodcut 

on paper and depicts a group of Sikhs with rifles in hand and daggers in mouth, 

advancing between tall tree trunks.

An undivided India contributed a large number of combatants and non-combatants to 

the First World War in Europe and worldwide. A war on foreign soil also meant that the 

Indian armies had to adapt and at times cover up their confrontations with cultural 

shocks, diverse food habits, language barriers, extreme climatic conditions, and so on. 

The colonial sepoys constantly had to prove their allegiance to the empire by zealously 

fighting on the front while masking their mental longing for their families and homes.

From hiding to disguising, the photographs use the mimesis / mimicry technique of 

camouflaging to effectively conceal but sometimes failing to visibly reveal. Following 

these trepidations of divulging and concealing, the images also endeavour to explore if 

it was possible for the sepoys to not only camouflage their bodies and location but also 

their intentions, opinions, fears, and so on.

Camouflage #1 to #4, was developed by Baptist Coelho during his digital workshop at 

Uttarayan Art Foundation in Vadodara, 2018.

- Davide Allison



118

Digital print
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Camouflage #2, 2018

Digital print on archival paper

Print (width x height): 24 x 16 in. / 60.9 x 40.6 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks



Digital print
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Camouflage #3, 2018

Digital print on archival paper

Print (width x height): 24 x 16 in. / 60.9 x 40.6 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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Digital print
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Camouflage #4, 2018

Digital print on archival paper

Print (width x height): 24 x 16 in. / 60.9 x 40.6 cm.

Archival Paper: Hahnemühle Photo Rag, 308 gsm, acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks
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Digital print

© BC



Une pièce de monnaie de 

Monsieur Risso, 2012-13

Audio/video: 16 min 9 sec 

Audio/video extract: 

https://vimeo.com/84537717

Complete audio/video in French: 

https://vimeo.com/79959595 

(Please request password)

Complete audio/video with 

English subtitles: 

https://vimeo.com/134806993 

(Please request password)

>> If the weblink does not 

open by clicking on it, then 

please copy and paste it into 

your browser

The video, Une pièce de monnaie de Monsieur Risso, takes its starting point from an 

interview by the artist with Mr. Pierre Risso at his apartment in St. Denis; a northern suburb of 

Paris. Mr. Risso, who was born in 1928, recounted his heroic life as part of the Northern 

Liberation Movement in France during World War II. This meeting with Mr. Risso was initiated 

as part of the artist’s research involving the history of munitions factories in St. Denis.

During the conversation, Mr. Risso gave the artist a two franc aluminum coin, which was 

minted in 1947. Mr. Risso recalled that aluminum coins were substituted for the original 

copper ones when they were melted down to make munitions for the War. The coin’s origin 

was later questioned when the artist consulted a local historian and another story was 

revealed. This inspired the artist to explore the difference between perceptual experiences 

that happen in the present and the interplay of remembering and imagination that takes place 

after time has lapsed.

The video became a mechanism for the artist to explore how history is interpreted and 

shared; while at the same time questioning the validity of stories that emerge from personal 

interactions and informed attestations by the state. The video begins with a dialogue between 

Coelho and Mr. Risso, which develops into an animated story. As the narrative unfolds, the 

coin embarks on a journey to discover its identity; coming in contact with people from various 

places such as a Flea Market, Church, Public Garden, History Museum and Public Library; 

located within the département of Seine-Saint-Denis. The story does not arrive at a final 

conclusion; but rather more questions emerge when the coin finds itself in a Public Library 

and is confronted with various interpretations of its origin. 

While developing this video, the artist reflected on his own journey of discovery about the 

correlation between myth and reality. By creating this coin’s personal story, the artist 

explores the complexity of history and whether myth is at the heart of our understanding, 

which in turn can influence our sense of present reality. 

Une pièce de monnaie de Monsieur Risso, was developed during Baptist Coelho’s Artist-

in-Residence at the Centre International d’Accueil et d’Echanges des Récollets in Paris, 2012. 

The video was produced by Buchet Ponsoye Foundation, Paris; Espace Synesthésie, 

St Denis and TRIAD, London.

- Davide Allison
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View Photo: Project 88, Mumbai
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14th July 2012, 2012-13

1 steel drum, liquid fuel and audio/video

Drum (height x diameter):

34 x 22.6 in. / 86.5 x 57.5 cm.

Display: 59.8 x 22.6 in. / 152 x 57.5 cm.

Audio/video: 9 min 53 sec

Audio/video extract: 

https://vimeo.com/69125275 

Complete audio/video: 

https://vimeo.com/69123950

(Please request password)

Audio/video recording: 

https://vimeo.com/69123225

 >> If the weblink does not open by 

clicking on it, then please copy and 

paste it into your browser

The 14th of July 2012 is an artwork which consists of a steel drum, with a video projected 

onto its suspended lid and the smell of liquid fuel.

The work takes its inspiration from Bastille Day* which the artist observed on the 14th of 

July, 2012, along the Avenue of Champs-Elysé in Paris; one of the oldest and largest 

military parades in Europe. Amidst tight security and vigilance, spectators cheered the 

passing cavalcades which displayed the country’s manufactured munitions and various 

marching military regiments.

The empty steel drum was acquired in Paris and represents the volatility of human life and 

the depletion of resources that a society experiences in order to perpetuate conflict. The 

video displays fragmented images of a military parade with accompanying sounds of the 

marching bands. The captured footage progressively slows and blurs to finally terminate 

into a white void. While we observe the details of the weaponry, the audio also gradually 

slows down and the distorted sounds become reminiscent of bombing. The blurred images 

reveal an ambiguity and complexity in the relationship between civilians and the military.

The smell of liquid fuel, experienced as part of the artwork, replicates the strong fumes 

expelled by the tanks and large military vehicles which were part of the parade along the 

Avenue. The unsettling odor is reminiscent of the smell from machinery on an actual 

battlefield. Sensorial experiences of the artwork are intentionally disruptive and leave the 

viewer confused and curious. This work brings to question the significance and importance 

of hosting military parades, as part of a national event in France, or creating other such 

similar presentations around the world.

14th of July 2012 was developed during Baptist Coelho’s Artist-in-Residence at the 

Centre International d’Accueil et d’Echanges des Récollets in Paris, 2012.

*Bastille Day is the English name given to the French National Day, which is celebrated on 

14th of July each year. In France it is formally called “La Fête Nationale”; when translated 

means “The National Celebration”. This event commemorates the 1789 storming of the 

Bastille prison fortress and is seen as a symbol for the uprising of a modern nation.

- Davide Allison
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Views Photos: Espace Synethésie, Saint-Denis

129



Video stills

Detail

130



131

Avenue des Champs-Élysées is a photograph taken on Bastille Day; a national 

event presided over by the President of France and foreign dignitaries. While 

previously held elsewhere within Paris, it was first hosted along the Champs-

Élysées* on the 14th of July, 1915 and has continued as an annual event.

Amidst tight security and vigilance, spectators gather behind a metal barricade to 

observe and cheer the spectacle which displays the country’s munitions and 

military force. The sensate experience of the parade brings to question the 

contemporary meaning and intention of hosting a military parade as part of a 

national event in France, or other such similar demonstrations around the world. 

This event is in stark contrast to the original focus of Bastille Day which was 

celebrated as a feast, before France became militarized in 1880. 

Paradoxically, military parades are designed to create a sense of national pride 

and civil protection but on the other hand one can feel intimidated by the force of 

these armaments which evoke an aggressive and foreboding atmosphere.  The 

photograph reflects the transitory nature of the parade; leaving many spectators 

to further question what may or may not have existed.

Avenue des Champs-Élysées was developed during Baptist Coelho’s Artist-in-

Residence at the Centre International d’Accueil et d’Echanges des Récollets in 

Paris, 2012.

*In the 17th century, the avenue was originally fields and market gardens and has 

gone through several transformations; including the name which was changed to 

Champs-Élysées in 1709. During the 18th century it became a fashionable venue 

and even today it is one of the principal tourist destinations; lined with luxury 

shops and cafés. The avenue runs for 1.91 kilometers, in the northwest district of 

Paris and ends at the Arc de Triomphe.                                                                                       

- Davide Allison

Avenue des Champs-Élysées, 2012-13

Digital print on archival paper

Print (width x height): 16.5 x 11.6 in / 42 x 29.7 cm.

Archival Paper: Hahnemühle Photo Rag, 188 gsm, 

acid-free

Printer: Canon Pro 560 with Lucia Pigment Inks



Digital print

© Baptist Coelho
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“I thought I had forgotten about it…”, juxtaposes official documentation of events with 

personal recollections of an individual. The oral history here is presented as etched text upon a 

wooden tabletop, a memoir of the time when the person had to hide under a table as a measure 

of safety against bombings. The work consists of a wooden table with raster engraving done on 

oak veneered MDF. Arranged along with the table are completed ‘Incident Report’ forms, 

documents with set templates that were filled in by wardens on the occurrence of a war disaster. 

The work grew out of a meeting with an individual who had experienced World War Two, and 

remembered and shared his traumatic experiences. Though the person remains anonymous, 

his memories form the basis of the work, engraved on wood in the template of an ‘incident 

report’ and taking the form of a wooden table, a direct reference to the act of sheltering under a 

table in the time of bombings, something the protagonist recalled vividly. The questioning of 

what is lost or forgotten and what is recorded from personal experiences continues in the artist 

work in “I thought I had forgotten about it…”.

In the process of researching various archives the artist came across ‘Incident Reports at the 

Wandsworth Heritage Service at the Battersea Library in London. These documents were filled 

by war-wardens who recorded in them, incidents as they happened. These incident reports 

were constructed on predetermined parameters, and therefore had to accommodate the specific 

details of diverse events of attacks, destruction, rescue or deaths within a similar format. They 

were in a sense, designed for regular use and to maintain a sense of objectivity in the reports. 

In placing official templates of incident reports together with secondary records of personal 

memories, the artist was questioning and exploring the complexities of recording history, and 

the visible distinction that is sometimes seen between supposedly objective documentation and 

that which is subjective and combined with emotional and psychological memory. The 

authenticity of both is open to discussion, though commonly official reports are considered the 

greater truth because of being ‘officially’ authorized.

“I thought I had forgotten about it…”, was developed during Baptist Coelho’s Artist-in-

Residence, at Delfina Foundation, London, 2011-12. The residency was in partnership with the 

Creative India Foundation, Hyderabad and in collaboration with Pump House Gallery, London.

- Davide Allison

“I thought I had forgotten 

about it…”, 2011-12

Raster engraving on oak 

veneered medium-density 

fibreboard (MDF) and wooden 

table

Display (width x depth x height): 

72 x 28.8 x 30 in. / 182.8 x 73.1 

x 76.2 cm.

133



View Photos: Pump House Gallery, London
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Incident form (original) Detail
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The work displayed the material aftermath of the act of ‘washing of feet’ from 

“What have I done to you?”, 2011.The arrangement resembled a museum setting, 

consisting of glass jars filled with the washing water, soiled towels and notes 

containing the random thoughts and personal details of each participant. Also 

included were used enamel jugs, soap, and various army gear neatly placed on 

shelves. A monitor showing a video of swirling unclean water completed the display.

The installation consciously projects the notion of a museum display; where objects 

are detached from their original surroundings and provided with politically correct 

information tags. On Baptist’s visits to the war museums in the UK, he reasoned 

the nature of documentation is such that it might just as easily conceal information 

as reveal it. The clinically manufactured vitrines bestow upon the objects a sense of 

unreality, perceived and presented as a particular set of people thought right. 

Significantly, generations of viewers take away with them what they consider facts. 

The notion of the everyday reinterpretation of historical details, and again, the 

constant overlapping of myth with reality becomes the basis of the display. The 

monitor, displaying a video of swirling water dotted with randomly moving bits of 

grime and foam, refers again to the process of historical recollection and its 

continual disruption and distribution over time.

Display #1 (Battersea Park - London) conveys obliquely satirical meanings. On 

the one hand, placing an object in a museum raises its value historically and 

materially. Here however, the objects are either throw-away items, or commonplace 

ones. By the act of placing them in pristine cabinets, the artist is masking their 

reality and camouflaging their origins for the viewer to perceive it as different.

Display #1 (Battersea Park - London), was developed during Baptist Coelho’s 

Artist-in-Residence, at Delfina Foundation, London, 2011-12. The residency was in 

partnership with the Creative India Foundation, Hyderabad and in collaboration with 

Pump House Gallery, London.

- Davide Allison

Display #1 (Battersea Park - London), 2011-12

Installation with 29 glass bottles, water, soap 

water, 29 towels, 28 notes on paper,

2 enamel basins, 3 enamel jugs, 1 soap,

1 porcelain saucer, various soldier gear, MDF 

shelves, metal brackets and video

Approximate installation

(width x depth x height): 103.5 x 12 x 100 in. / 

263 x 30.4 x 254 cm.

Video: 7 min 4 sec

Video extract: https://vimeo.com/69142155 

Complete video: https://vimeo.com/69141944 

(Please request password)

 >> If the weblink does not open by clicking on it, 

then please copy and paste it into your browser
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Installation view Photos: Pump House Gallery, London
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Installation view & details
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Video stills

Installation detail
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Eight Pauses, 2011-12

8 digital prints on archival paper and video

Single print (width x height):

13.3 x 10 in. / 33.7 x 25.4 cm.

Archival Paper: Hahnemühle Photo Rag, 188 gsm, 

acid-free Printer: Epson Stylus Pro 11880

Approximate display (width x depth x height): 148.9 x 

11.2 x 23.6 in. / 378.3 x 28.5 x 60 cm.

Video: 5 min 21 sec

Video extract: https://vimeo.com/69145112

Complete video: https://vimeo.com/69144209 

(Please request password)

 >> If the weblink does not open by clicking on it,

then please copy and paste it into your browser

Eight Pauses, is an artwork of eight photographs and a video. These photos take their starting 

point from a map created by the Wandsworth Heritage Service at Battersea Library entitled 

“Where the Bombs Fell in Battersea Park” which depicts the locations of where World War Two 

bombs fell between 1939 and 1945. Discovering this map was part of the research that the artist 

conducted while looking at the local history of the London Borough of Wandsworth and Battersea 

Park during World Wars. The map indicated the number of bombs that fell around Wandsworth 

and depicted eight sites where bombs had fallen in Battersea Park. 

While discovering the past the artist explored the present day Battersea Park to create a 

dialogue with the memories of war and more specifically the presence of soldiers. The eight 

photographs document a soldier in the stand at ease position at the eight different locations 

where the bombs had fallen in the park. The memories of the bombings and the landscape may 

have changed with time but the presence of a soldier in the present day brought memories and 

landscape to life. The video consists of the handwritten random thoughts collected from various 

people who observed the soldier in the ‘stand at ease’ position in the park.

In the photographs, the artist wears camouflage combat gear which was once used by a British 

soldier. The act of wearing this British gear became a symbolic gesture and references the 

complex role and contributions that Indian allied soldiers played alongside the British during the 

World Wars. In observance, soldiers also present an image of bravery, honour and being of 

service which contrasts with realities of death and violence associated with their role. The 

occurrences of the soldier in the park are ominous and questions whether his presence as a 

memory is actually concealed or revealed. In the context of this work, camouflage provokes 

various reactions such as fear, aggression and disdain from passersby. Yet the army uniform not 

only allows the soldier to integrate with the background but also allows him to become 

anonymous. This act of camouflage suggests the idea of illusion and concealment which in itself 

generates diverse trains of thought.

Eight Pauses, offers a moment to contemplate the conflict and contradiction that often 

surrounds the presence of a soldier and poses questions concerning the apparent randomness 

of military events in a given place and their historical reference in the present day. Eight 

Pauses, was developed from a performance entitled “Why is he here?”, 2011, where the artist 

explored people’s reaction to a soldier in uniform as he walked and paused through Battersea 

Park. The artwork was developed during Baptist Coelho’s Artist-in-Residence, at Delfina 

Foundation, London, 2011-12. The residency was in partnership with the Creative India 

Foundation, Hyderabad and in collaboration with Pump House Gallery, London.

- Davide Allison
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Stand at ease is an artwork which consists of leather boots placed 

below a black and white photograph depicting the artist’s hands, 

placed one over the other. The photograph and shoes are 

positioned in such a manner as to represent a soldier in a relaxed 

posture; as opposed to standing at/in attention. 

Part of the artwork is installed facing the wall and eliminates the 

presence of a full body. This allows the viewer to dwell on the 

anonymity and isolation of the soldier; while the blank wall signifies 

a void or barrier. The army combat boots which are part of the 

artwork was once used by a British soldier. The act of wearing this 

British gear became a symbolic gesture and references the 

complex role and contributions that Indian allied soldiers played 

alongside the British during the World Wars.

The notion of being at ‘ease’ is in contrast to the rigid discipline 

that often defines a soldier’s existence. The artwork reflects on the 

military expression “standing at ease” and questions the ease that 

a soldier feels within the strict regime of the army.

The artwork was developed from the work, Eight Pauses, 2011-

12, a set of eight photographs which show the artist dressed as a 

soldier standing at ease in Battersea Park, London. Stand at 

ease, was developed during Baptist Coelho’s Artist-in-Residence, 

at Delfina Foundation, London, 2011-12. The residency was in 

partnership with the Creative India Foundation, Hyderabad and in 

collaboration with Pump House Gallery, London.

- Davide Allison
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Stand at ease, 2012

1 digital print on archival paper and a pair of leather boots

Print (width x height): 9.4 x 6 in. / 24.1 x 15.4 cm.

Archival Paper: Hahnemühle Photo Rag, 188 gsm, acid-free

Printer: Epson Stylus Pro 11880

Approximate display (width x depth x height):

19.6 x 13.7 x 37.4 in. / 50 x 35 x 95 cm.



View Photos: Project 88, Mumbai
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“What have I done to you?”, is a performance work where the artist is dressed in a British 

camouflage uniform and washes and wipes the feet of various participants as they note down 

their random thoughts and other personal information. The act of washing another's feet is by 

and large universally seen as sign of service or showing respect. In India, elders feet are 

touched in reverence; the young or those less experienced symbolically bow down to the greater 

knowledge of someone older and ask for their blessing. The feet in some cultures are 

considered a very unclean part of the body, therefore in many religious places one must wash 

their feet prior to entering the space. Washing someone’s feet can also be seen as an ultimate 

demonstration of love and service. The title of the performance refers to the words of Jesus 

spoken to his twelve disciples on the eve of his capture and crucifixion. He washed each 

disciples' feet, (including his betrayer’s) and inspired them to do the same.

The notion of unconditional service reflects back to the duty of the British Indian soldier during 

the World Wars. They served anonymously for the benefit of British Empire. Ironically and 

symbolically, they were ‘cleansing’ the political turmoil created by individuals and institutions of 

power. The subtle nuances of the performance go beyond the periphery of the actual act of 

washing feet. The person who washes the feet, while dressed as a soldier, constructs a series 

of undetermined reactions from the participants. The anonymity of the soldier and his apparent 

silence might register fear, doubt, amusement, questioning or even mirth. Through the controlled 

actions of the proceedings, feelings alternate between the washer and the washed; the latter 

finding themselves vulnerable when their feet are completely immersed and being touched by a 

stranger. The performance raises ongoing questions about the dynamics between the British 

and their colonial troops; between dominance and subservience; between the self and the other.

“What have I done to you?”, was developed during Baptist Coelho’s Artist-in-Residence, at 

Delfina Foundation, London, 2011-12. The residency was in partnership with the Creative India 

Foundation, Hyderabad and in collaboration with Pump House Gallery, London.

- Davide Allison

“What have I done to you?”, 2011

Interactive performance with army 

uniform and various objects

Performance: 1 - 4 hr

Audio/video recording: 

https://vimeo.com/69141196 

 >> If the weblink does not open by 

clicking on it, then please copy and paste 

it into your browser
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Performance stills Photos: Pump House Gallery, London
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“Why is he here?”, is a performance where the artist dressed as a British soldier and walked 

around the park in London, pausing at the eight positions where bombs had fallen during 

World War Two. An associate moved along with the artist at a discreet distance, asking 

onlookers to record their random thoughts at the sight of a soldier. They were also asked to 

record personal details like name, date, time, location and approximate temperature. When 

standing, the artist was in the ‘stand at ease’ position, reflecting a less rigid aspect or 

someone who is perhaps off-duty. The performance was also a means to navigate a space 

that was once a bombing site, but in the current day disconnected from its past.

A finding of a map on a research visit to the Wansdworth Museum in London introduced the 

artist to the fact that eight bombs had fallen within the Battersea Park. The memories of those 

bombings have been erased in time and the physical changes to the landscape meticulously 

renovated. The recording of participant’s thoughts was a way in which to link the past and 

present. “Why is he here?” is a reference to the immediate query that follows the 

appearance of someone unexpected.

To prepare for the part, Baptist procured authentic army combat clothing from the British 

Military Surplus Stores in Essex, UK. These were clothes once used by a soldier in the British 

Army. The artist had a ‘crew-cut’ and had discussions with an ex-military officer to familiarise 

himself with the poise and body language of a soldier. He also consulted a theatre actor to 

overcome inhibitions associated with moving around in public dressed in camouflage.

The army combat clothing here acts as a catalyst in inspiring response, thought and 

participation. The nature of the camouflage helps the artist to be anonymous; and on the other 

hand invites reaction and speculation. To some, the artist’s appearance as a soldier (in a site 

with a physical memory of the war) was a masquerade, to others, an intrusion, and to yet 

more, a sight to jerk the memory. 

“Why is he here?”, was developed during Baptist Coelho’s Artist-in-Residence, at Delfina 

Foundation, London, 2011-12. The residency was in partnership with the Creative India 

Foundation, Hyderabad and in collaboration with Pump House Gallery, London.

- Davide Allison

“Why is he here?”, 2011

Interactive performance with army 

uniform and various objects

Performance: 1.5 - 2.5 hr

Audio/video recording: 

https://vimeo.com/69139938

 >> If the weblink does not open by 

clicking on it, then please copy and 

paste it into your browser
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Performance stills Photos: Battersea Park, London
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17.10.1953, 2011

Installation with chipboards, wood,

63 bulbs and notes on paper

Approximate installation

(width x depth x height): 250.8 x 432

x 98.4 in. / 637 x 1097.2 x 249.9 cm.

The Installation 17.10.1953, is a mixed media installation that explores random thought of 

an individual as part of a social and political commentary. The work is a labyrinth made up 

of wooden hoardings which are lined inside with several posters and 63 bulbs suspended 

above it. The artwork takes it starting point from a drawing made by the Indian artist, 

Kattingeri Krishna Hebbar during his visit to Warsaw. The drawing is dated 17.10.1953 and 

shows a section of the Castle Square where Sigismund's Column is situated in the centre 

of the drawing. The column which was build in 1644 and was destroyed on the night of 1-2 

September 1944, by shells from a German tank during the German Occupation and was 

rebuilt in 1949. 

The installations silhouette when seen from above is a reference to the fallen down 

column. What were Hebbar’s thought when he was drawing the Column in it’s restored 

glory considering it had witnessed a very sad past. Baptist set out collecting random 

thoughts of local people who documented their thoughts on paper as they saw the column. 

Their thoughts were reprinted as posters and are collectively stuck towards the inner side 

of the installation walls. These ethereal and unpredictable thoughts become tangible 

through the association with space, time and surrounding conditions. During the process of 

collecting factual to random information in relationship to the history of Castle Square (as 

seen by K. K. Hebbar and other people), the artist discovered varied nuances and meaning 

from what may appear as unrelated incidents. Through these occurrences of randomness 

(written on paper) their relationship with history, experiences and cultural norms become 

significant. Whilst associating words (written or spoken) with space (Castle Square), 

Baptist continues to focus on the cultural values of the past and question what is universal 

and dissimilar within our present global history. The 63 bulbs are in memoriam of the 63 

days of the brave resistance put up during the German occupation.

While merging the notion of investigative research with ideas and values, 17.10.1953, 

invites inquiry and brings together collective and individual memories of the past with 

random thoughts of the present. 17.10.1953, was produced and exhibited at the Zacheta 

National Gallery of Art, Warsaw, 2011

- Davide Allison
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Installation detail Photos: Zacheta National Gallery of Art, Warsaw
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Blueys, 2016

Installation with 18 letters and 2 language phrase 

cards on paper along with 3 digital prints on archival 

paper (Hahnemühle Photo Matt, 200 gsm, acid-free), 

2 magnifying glasses, 3 free-standing display 

vitrines made of wood, medium-density fibreboard 

(MDF), acrylic and an audio/video.

Installation dimensions: variable

Audio/video: 2 min 9 sec

Audio/video extract: https://vimeo.com/229835914

Complete audio/video: https://vimeo.com/223975344 

(Please request password)

 >> If the weblink does not open by clicking on it, 

then please copy and paste it into your browser

Blueys, is an installation of eighteen letters and two language phrase cards 

on paper along with three digital prints on archival paper, two magnifying 

glasses, three free-standing display vitrines made of wood, medium-density 

fibreboard (MDF), acrylic and an audio/video.

When British Armed Forces are deployed on operations they are entitled to 

free aerogrammes (colloquially known as “blueys” because of their colour) to 

and from their families and friends. The work is a collection of eighteen hand 

written and printed blueys exchanged in 2003 by a British soldier with his wife 

and children during his posting in Iraq. An American English to Arabic 

language phrase card issued by the British government was used by this 

soldier and consist of limited words that would assist in communicating with 

local Iraqis.

Blueys, traces the English and Arabic languages used by the soldier through 

personal letters and a rigid language phrase card. The work also highlights 

the trajectory of such tools of communication within distinct geographies by 

literally overlapping them onto each other. On closer inspection of the 

displayed letters, one observes that certain words are revealed and some 

masked. This play of visible and hidden texts takes its lead from what is 

permitted and suggested in the language phrase card. On the other hand, the 

video depicts an improvised version of the language phrase card where 

English words commonly used by the British family are listed alongside their 

Arabic translation and phonetics.

Blueys, was developed during Baptist Coelho’s 2015-16 Leverhulme Artist-

in-Residence at the Department of War Studies at King's College London, 

UK. Supported by the Leverhulme Trust, the Department of War Studies and 

Cultural Programming at King’s College London & Delfina Foundation, UK

- Davide Allison
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Installation detail Photos: Somerset House, London
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18th May 1980, 2010

Installation with 140 glass bottles with 

metal & plastic lids containing leaves, 

various objects and air along with 

notes on paper

Approximate installation

(width x depth x height): 239.7 x 71.6 

x 141.7 in. / 609 x 182 x 360 cm.

18th May 1980, includes glass bottles sealed with air, leaves and various objects; 

along with handwritten notes on paper. The installation draws together an important 

and ethereal connection between the inter-relationship of found-objects, location, 

history and the private thoughts of the individuals. The artist’s childhood hobby of 

collecting tangible objects from around the world was the inspiration for projects that 

began in 2006.  Since then, the project Air(Travel) has collaborated with local 

people from various countries and has been developed to reflect unique locations. 

The Gwangju Democratization Movement refers to a civil uprising which took place 

in the city of Gwangju, South Korea, on May 18 to May 27, 1980.  During this period, 

citizens rose up against the military dictatorship and took control of the city.  The 

crisis is often referred to as “5.18”, which is in reference to the start of the uprising. 

To commemorate this event, Bus route No. “518” was created and navigates 

through the city making sixty-one stops; some of these stops mark the incidents 

where the uprisings occurred.

For 18th May 1980, the local people of Gwangju, who use the bus route “No. 518”, 

sealed leaves into bottles and noted a random thought on paper.  Details such as: 

name, date, time location and approximate temperature were also noted.  These 

time capsules are suspended from the ceiling and collectively take form of the 

numerals 518, in Sino Korean. Upon closer inspection and contemplation, the viewer 

becomes aware of the connections, similarities and differences between the 

randomness of thought, experience and space.

18th May 1980, was produced and facilitated by the Gwangju Biennale Foundation, 

South Korea. The installation was part of the group exhibition, ‘The Flower of May’ at 

the Gwangju Museum, curated by Yongwoo Lee in 2010, to commemorate the 30th 

Anniversary of Gwangju Democratization Movement.

- Davide Allison
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Installation view Photos: Gwangju Museum of Art, South Korea
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Installation view & details

Research images: https://www.facebook.com/media/set/?set=a.10150277419891159.380897.682426158&type=1&l=cd0c1dfd1e 

>> If the weblink does not open by clicking on it, then please copy and paste it into your browser
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Remind the Forgotten, 2009

1 carpet, 411 newsprint paper sheets and 

nylon thread

Approximate display (width x depth x height): 

52 x 76 x 15 in. / 132 x 193 x 38.1 cm.

Remind the Forgotten, incorporates newspaper articles 

which have been randomly swept under a carpet. On 

November 26th, 2008, the world was shocked to learn of the 

urban terrorism that transformed the city of Mumbai. Media 

technology allowed the tragedy to be documented and 

transmitted around the world as it unfolded.

Time has passed, and the artwork reflects on the power of 

the media to shape and influence current events; as well as 

our ability to forget. The reveal from one corner of the carpet 

reminds us of our human frailties; that with the desire to 

move on with life, we tend to forget the painful past. 

- Davide Allison
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How To Be Your Self, is a multidisciplinary project which 

has been inspired by the book entitled “How To Be A Lady”, 

written by the American writer Candace Simpson-Giles 

(Copyright 2001). This book is compiled of chapters with 

simple guidelines for women on how to apply certain 

“common courtesies” and behaviours within a patriarchal 

society. This book raises many contemporary issues 

regarding the world of feminism and was the impetus for 

women to tell their stories about identity and roles in 

society. In general, the book focuses on how society judges 

women superficially through action and appearance, which 

often goes unquestioned.

- Davide Allison

How To Be Your Self, 2008
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How to be Your Self (Chapter 01 - I Experience Real Life), is an installation with a 

twin channel video projection which accompanies a pair of women’s red stiletto shoes, 

placed high on a wooden pedestal. In channel 02, fifty-eight women who vary in: age, 

occupation, culture and economic backgrounds recite modified excerpts from chapter 01 

of the book “How To Be A Lady”. This text declares the proper codes of conduct which 

should be adhered to during social interactions. In the video, the proclamation of 

claiming these rightful acts of behaviour for women is sharply contrasted with channel 

01, where fifty-eight men are seen trying to fit into a pair of women’s red, stiletto, shoes.

The historical portrayal of women is brought to the forefront by having present-day 

women recite these notions of correct behaviour. Through story-telling and the 

juxtaposition of images, the viewer is encouraged to uncover the hidden message from 

under the naiveté of these spoken words. This need to define women through behaviour 

often creates inhibition and conflict in society. Through the dialogue, the viewer soon 

discovers the truth behind the strong emphasis of “doing” rather than “being” and an 

important message surfaces about the need to be your self without judgment.

Through the reading of these codes of conduct in How to be Your Self (Chapter 01 - I 

Experience Real Life), women express their dilemma on how to be their own person 

while societal pressure enforces them to be someone else. The reciting of these phrases 

becomes a powerful gesture as they allude to an act of obligation and personal 

testimony. In channel 01, men struggle to fit into a pair of red, stiletto, shoes which also 

become an allegory for the societal pressures that women endure in order to conform to 

the patriarchal ideal of beauty. Not only is the act of frivolity evident here but also the 

shear will and patience required in accomplishing the task at hand. The artist begins to 

tell the story with these staged segments involving real people’s lives and the diversity of 

real women surfaces. This absurd story continues to be told on video in the presence of 

these red shoes which are placed high on top of a pedestal; revealing what appears to 

be unapproachable and revered in our society.

- Davide Allison

How to be Your Self (Chapter 01 -               

I Experience Real Life), 2008

Installation with a pair of women’s red 

leather stiletto shoes, acrylic case, 

wooden pedestal and audio/video

Installation dimensions: variable

2 channel audio/video: 9 min 30 sec

Audio/video extract: 

https://vimeo.com/68957237

Complete audio/video: 

https://vimeo.com/68956315 

(Please request password)

 >> If the weblink does not open by 

clicking on it, then please copy and 

paste it into your browser
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Installation view Photos: Travencore Art Gallery, Delhi
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Video stills Channel 1

Video stills Channel 2

Installation view
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The installation, How to be Your Self  (Chapter 02 - You Get Dressed), 

consists of a twin channel video which is projected beside: a regzine apron, an 

iron spool and a seemingly endless scroll of cotton fabric which has been 

inscribed with hand-painted text. The installation focuses on the role of women 

and how society judges them superficially through appearance and action.

How to be Your Self (Chapter 02 - You Get Dressed), acts out the 

mythological Hindu tale of Draupadi’s Cheer-Haran, which is one of the 

significant stories from the epic Mahabharata and is considered a very 

important sacred text in Hinduism. Here Draupadi, who has become the 

epitome of feminine power, is involved in a polyandrous marriage with five 

brothers who are called the Pandavas. She is insulted in the King’s court when 

her husbands decide to gamble with her life in a crucial game of dice playing. 

Cheer-Haran, which literally means stripping of one’s clothes, was imposed on 

her by the successful winner. Draupadi pleads with Lord Krishna for help and in 

response His Grace turns her clothing into a never-ending ream of cloth which 

prevents Draupadi from being disrobed.

The installation draw parallels between this ancient story and the women of 

today, who may still experience shame from the patriarchal world. Channel 01 

of the video demonstrates the gruesome act of stripping away, while Channel 

02 reveals an array of hand-painted phrases which depict a code of behaviour 

regarding how women should dress and act. The iron spool and apron are 

symbols of the patriarchal world which seem to perpetuate these codes of 

conduct for women. This social dialogue and fabric appear to be endless and 

become a metaphor for the constant ‘disrobing’ of women in our society.

- Davide Allison

How to be Your Self  (Chapter 02 - 

You Get Dressed), 2008

Installation with cotton fabric, 

emulsion paint, iron spool, regzine 

apron and audio/video

2 channel audio/video: 5 min 33 sec

Installation dimensions: variable

Audio/video extract: 

https://vimeo.com/68955916

Complete audio/video: 

https://vimeo.com/68955237 

(Please request password)

 >> If the weblink does not open by 

clicking on it, then please copy and 

paste it into your browser
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Installation detail
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Photos: Travencore Art Gallery, Delhi
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Video stills Channel 1

Video stills Channel 2

Installation detail
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