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ABSTRACT 

Amrita Sher-Gil, who lived from 1913 until her death in 1941, is often regarded as the 
Frida Kahlo of India and is considered to be one of the world’s most recognised female 
modern painters. Sher-Gil, who was heavily affected by realism, made it her mission to 
reflect the lives of those living in the village where she grew up& she was among most 
talented artists working in pre-colonial era. Despite the fact that she only lived a very little 
amount of time, Sher-Gil is now recognised as one of the most accomplished female painters 
of the century thanks to the compelling body of work she left behind. Paintings of Amrita are 
illustrative of time in development towards modern art since she had a substantial amount of 
training in painting and was familiarised with the works of Italian masters. She took her cues 
for her work from painters such as Paul Gauguin and Paul Cezanne. “Wall paintings in 
Western India” as well as beauty of “European oil painting methods” were significant 
inspiration source for her. Studying Sher-Gil has proven to be fascinating due to the fact that 
the artist has such a great love towards Western forms of painting, which is response to 
established “art-historical” materials. The fusion of Eastern and Western aesthetics may be 
seen in her vivid paintings. Her paintings, characterised with amazing “colour palette” packed 
to uncontrolled & vibrant colour, serve as reflection of the development of her one-of-a-kind 
style. Her paintings are influenced by Impressionist and so-called European styles of 
painting. If a nation is an entity that can be thought of as being on par with macrocosm of 
globe, then “diaspora” may be thought of as space for dispersal that manifests a “microscopic 
consciousness of culture & individuals”that make up that culture. The connectivity between 
globe & nation are key methods to highlight what “diaspora” is. This interconnectedness 
offers fundamental link among distances & destinations, which is among significant ways 
highlightingabout“diaspora”. Philosophical repercussions of India’s “diaspora” have had the 
effect of bringing people from all over the world together. The capacity to live or coexist in 
numerous communities at the same time is something that is exclusive to those who have a 
“diaspora” existence. In present article, researcherhas tried to devote some critical attention to 
the concept of the “Indian diaspora as a mode of cultural production” as well as also has tried 
to elaborate further on the contributions that the Sikh “diaspora” has made to both its home 



 
 

country & rest of the world through “production & reproduction of a transnational cultural 
phenomenon”. Article uses “diasporic identity of Amrita Sher-Gil” as a case study in order to 
make the assertion that she was among “forerunners of transnational, global & cultural 
exchange of art”, in addition to being one of “pioneers of Modern Art in India”. It could be 
argued that,when Gil’s artwork viewed as an “artistic contribution to both India & rest of 
world”, highlights the fact that “diaspora is that aspect of culture” that, rather than being 
essentialized, ought to be “understood as a heteroglossic concept or inculcated as something 
dynamic or adaptable”. 
KEY WORDS: Amrita Sher-Gil, Pre-colonial era, Artist, Aesthetics, Modern art 
 
INTRODUCTION 

Amrita Sher-Gil’s accomplishments have been acknowledged on a global scale and 
showcased in a number of exhibitions that are taking place at the same time, such as the one 
that took place at Tate Modern in 2007 and was curate by “Emma Dexter, Ann Coxon & 
Matthew Gale”. She has made significant contribution at“Asian art as well as at works of 
female artists”. In addition to concentrating primarily on the artist’s life story, the exhibition 
titled “Amrita Sher-Gil: The Magyar Connection”, which was held at “the Hungarian 
Information and Cultural Centre”, investigated Sher-hybrid Gil’s and “diaspora” identities in 
greater depth and with greater curiosity. Sher-Gil displayed a high level of compassion and a 
profound involvement with her Indian countrymen, and she highlighted the abject poverty 
that plagued a large portion of her nation. Sher-Gil’s fundamental works, such as “Brides 
Toilet, Bramhacharis (1937), and South Indian Villagers Going to a Market (1937)”, 
demonstrate her sympathy for those who are less fortunate, and these works were among her 
first. “Her paintings are carved out with eloquent symbols of the human condition, and it is 
clear that her artistic mission was to express the lives of Indian people through the vivid 
paintings she created. Her paintings were influenced by both her surroundings and the 
experiences she had in those environments” (107). This was a key turning point in her 
creative development, since it was at this time that “she began to interact with the rhythms of 
rural life in India, absorbing a way of life that was diametrically opposed to the one she led” 
(87). If a country can be thought of as an entity that is similar to a microcosm of the globe, 
then the term “diaspora” may be thought of as a space of dispersion that manifests the tiny 
awareness of a culture and its people. The term “diaspora” refers to a phenomenon in which 
people move away from their homeland for a variety of reasons. In this context, “migration is 
one of the fundamental resources for social description (Peters 18)”. Connectivity between 
globe & nation is among key methods highlighting“diaspora”. This interconnectedness offers 
fundamental link among distances & destinations, which is among significant ways 
highlighting“diaspora”. However, before we get into that, it is necessary to investigate the 
concept of “diaspora” in its own right, both as an autonomous entity and as an idea, and to 
determine whether or not it is applicable in a world full of people who have been uprooted. 
“Some of the obvious questions that arise at this juncture pertain to consider whether a 
diasporic population, which is the mass of separated groups of common cultural or national 
origin, can be termed to constitute a community. Specifically, this question asks whether a 
diasporic population can be considered to constitute a community. Other than that, does a 
group of individuals need to have increased contact or a deeper level of engagement with 
each other in order for that group of people to be referred to as a community?” 

In addition, the uprooting and separation that are characteristics of a “diaspora”, as 
well as the challenges it presents, have the ability to bring about the collapse of a community. 
Amrita Sher-Gil considers an individual artist to be a representation of a diasporic awareness. 
She does this by concentrating first on the possibilities of a diasporic community and then 
paying homage to “female pioneers of contemporary art in India”. Consequently, “Amrita 



 
 

presents an interesting case study to critically reflect upon the scope and domain of diaspora 
studies. Despite the fact that she is not directly situated in the hub of the circles of Sikhs or 
Indians living abroad and is not self-consciously aware of her diaspora identity, Amrita is a 
member of the diaspora” (37). However, what exactly are those interweaving processes that 
gave her the ability to express the diasporic consciousness? The more we learn about Amrita 
Sher-life, Gil’s the more we realise that her success is due in large part to her art, her 
language (she is a multilingual artist), the experience she gained from travelling to multiple 
countries other than the one she calls home and her host country, as well as her contemporary 
worldview and beliefs. Sher-Gil is problematic because she represents a “diaspora”, which is 
defined as “a procession configuration of historically given elements—including race, 
culture, class, gender, and sexuality—different combinations of which may be featured in 
different conjectures. Secondly, there is a cross-cultural habitation in Sher-Gil because she is 
a representation of a diaspora” (Clifford 46). 

Amrita Sher-Gil is still considered one of the most engaging, inquisitive, and 
attractive painters of her period, despite the fact that she only had a brief career as an artist. 
Her growth of “subjectivity through self-portraits & her fight for creative identity” will 
continue to kindle modern attention since she had such precocious ability for “painting & 
distinctive post-impressionist style”. Her significance as a forerunner of “modern movement” 
will be remembered for many years into the future thanks to her illustrious career as a painter 
in India. She supported a spirit of rebellion against societal conventions and urged women to 
have a more prominent position within the area of art. She was a lady who hailed from a 
wealthy and upper-middle class strata. Difficult Loves is an exhibition that was “opened on 
the 30th of January, 2013, at the Kiran Nadar Museum of Art (KNMA)”. This exhibition was 
curate by RoobinaKarode, and it featured some works by Amrita Sher-Gil that had never 
been seen before, in addition to a “retrospective of works by Nasreen Mohamedi”. Sher-
legacy Gil’s continues to live on. Sher Gil’s presence within such a prestigious group was 
brought to light as a result of her inclusion in an exhibition that brought together the work of 
nine of the most well-known female painters whose careers span more than a century. These 
‘combinations’ make room for the possibility of the formation of a simultaneous 
consciousness, which makes it possible for the ‘artist’ in Sher-Gil to nurture, in a sensitive 
manner, inside herself the capacity to engage in a dialogic manner with the people and places 
around her. Here, the “diaspora” of Amrita Sher-purposeful Gil's decision to spend the vast 
portion of her life among variety is explained by borrowing from Edward Said's idea of music 
within its contrapuntality, when applied to “exiles.” Understanding that “everything is a 
weird place” frees one's mind to generate novel ideas and interpretations. Knowledge of two 
or more cultures, environments, and homes provides exiles a perspective that is 
multidimensional and, to use a musical term, contrapuntal. For someone who is exiled, habits 
of living and expressions of activity in a new context will invariably occur against the 
backdrop of memories of these things in a previous setting. Therefore, the new environment 
and the old environment are both vivid and real, and they occur together contrapuntally. (Said 
1984: 171-172) 

It is via her artwork that she poses a challenge to the “audience, reader & 
viewer/critic” to reconsider “strictly defined cultural paradigms through which the diasporic 
texts” are comprehended. However, one ought to consider Amrita Sher-Gil’s artwork in light 
of culturally & historically varied context from which she originates is an important question. 
The answer to this issue may be found by taking into account the fact that there is no one, 
definitive stance that either defines or assesses Sher-Gil’s method of expression. This might 
be interpreted aspurposeful strategy that she adopts in the creation of her artwork. Socio-
cultural consequences of “artist’s diasporic experience” may be viewed in “light of Stuart 
Hall’s concept of cultural identity as a construction that is never complete, which can be 



 
 

understood as a way to better understand these implications” (222). Hall speaks against 
essentialist and decontextualized views of identity in his important paper titled “Cultural 
Identity and Diaspora.”“Developing one’s cultural identity is not just an issue of ‘being,’ but 
also of ‘becoming.’ It is just as much a part of the present as it is of the past.... The origins 
and histories of cultural identities can be found elsewhere. However, just like everything else 
that has a historical context, they are subject to ongoing change. They are not forever set in 
some idealised version of the past; rather, they are part of the ongoing ‘play’ that history, 
culture, and power engage in. Rather than being based on the simple recovery of the past, 
identities are the names we give to the various ways in which we are positioned by, and 
position ourselves within, the narratives of the past,identities are the names we give to the 
different ways in which we are positioned by, and position ourselves within, the narratives of 
the past” (225). According to Hall’s observations, “cultural identity denotes a stance between 
the narratives of the past (which are themselves many and hybrid) and the realities or 
necessities of the current moment” (174). 

 
DIASPORA & ART 

Known as “one of the finest avant-garde woman painters of the early 20th century,” 
Amrita Sher-Gil was born in Hungary in 1913. Her mother, “Marie Antoinette”, was a 
“pianist& opera singer”& her father, “Umrao Singh Majitha”, was Sikh nobleman & Sanskrit 
scholar. She was named after her father. Sher-Gil and her family relocated to Shimla in 1921 
from a small hamlet in Hungary, where she had spent the most of her youth. It was around 
this time that she became aware of her natural talent for painting and began taking classes in 
the more academic aspects of the fine arts. In the year 1923, Marie became acquainted with 
an “Italian sculptor” who, at the time, was residing in “Shimla”. At 1924, after he had gone 
back to “Italy”, she followed him there & enrolled her in the “Santa Anunciata art school in 
Florence, Italy”. Santa Anunciata was located in Italy. Sher-Gil acknowledged that despite 
the fact that her time spent attending the art school was very brief, it was there that she was 
introduced to the works of Italian masters. Thus, by birth she was half Indian but she received 
a great Indian culture in heritage from her father and after relocating in India she came in 
deep touch with Indian culture again. Thus, her creations were Indian with the Hungarian 
touch and Italian inspiration which makes her a true diasporic creator. We find a diasporic 
vision that either consciously or implicitly challenges static and totalizing definitions of 
cultural identity when we bring Amrita Sher-oeuvre Gil’s into view within its “contextual, 
procession, and transformative networks of identity formation”. This is the case when we 
bring the oeuvre into view. “In other words, diasporic art, like diasporic civilizations, 
signifies fundamentally cross-cultural networks of production, which in turn give rise to a 
comparative cultural, aesthetic, and theoretical framework”. This is true whether we are 
talking about art or culture. One may highlight the “transnational diasporic consciousness” 
that functions in Sher-Gil’s creative expression as a means of placing her existence within the 
context of the eras in which she lived. Her literary recordings, like her other works of art, 
offer the same conundrum as well as the underlying inconsistencies that are abundant in her 
work: “My understanding of and admiration for Indian painting and sculpture was much 
enhanced by my exposure to modern art. It may sound counterintuitive, but I know for sure 
that if we hadn’t travelled to Europe, I could never have understood that a fresco from 
Ajanta... is worth more than a whole Renaissance! (Sher-Gil in Dalmia 43)”. “On the one 
hand, the South Asian diaspora is generally seen to form tight-knit cultural, ethnic, and, most 
intrinsically, religious enclaves with strong social structures, traditional practises, and 
endogamous relations which help preserve a deeply rooted sense of community (Pirbhai 
389)”. On the other hand, “Amrita Sher-Gil’s case must also be considered to represent 
diasporic consciousness, albeit in a more dynamic way. Amrita Sher-Gil was influenced by a 



 
 

number of different artists, including Paul Gauguin”. Gauguin was a notable French painter 
who gained more notoriety for his depictions of Tahitian women in their native garb and in 
his paintings. Tahiti was a French colony in the past, and it is currently included in French 
Polynesia, which is a territory that is only partially governed by France. The Tahitian ladies 
that Gauguin painted were often shown as pure, well-off, and dark-skinned, and he frequently 
included a description of their place in the community. The majority of people believe that he 
concocted this exotic portrayal of a lush and attractive island from his own mind; 
nevertheless, this is not the case. Sher-depictions Gil’s of dark-skinned, Indian ladies in their 
social surroundings in her paintings show that she was highly affected by his style of 
expressive colour and stylized figures. This can be seen in the paintings that she created. In 
addition to this, there was a self-portrait that provided a ready picture of Gauguin’s Tahitian 
nakedness. In Self Portrait as Tahitian, she makes a self-aware play on the fact that she is 
perceived as the exotic ‘other’ in the urban environment of Paris. Sher-Gil, by the way, was a 
graduate of the Ecole des Beaux-Arts in Paris, where he earned a degree in Fine Arts. She 
was chosen to become “an Associate of the Grand Salon in Paris” as a result of the reception 
that her work, Young Girls, received from art enthusiasts and critics. She held the record for 
being the youngest person to ever receive this honour and was the only Asian person to do so. 
Amrita’s other paintings representing women in various social contexts brought her fame, but 
her self-portraits gained her just as much attention. In one of her earlier works titled “The 
Torso was a nude,” the subject of the painting was the artist’s own back, and in the backdrop 
was a photograph of a naked lady that had been framed. The “cleverness of drawing,”“bold 
modelling,”“excellent command,” and “simple handling for the medium” are some of the 
reasons why art critics believe this to be a masterpiece. 

In jeopardy was not just the possibility of a “serious & fruitful artistic career as a 
woman”, but also growth of a “subjectivity that was being shaped by way in which the self-
portrait was created”. Sher-Gil assumed the role of artist and object while maintaining a 
double consciousness of being both, since she was aware that she was both a muse and a 
creator. It’s possible that her daring choice of self-portraits is what led to people referring to 
her as the “Indian Frida Kahlo.” Or it might have been her extramarital affairs outside of her 
marriage to Victor Egan, her first cousin, who was known for having sexual encounters 
outside of her marriage to Diego Rivera. Frida was also known for having sexual 
relationships outside of her marriage. Both ladies were decades ahead of their contemporaries 
in terms of artistic innovation, and they were among the first notable painters of their 
respective eras. They were known for their fearless representation of women, which caused 
society to fear them. It’s possible that it’s because of this possibility that Amrita’s legacy has 
found comfort in Frida’s. Or maybe it was her infamous friendship with Marie Louise 
Chasseny, who was also a student at the Ecole des Beaux-Arts and who has been compared to 
Frida. Her situation is rather unusual, and it adds a new facet to our understanding of the 
diasporic consciousness. This is because her art does not in any way become essentialized. 
Her life lived in numerous countries to differing degrees, along with the fact that she was 
born to parents of mixed race, disqualifies her from being counted among the generations of a 
certain nation. This is reflected in her artwork as well. In spite of this, I would say that 
Amrita Sher-Gil is a part of India according to her own conception of the country for the sake 
of her identity. She creates her own version of India, which allows her to see it as a vision 
and express it in her return to the area or places where she believes she belongs. She 
discovers India. But it is just this particular aspect of her personality that exemplifies the 
meaning of the word “diaspora” for me. Sher-Gil, like other “diasporic artists & writers, 
moves between multiple points of reference; in her case, these include her Punjabi-European 
heritage, her locational place of birth, and her immigrant status in France or Italy. Sher-Gil 
shifts between these points of reference in the same way that other diasporic artists and 



 
 

writers do” (21). All of these things had a role in the formation of her viewpoint and attitude, 
which eventually came to characterise her modernist consciousness as she returned to India 
and began to establish herself there. In order to achieve this goal, Sher-Gil always had a 
“third destination” available to her in which she could seek refuge, from which she could 
study, from which she could develop her creative expression& which, despite fact, could 
transport her to a homecoming. 

It is the contention of this study that an appreciation for the artist's point of view 
necessitates a familiarity with the broader diasporic awareness, which can be understood not 
only in terms of socio-historical shifts but also as a living cultural process. This is due to the 
fact that the diasporic consciousness involves an experience, not just in terms of socio-
historical shifts but as an experience in and of itself. If this is true, the “diaspora” artist will 
always feel the need to somehow do justice to her multiracial background.To contextualise 
the art in terms of diasporic awareness, one may claim that the modernity of Amrita Sher-
works Gil's should be critically characterised in terms of its main elements. This would be 
done with the intention of placing the artwork within the framework of diasporic awareness. I 
plan to do this by studying a range of her creations from her early to her late career. This, it is 
hoped, would place Amrita Sher-Gil and the Indian “diaspora” in the context of a 
“heteroglossic” entity, an anti-essentialist phenomenon. Gil's heteroglossic, pluralistic, and 
democratic voices represent 'other' languages in Amrita Sher's artwork through her choice of 
subject matter, her use of colour independently, and her desire to materialise the development 
of different components of social space she travelled. Her subject matter, her bold colour 
choices, and, most importantly, her drive to give visual form to the development of different 
components of social space she traversed all speak to the existence of these “other” 
languages. Looking at Gil's Sher-paintings in the context of her career, I can't help but be 
reminded of the notion of heteroglossia, which was conceived by Russian philosopher 
Mikhail Bakhtin. This concept helps to explain the complex compositional structure and 
many themes in her works. Bakhtin’s definition of heteroglossia, which is mostly derived 
from the area of literary criticism, describes it as “the speech of another in the language of 
another, with the purpose of expressing the author’s objectives in a manner that is refracted” 
(Bakhtin 324). Bakhtin applied the term primarily to the sphere of literature; nonetheless, it 
helps describe the way in which multiple languages (and, by extension, varied representations 
of the visual arts) create unique canvases laden with a plethora of meanings and pointing in 
infinitely many different directions. This is because the term “frame” refers to a boundary 
within which meaning can be interpreted. This assures that the ultimate meaning will 
continue to be ambiguous and up for debate. 
In 1937, she took a journey to South India, where she was inspired to create her now-famous 
South Indian trilogy of paintings featuring Bride's Toilet, Brahmacharis, and South Indian 
Villagers. The choice to visit Market followed her visit to the Ajanta Caves, during which she 
attempted to return to more traditional forms of Indian painting. Finally settling back in India 
was a turning point in her oeuvre, as she abandoned the Western influences, she had 
previously employed to show impoverished Indian ladies and instead focused on capturing 
the fervour of India's culture. She had reached a new stage in her career at this point. On 
December 6, 1941, just days before her debut solo performance, she was very ill and 
subsequently entered a coma. Late that same day, she passed away. However, her influence 
and body of work have inspired a new generation of Indian painters, from Syed Haider Raza 
to Arpita Singh, and her depiction of women was essential in the growth of the Modern Art 
Movement in India. The heteroglossic, intertextual, and transnational awareness found in 
Amrita Sher-” diaspora” must be explored within the framework of the philosophical 
importance of “diaspora.” This marks a turning point in Amrita Sher-art Gil's career as a 
modernist writer. One must first explore the philosophical importance of “diaspora” in order 



 
 

to attempt to comprehend Amrita Sher-art, Gil's. As a philosophical inquiry into questions of 
culture, identity, and nation, Amrita's argument that art must be related to the land should be 
taken seriously. The philosophical effects of India's “diaspora” have united individuals from 
different parts of the world. What distinguishes a “diaspora” existence from all others is the 
fact that its members can be members of more than one community at once (as 
geographically dispersed yet collectively constituted ethnic groupings). This interaction with 
prevalent societal norms prompts introspective reflection on one's own long-held beliefs. 
 
CONCLUSION 
 This article is an attempt to draw scholarly attention to the Indian “diaspora” as a 
“mode of cultural production” (Vertovec 278), with a focus on the Sikh “diaspora” and the 
ways in which it has produced and reproduced a transnational cultural phenomenon that has 
benefited not only India but the rest of the world as well. Sher-Gil, whom Amrita considers to 
be a part of the “diaspora,” is widely recognised as an influential figure in the development of 
contemporary art in India and the Bengal Renaissance. Sher-Gil is also regarded as an early 
pioneer in the worldwide dissemination of artistic expression beyond country boundaries and 
cultural boundaries. It has been proposed, with reference to Sher-body Gil's work, that the 
Indian “diaspora” is better seen as an anti-essentialist phenomenon. The phenomena that has 
been variously labelled “deterritorialized,”“decentered,”“postmodern,” and “postcolonial” 
cannot be described using the word “diaspora” (Clifford 1994). Gil's sher-art, which can be 
seen as an artistic contribution to both India and the rest of the world, highlights the fact that 
“diaspora” is that aspect of culture that, rather than being essentialized or viewed as a 
constant norm, ought to be understood or inculcated as something that is either dynamic or 
adaptable. By applying Bakhtin's concept of heteroglossia, we may see that both art and 
language have a fundamental dialogic quality. The artist and the audience may still engage 
with one another regardless of the medium. Sher-art Gil's exemplifies the power to interpolate 
across disparate themes and draw connections between different theoretical frameworks in 
society. Amrita disrupts artistic uniformity in two ways: first, by her mobility (she isn't stuck 
in one spot), and second, by her creative choice to portray figures speaking different 
languages or using diverse tones to reflect the societal cacophony. To her credit, Amrita 
epitomises the want to learn about the world through the eyes of others, allowing for the 
voices of several different cultural traditions to be heard within her works without ever 
privileging any one of them. Amrita deserves credit for this. Sher-oeuvre Gil's becomes a 
polyphonic, multi-voiced work as a result of her giving each voice agency and a platform, 
and her persistent pursuit of a more authentic, conversational portrayal of India. It may be 
argued that her “diaspora,” as depicted in her art, is more heteroglossic than the rhetoric 
surrounding the exclusive statement of one's identity. 
In closing, I would want to circle back to John Durham Peters' idea of “mobility” as a crucial 
quality to place “diaspora” in its proper perspective. Amrita Sher-brief Gil's nomadic 
aesthetic of experiencing cultural reality is defined by the distances and displacements that 
marked her existence as an artist. Similarly to how Bakhtin's concept of heteroglossia allows 
for the decentralisation and disunity of language, Amrita Sher-dialogic Gil's or rather 
polyphonic brush strokes that are present in the paintings as a whole allow us to comprehend 
the “deterritorialization,” to borrow a term from Gilles Deleuze, of a given authoritative 
discourse of “diaspora” studies. Amrita Sher-artwork Gil's can be interpreted metaphorically, 
and her attempt to represent a diasporic manifestation of India can be philosophically 
analysed, through the lens of the following quote: “the self is only a threshold, a door, a 
becoming between two multiplicities” (Deleuze 249). The vital connection that art must have 
with the artist is what establishes the required 'threshold' existence that Sher-Gil discusses. 



 
 

Because of this, the traditionally centralised interior can now interact with diasporic regions 
through migration. 
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