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President's Note

One of the major programmes of Karnataka Lalitkala Academy has been to publish books on
art and artists. Several books on senior and contemporary artists have already been
published under this scheme. These books not only provide an intimate introduction to the
artists and their art, but also unveil the wider spectrum that enabled them to evolve in the
first place.

| am privileged to publish this book, written by H.A. Anil Kumar about the artist K.T.
Shiva Prasad, in the "Contemporary Artist Series". Shiva Prasad is a friend of mine and a very
prominent contemporary artist of the country. His participation in those movements, meant
for the cause of the marginalised dalits and shudras; the way he internalises those
experiences as an artist; and his attempt to clad an aesthetic dimension around it, are
attempts unique in the pan-Indian art's context. Inspite of living in a district like Hassan,
which is outside the commercial aura of art like as it is in Bangalore, he has been able to
acquire all the lively characteristics of the contemporary art world. This is a revelation. He
has also proved that the media of oil-canvas is yet much alive and at the same, he has
discovered several newer possibilities of oil media through his canvases.

Along with the popular paintings like the "Tiger Man" series, those post- colonial
paintings, wherein he has adopted the cultural essence of leather puppets, pinup girls,



comic-strip characters and film posters, constitute that variety of specific experiences
which, perhaps, the usage of the oil paint in the West has not been able to foresee. These
are very much pronounced in Shiva Prasad's paintings like "Tiger, Tiger", "Magritte's Castle",
"Ponnamma" and "Puppet and the Nude".

The writer of this book, in his introductory note (in Kannada) narrates the curious
incident wherein he came to appreciate Shiva's works. "There was no 'chance' of the
creation of a lively artwork in the easel painting format, anymore, according to the already
set notion of a generation of artists, to which | belonged", he says, "On the contrary, the
magic of oil painting evident in the "Tiger Man", the only one that | had seen till then, had
absolutely no 'chance' of being ignored by any art historical standards, as well!" Anil Kumar
also cautions the reader that it would be a myopic attempt to imagine a kind of 'richness'
based on the amount of time and money that this artist spends on each of his canvas, and
'poverty’, based on the smallness of his house, that is the birth place for

The canvases. The writer alleges that this prejudice is due to the habit of, "The modern and
contemporary art historical evaluation (itself) of Indian art (that) does see things in black
and white. It has turned its back to the immense possibilities within the realism/naturalism
of art, just because the latter has a tag of colonial history attested to itself". He sites a
suitable literary example in Milan Kundera's novel "lJoke", which, like Shiva Prasad's
paintings, disseminates its own self -- the media of Novel. Shiva, on the other hand, "uses
artistic realism to deconstruct its own self".

The writer says that such facts serve as a good examples for Shiva's attempt to link both
socialism and aesthetics. He puts forth the jest of the connecting link, which he 'sees' in
between the artist's artworks and social activity, in an impressive way. In his own words, "If
the socialist wants to gain an entry into his artworks, and in turn, if an artist community has
to understand his socialism both of them need to enter his house and look at his paintings,
the collected sculptures, photographs and listen to his explanation about them, keenly --
like Sherlock Holmes. It is only then that the split personality of Shiva Prasad can be seen
together".

Art writer H.A.Anil Kumar is thoroughly aware of Shiva's artistic/political activities and has
been able to evoke meaningful insights through his writing about the artist, both in English
and Kannada, in the form of this book. The writer does this by basing his whole argument on
a single painting as well (i.e. "Tiger Painting").



| congratulate H.A. Anil Kumar, who has spent almost one full year in realising this book. |
personally and on behalf of the academy. Na. Ravi Kumar and Chandrika of 'Abhinava' have
taken care of the editing and printing of this book. Artist B. Devraj has designed the
coverpage as well as the inside visual-pages. But for the co-operation of members of the
academy and registrar Shri Shankarappa, this book would have been an impossibility. |
thank all these people for their mindful co-operation.

It is my earnest hope that the artists, lovers of art and of literature will welcome this fresh
addition to our publications.

5-4-2000 Prof V.G. Andani

President

THE MYLARALINGA DARSHANA

The protestations about the image among Indian artists and critics now leave me cold. |
prefer to slowly shift my vocabulary to what, in contradistinction to the image, may be
called idea, concept, object, installation. Making these categories coeval helps unburden the
image, it loosens out the spell - a paralysing nostalgia - into which the imagist, claiming
ancestral rights over the great domain of aesthetics, tend to cast themselves. A more
democratic relationship between forms broadens the signifying capactiy of the artwork.

- Geetha Kapoorl

(1)

"Tiger Painting" (1997), an oil painting by K.T. Shiva Prasad, can be

considered as a 'suitable metaphor' that contains his overall artistic as well as socialistic
activity/experience, that are inseparable. A single work of those artists who paint in an
'established style', might be able to behave as a symbolic representative of those artists'
overall creation. But it might not succeed as a metaphoric representation! The so-called
'Jamini Roy-style' is one such well known example.

There are several ways in which the eye can travel into/inside the "Tiger Painting"
(see the cover page picture): There is a specific method of unveiling an artwork through
verbal description, in the contemporary Karnataka/Kannada context. It is also the referential
position in which Shiva himself is situated. And this is a context wherein a work of art is



analysed only formally. The only other critical method evident is that which weaves a social-
saga around artwork(s)/artists, due to the inability of the critics (around Shiva Prasad) to get
an 'entry' into the actual work of art. The former, formalist style of writing is a 'construct'
nurtured by those who did/could not place art as a part of a specific regional cultural
experience. The latter is the style of those who could experience art only on 'literal/literary’
grounds. | particularly believe that it is only when an amalgamation of both these styles
occur that a concrete, lively cultural experience, through visual artworks, would be possible
in our context. Perhaps it is due to this kind of lack of contextuality that the kind of

'experience' conveyed through the art literature, is being held at bay by the overall Kannada
cultural experience.lt is possible to suggest several ways of experiencing this "Tiger
Painting”. Out of them, | have chosen three distinct methods of perceiving it. This
experimental choice will also be able to throw light on the 'tradition of seeing’, cultivated by
the visual-literacy that existed/exists in and around Karnataka.

Analysis (1):

In the "Tiger Painting", a tiger-masked man stands aggressively in the foreground of
the picture space. A pair of rams are ferociously fighting with each other, in front of the
mutton stall behind him. The inoods of the rams and the masked-man are easily
recognisable and they also seem to correlate.

Also, the masked-man appears to be instantly withdrawing into the pictorial space,
just like a pedestrian would from the main road, onto the footpath, when a vehicle would
speeden up towards him, unexpectedly. Such a gesture is an added bonus to the sense of
(our) sight. It is so due to our habit of formalist analysis of artworks, that evokes meanings
to the physical details of the painting, which was/is much desired in our context.

Analysis (2):

The tiger-man is not withdrawing by instinct. Instead thinking differently -- it can also
be understood that he is ready to pounce upon someone like a 'tiger' and not as 'an alibi of
a tiger'. Though he seems to pounce upon the audience -- he is not attacking 'me, the
audience' as much as he is aiming at somebody/thing beyond, to the left side of my back.
Perhaps the car whose reflected image is visible on the glass, below the mutton that hangs
down behind him -- can be thought to be behind us, the onlooker. That might be the target
of the tiger-man's angst. At this stage, it would be too convenient to 'understand' the tiger-



man as a symbol of the culturally/politically much ignored folk art form; and the car can be
understood as a representative of the modern world. With this kind of understanding, it is
comfortably to annotate this work as 'the populist cliche of the clash/contrast in between
these two social standards in our society'. On the other hand, it is not that very easy either
to ignore the above mode of reading into paintings as well. Because, the evidences within
this artwork argue too strongly towards this end:

The overall detail of the painted body of the tiger-man, within this work, stands out
of the rest of the pictorial objects, like a wooden 'cut-out' that also formed the background
of the streets of the South Indian cities. Bombay, Madras and Bangalore were such cities
whose populist visuals -- chiefly the cutouts of film and political personalities -- excited Shiva
to an extent.
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This cutout 'appearance' of the tiger-man is a 'device' to segregate it from the rest of
the painted surface. Speaking in a more technical tone, this cut-out shape dissociates itself
from the background -- just like the highlighted image in computer graphics can be
seggregated-- and seems to be constantly in an act of emerging towards the audience.

The tiger-man's right hand thrust is proof enough to his physical attraction towards
the viewer. Metaphorically speaking, his hand seems to tear off the imaginary layer that
exists between the background from which he is emerging out and the physical frame of this
picture. This is a metaphoric layer that recalls the 'sfumato' technique. On the contrary, it is
obvious that Shiva Prasad's tiger-man is about to 'tear' the metaphoric layer at any moment,
particularly in the way it gets recorded on the onlooker's psyche. This is what the tiger-man
also intends to do on the audience's mind while performing, in general, and on the viewer of
this picture in particular. The weapon in his hand enhances this intended drama.

Since because this and the other works of this artist are placed in an urban
viewership -- like most of the Indian artworks -- the essence of this work is also a kind of an
attack on the urban psyche, as well. (This is a non-formalist analysis of this work. It is a
conscious attempt to grasp the ambiguity of a society through one of its own production:
the artwork).

Analysis (3):

Compare the vertical door-like structure, adjacent to the right side frame of the
picture, along with the dark-red area behind the left side of the tiger- man, that thrusts the
figure forward. These factors, along with the dominant, brittle monochromic yellow of the
tiger-man segregates the figure from the background, due to the flatness of the background.



It is not a mere coincidence to note that even our politicians and popular personalities are
rendered 'flat'in the forms of cutouts.

The gray colour that form the background of the fighting rams is to be understood as
the metallic sheet in front of the mutton stall which in turn 'contains' the painting of the
rams, 'within' the physically true painting. And/or it denotes the road on which a car is
positioned. The latter presumption can be argued to be true because the colour of the
shadow of the car coincides with this gray. In a way it is the ambiguous nature of the gray
that is a long lasting truth in this work.

The paint that constitutes the weapon in the hands of tiger-man recalls his (painted)
skin in a deeper sense. Thinking in this way, it can be understood that the 'meaning' of his
body skin as well as the weapon need to be similar. Even the suspended torsos of the
mutton appear to be either floating or
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suspended. It will be a risky, skeptical venture to conclude that they are located 'inside' a
room.

The style in which the tiger-man is painted varies from that of the background, in
more than one way. Painted dramatic sunlight kisses his real skin as well as the painted skin
on the real one. This theatrical chiaroscuro is not evident elsewhere in the rest of the
painted surface or objects. It is only the ever changing real gallery light that decides the
nature of the secondary (but real) light, that should fall upon the already 'painted' sunlight
within the picture. Ironical enough, this is a rarity.

Compared with the first two methods, the third method of analysis/grasping process
of the "Tiger-Painting" turns out to be anti-logical. In other words, the disjoined argument
(of the third kind), in a way, can modify this artwork to be a 'creative-cutout'. This is argued
by keeping in mind the fact that it is the illogical kind of verbal analytic construct (as against
the written/printed ones of the mainstream artforms) amongst the so called common mass,
that assumes a unique 'artistic' position for the populist visual imageries in Indian context.

It can be assumed that there is no specific method of reading this picture. Hence - as
the (even intellectual) audience immediately around Shiva Prasad's works, in general, till
date, hasten to conclude his works do not belong to 'social realism'. At the same, it would
be interesting to note that social realism becomes a partial element/integral part of his
work's multifaceted appearance. These three different ways of experiencing the "Tiger
Painting" share one aspect in common. It is Shiva's method/process of using the oil paint in
a personal mode. And it is the oil paint's opaqueness, its intimacy with light etc. that



controls the whole situation of communication between this work and the eyes. This is the
first and foremost visual/physical element that permits an entry into this canvas in
particular. In other words, the oil paint attains the kind of flexibility to suit and become the
basic inevitable component of the mutually deviant experiences conveyed by the "Tiger
Painting."

In the first analysis, the colours embrace our mind in an abstract way. In the second,
the very same colours are manipulated to catalyse a real-socialist narrative. And in the third
analysis, along with these colours, even the other visual metaphoric elements like the sense
of shapes, composition, texture, all in all, refute to construe a singular, logical and common
sensual experience.

This is the result of Shiva Prasad's intimacy with a particular notion of dealing with oil
painting for about three decades. Hence, when the overall body of his works are recalled, it
is difficult to overlook the 'meta-physical' dimension that his oil colours achieve, just
because any kind of specific physicality, for it,
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is contested. At the same, even while experiencing his comparatively small formatted
watercolour works, they carry the 'memory' of those surface physicality of his oil colour
works.

(11)

Shiva Prasad's paintings of three decades can be divided into three different stages,
for the sake of convenience. Even his style of painting has undergone changes. But it would
be interesting to observe that these three different stages occurred in the way in which it
emerged, due to a rather subconscious but specific intention of the artist. This intention
becomes obvious in his works of the late 90's. It is as follows:

From the beginning Shiva has used the socialist realism as a 'motif' and not as an
ultimate goal as such. In the 70's his works used to 'recall' surreality which later got
modified into those that 'resembled' the French-realism. The surreality and French reality
are comparative terminologies to remind his works to the readers, who would appreciate to
read and grasp unknown experiences through the more popularly known examples.
Otherwise, there are no deeper and subtler inter-connections between these terminologies
and Shiva's works, beyond the stylistic similarity, though the artist himself is all in
appreciation for those particular European isms. Also, there are remarkable differences
even within those well-known European examples, as well as between them and the
compared works (of Shiva).



For instance, the French reality is a document of the world around, in the absence of
photography, because the latter was in its archaic condition, then. French Realism was also
a form of protest to the presence of the physically non-existent 'angels' and 'angels' in the
western tradition of picture-making since Renaissance. This is to be thoroughly understood
while experiencing the seeming (but not) reality evident in the works of a post-colonial,
post-photographic, Asian artist like Shiva Prasad. Further, Shiva's works are based on oil-
colours and photographs -- the two media which were chosen by him, as an Indian, during a
period when the notion of art with a capital 'A' wished to do away with these media. Their
origin from a cultural/geographic location outside indigenism (read it as Euro-American) was
to be blamed for such an exclusion, particularly by the depthless, evocative and rigid Indian
art historical discourses around such issues.

In other words, Shiva hails from an art circumstance wherein there exists an
unwritten rule that has created hatredness towards that art whose 'reality' is enhanced due
to the usage of oil paints and photography. More important is the fact that inspite of living
within such a circumstance, Shiva employed the very same to realise what he wanted from
it. This amounts to the creation of an 'individualist protest' art, which is, arguably, not an
avant garde
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habit in the known sense. This is a notable revolt (many similarities exist in between his
individual revolt and the Kannada literary community's specific anarchic movement of the
1970's, popularly known as the 'Bandaya chaluvali'. And most of them know and share
Shiva's viewpoint as well. Aesthetically speaking, the credit of 'creatively oppressing' an
important but reasonably illogical belief, sustained by the art community around him, is an
important feature of Shiva's works. It is in this way that a sense of 'resistance' always
prevailed in Shiva's creative act from the initial days. Shiva was involved with the
Rammanohar Lohia-inspired socialist movement, in its regional avathaar all these years. This
committment, along with the 'aesthetic realism as a motif', have mutually complemented
each other in setting the artistic goals for him, time and again, whose relation is anything
other than being mere linear.

Coming back to the "Tiger Painting", due to the way it is being painted, the wall in
the background instructs the onlookers' gaze towards the figure, time and again. The reason
for such an underlined focus upon the figures in his first stage of works (of the 70s) was due
to a specific concern, as realised in the later works, and the very same has been explained in
the future pages. The kind of resistance that Shiva portrayed throughout, in different stages



of time and style was not a manifested one in the purist Marxist sense. These intentions can
be read with certain amount of sureness at all the stages of his painterly career. It is this
aspect that links all his works together and can be summarised through the usage of an
extreme-metaphor, as explained further:

While most of Shiva's overall creative output is in the medium of oil canvas, a few of
them are watercolours and graph(ic)ite drawings. If his overall body of works can be
imagined to be a cinematic narrative or of any other kind that has a beginning and an end,
then its interior details can be described as below:

(a) Oil colour and photography (both these terms should be considered as 'nouns' as
well as 'verbs') play the major role in the first stage of his works and they are empowered to
visually depict/interpret the rural folks. These men and women are staring towards the very
media that depicted them in the very first place (i.e. camera and the oil paint), as if the
latter are symbols of urbanisation/progress vis-a-vis modernity. They seem to look at the
painting frame as though it is (also) a different kind of photo frame through which they
confront the urban people via the audience vis-a-vis the photographer. They the 'subjects’
of the paintings -- deliberately erase off any evocation of romantic moods by resisting the
possible presence of any kind of pleasant landscapes or any visuals for that matter. Ironic
enough is the fact that this (the tradition of landscape painting) was exactly the 'visuals' that
dominated the mainstream visual culture of Shiva's immediate predecessors in Karnataka.
As
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a result, they 'demand' the viewer's attention towards themself, which is further explained.

(b) In the second stage of Shiva's artworks, the painted human beings get disjoined
from the logistics of the painted background from within which they are being made to
emerge. Hence a peculiar kind of collage is born due to such a placement. It is at this stage
that the figures as "representatives of real human beings" begin to loose some
responsibilities as such. The 'referent' and the 'referred' are no more interrelated. Hence, at
this stage, though the figures are in the form of human beings, they also become metaphors
in the form of the culturally recognisable 'Sutradaras'.

(c) The modifications in the first two stages occur for a specific reason. It is a
credibility that the artist himself would not have foreseen. It is in the third stage that the
function of the overall art of Shiva Prasad becomes a reality in the way he wants it in
drawing the onlooker into the canvas frame, rather almost literally. Thinking from this



particular angle, it is easy to relate all his figures with the characters of 'bayalu nataka' (a
kind of populist theatre play that is in vogue in some of those rural areas in and around
Hassan, Bangalore and southern part of Karnataka, even to this day). The usage of the
leather puppet images in his recent canvases prove that it is not a mere coincidence that his
painted figures, till date, have an 'internal urge' to share aesthetic/political matters with the
former. Arguably, the prime concern of Shiva's figures is to draw the audience into the 'aura’
of the pictured world, or commix both the 'gaze' and the 'gazed' into a single meaningful
whole. More important is the fact that this socially/politically aware artist intends to 'erase'
off the difference in between the aesthetic and the mundane worlds. Consequently, Shiva
attempts to construe a visual alibi to the dalit, bandaya and other such 'marginalised
socialist/communicative movement in which he has been participating from past three
decades. This makes him one of those rare, politically correct artist in our immediate
surrounding.

(1)

Oil paint and camera were inevitably part and parcel of Shiva's works, from the day
one. However, they are switched away from remaining as merely 'a recognised medium of
expression' and, 'a documentative apparatus’, respectively. In a way, the conflict in between
these two also forms the core essence of his creative output of the 70s. Historically
speaking, it is the human touch through which an artwork, based on realism, has saved itself
from a photograph's generally presumed notion of 'perfection of/in reality'. On the contrary,
in the Photo-Realist works, the absence of this very human (artist's) touch is what is being
celebrated as an achievement of the human hand, though with the aid of a technical device
-- the photography. | am just trying to point out
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that reality, at its extreme, as a perfect photograph or a painted visual, tends to abstraction.
May be that is how a beholder perceives the world. Those among Shiva's critics who have
branded Shiva as a Photo-Realist fail to see this reasoning 1. It is also an indication of the
theoretically depth-less circumstance from within which Shiva has to liberate this notion of
using reality in a parochial (in no mean sense of the term) mode, for a cause.

More than the technicalities, it is the theoretic dimension of the photography that
Shiva has been concerned, while adapting its privileges, into his works. Hence, this also
involves a curious aspect in his works, wherein they sideline the technical aspect of a



technical apparatus (still-camera) and employ it for an aesthetic purpose, in a circumstance
wherein the ongoing artistic battle regarding the aesthetics of photography is yet to begin.

While his works can be subdivided into three chronologic stages, for the sake of a
clear grasp of his creation, the works belonging to the first stage reveal that they are more
'illusionistic' in attitude. One can identify that the foundation for an extra-humanistic
program -- through realism that occured in the later years, are being layed during these
early years. Shiva used the oil paints, then, in a smoothly rendered manner so that the brush
strokes were almost invisible (or, not of much prominence) while perceiving each canvas as
a whole. At that point there were two alternative activities taking place in those works:

It was the 'manner in which a mutual understanding' was possible in between the
beholder and the figures 'inside' the pictures. The onlooker experiencing the figures 'within'
the canvases was an understandable process -- that was in vogue around Shiva. In other
words, that was the way the audience would look at something 'within' a given picture, at
the cost of rejecting the background as such. The vice versa of this process, i.e., the figures
from within the canvases attempting to interact with the audience demands a special
consideration. There is an attempt to consider the aesthetic vis-a-vis canvas boundary as a
delimiting frame and hence budge out of it into a 'real' world. This is no exaggerated
metaphor. The very way in which the figures are painted indicated that this desire is stuffed
into their very veins through the paint.

Looking at the works of the first stage, one can identify that there is a hide and seek
play that adds a bit of pleasantry into these works. This is true even when "Abdul Gaffar" is
selling tiny heaps of tomato, "Veeraswamy Mestry" poses to the camera and when
"Mylaralinga Priests" group together. It means to say that the way in which the oil paint is
personified in these canvases have the potential to 'contain' the poverty of Gaffar, the
possible pathos of Veeraswamy and the melancholic terror caused by the silent and piercing
gaze of the Mylaralinga Priests.
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All these works are more or less life-sized, intentionally. While viewing these works
in photographs or slides, their original size always reduces and hence the sharpness of their
images increases, thus enhancing the pleasure of their appearance. Since most of Shiva's
works of this stage are sold or gifted away, their documentation in the form of photo or/and
slides demand our attention for yet another reason: The people in this first stage of Shiva's
artistic venture are those who live(d) in and around the western parts of Karnataka. There is
hardly another instance in the history of visual art in the contemporary, modern or pre-
modern Karnataka, wherein the people who are immediate neighbours to an artist,
themselves becoming the subjects of that artist's creative expression. Hence, inevitable
these works achieve a kind of autobiographical undertone.

Though Shiva Prasad has been participating in the social/political movements meant
for the upliftment of those 'marginalised' people around him, he had the dearth of a
creative media that could accommodate them into his aesthetic expression as well. The
immediate apparatus available to him, then, was the easel painting method that he
acquired while studying at Sir J.J. School of Art, Bombay. However, oil paint alone did not
bring about this so called 'pleasurably intimacy' that his works acquired subsequently.
Photography has become a twin ingredient, along with oil paints, in the works of this
particular stage. Photography and oil paint that are intimately associated with the European
'age of reason' undergoes a meaningful shift in Shiva's works. It is interesting to note that
the 'protest movements' that Shiva participated in the capacity of an activist (more than as
an artist) addressed the politics of casteism and class division. It is not a coincidence that a
global awareness regarding these issues happened almost exactly during the birth of
photography and democracy. In other words, the oil paints and photography were the two
media that were internalised by Shiva to deal with the issues of casteism. The media and the
indigenous racism were to be freshly negotiated since because they were alien to each
other.

Though all protests are physical at the base level, such protests acquire potential
from abstract sources. While political protests like rallies, picketing and other such physical
activities constitute the physical conflict of a movement, creative-protests do not stand an
advantage of such an 'external face'. Hence the latter's credibility and relevance are not
easily identifyable. Perhaps the role of the monumental murals of Diego Rivera, Siqueras
and others in the context of Mexican revolution supports my argument. Along with these,
the so called 'Haripur Paintings' by Nandalal Bose constitute the ‘illustrative
political/nationalist/manifesto- like' visuals. Such visuals would be rather loud. They might
fail to achieve equal, uniform credentials in both political and creative measures. The
sociology of the above two art activities are more pronounced

K.T. Shiva Prasad/9



than their artistic credibility, perhaps for the same reason. Shiva Prasad's works exceed the
above limitations due to a thorough awareness of the politics of creativity within the
confines of art history.

In Shiva's works, a form of protest is evident within the confines of aesthetics. Those
who attempt to create an antithesis to this peculiar genre find it difficult to find evidences
within these works to do so; and end up at mistaking the obvious style of the painting as
pro- academic. A whispering intellectual challenge, devoid of loud slogans, is tagged to
these works, for the convenience of the onlooker. In other words, Shiva, as an activist, has
added his voice to a socialist intention. But as an artist, he has construed a personalised
'visual voice' for himself by seggregating it from the mass. This is a rare event in the
contemporary history of Karnataka art. | believe that the artist need not wait for an external
judge to confirm the success of such a ethnocentric (in an affirmative voice) creative-
politics.

When Shiva coined out such a sacrilegious act in the form of art, he had to face an
unfair trial. It was his 'realistic painting methodology' that had convinced both the elite and
the innocent about its ineptess (only), which played the role of an unfair foe with Shiva.
However, in reality, 'social-realism' was only a means for Shiva's expression rather than an
end. For instance, in the first stage of his paintings, though the whole area of each canvas
was rendered with deliberate smoothness, all the objects/images in it did not produce
'uniform reality' as such. Consider the following example in order to understand what | am
trying to prove:

In "Maramma and Ramanayaka", Maramma's figure seems to be more closer to
reality than Ramanayaka's shirt or the weapon in the former's hand. This is an instance that
raises the question as to why a few specific 'areas' in a work of art are closer to being
natural than a few others. There are several layers of reality in this painting, which are
construed with the aid of photographs of wooden-Maramma which in turn was initially
painted with yellow enamel paint -- in reality. Compared with the picturisation of his
clothes, the reality in Ramanayaka's face is more intense. It is also true that, the rendering
of the cracks formed by the wood that represents her face -- when compared to the way the
trident is painted -- has multiple illusionistic possibilities.

Through the above example | am attempting to point out the fact that Shiva Prasad
deliberately attempts to negate realism at various levels in his work; and it is more
interesting to note that he does it through the very media and elements of 'realism' itself!
This intention speaks about the artist's ability for self-criticism.

If a bird's eye view of Indian art history of the twentiety century is taken into
account, one can notice that those painters who created artworks in
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realistic/naturalistic mode (like those who studies mostly at Sir J.J. School of Art and the like)
used those factors of reality in an uncritical mode. At the slightest doubt regarding the
genuinity of realism, most of them discarded it almost totally. There are instances wherein a
whole gamut of artists shifted their concerns to a totally alien 'style' of painting from
realism, without even reconsidering the possibilities of greyer shades in between. A
comparision between the various stages of works of Jamini Roy, K.C.S. Panikker etc., proves
this. It is also true that those art schools that we stylistically identify as Bengal School and
Cholamandalam basically considered the Ravi Varman style of realism as their foe. Roy and
Panikker, for instance, shifted their styles from academicism to more indigenous ones. The
shift was self-consciously done. A detailed discourse is necessary to argue over this point.
The point that | am trying to drive home is that there has hardly been an instance in Indian
art history wherein a doubt aroused in an artists' style of painting half way through his
career, has resulted in a self-analytical, self-critical discourse, from within the same style of
painting. Shiva Prasad has done it, as a rare instance. This is one of the main contribution of
Shiva Prasad to Indian art history, for he is a n artist who has dared to stay 'within' a media,
whose classical intentions have been however re-evaluated by him over the decades.

Pictorially speaking, realism had not spread uniformly on his first stage of canvases.
A few 'intensely real' areas (like on the face of Maramma, Rangamma's saree, the stone
carving behind which Tukra stands etc.) exist in these works. Occasionally, there are more
than one such spot. Ramanayaka's face is as intense as that of Maramma. While looking at
such paintings, these are the very spots that draw our attention at the very beginning. In a
way, this spot acts as a 'pointer' which lets our gaze to move, shift and rest at positions
elsewhere on the canvas, in the way our gaze looks at them. In other words, the gaze
refuses to get de-centralised in an anarchic mode. Those psychologists-art historians who
have written about the 'gaze' and 'visual perception' (like E.H.Gombrich, Rudolf Arnheim
etc.,) have elaborated on the importance of such dense centre-points in artworks. There is a
more complex mutual relation between those men who were 'focused' and photographed
(by Shiva himself); and such intense areas within his art works. This can be explained in a
different way as well.

There are two kind of interaction occuring in between the 'one who looks' (signifier)
at and the 'seen’ (signified) in the first stage of Shiva's paintings. | have earlier classified this
as "the two experiential process occuring 'through' the beings, from within the picture, as
well as the onlooker 'peeping' into the picture". The explanation given in the previous
paragraphs arise from the point of the 'onlooker' looking into the picture. This aspect is
relevant in Shiva's context, because, when these works were created in the
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70s, the readers' oriented theory was in vogue as an aesthetic apparatus as well as a social
movement, of which Shiva himself was a part. In other words, the response of the audience
around Shiva Prasad's involvement as an artist as well as an activist in social movements
becomes all the more imporatant and relevant. However it is quite tragic to note that such
'pro-common man' stance is easily and uncritically branded as 'Marxist' without even taking
a closer look at the contradictory varieties within Marxism as such in, the form of Dalit and
Shudra cultural movements in Karnataka.

(V)

A few intelligent critics have been questioning 'the necessity of realism in the age of
photography' whose authenticity itself can be, for instance, in turn, re-questioned in this
age of the computers. These two points have framed the minds of criticism that have been
evaluating and hence affecting the experiential process of works of Shiva Prasad and the
like, particular through the print media, to the audience. This is the kind of infantile criticism
that cannot even take into account the 'aura’ described in Walter Banjamin's famous article
on photography, for an argument. Shiva Prasad's works altogether 'formally protest' such
illegitimate allegations towards realismn in art.

The role of the onlooker, while perceiving the first stage of Shiva's works demands a
special attention. This is notable because it is a well known belief that 'the artist from a non-
performing visual art (i.e., excluding film, theatre and other kind of performances) usually
does not let in the onlooker into the serious aura of his/her expression.' The same belief
exists around Shiva's circumstance and it is an unwritten agreement amongst the art circle
to believe so. Hence, through his works, he negotiates such a belief and hence becomes a
role model for the 'Swajanapara' 2 art community of Karnataka.

If one can realise the relevance of Shiva's photographs in experiencing his first stage
of works, he/she can realise the 'intensity' with which the people from 'within' his painting
yearn to have a relation with those 'outside' the picture surface. Because of due to the way
in which they stare at us, we, the onlookers do not feel like looking at them as mirror
images. But we tend to treat them as mundane beings. It is so because of due to the
schizophrenic gaze that they shoot towards us. To put it in a non-metaphoric way, the
characters like Veeraswamy Mestry, Thukra, Rangappa, Rajamma, Naseem etc. do not look
at us as if they are people from the roadside. Instead, though they seem to look at us as we
are one of them, there seems to be an invincible power that threatens them and hence
segregates both of us them and/from us. This is a kind of 'creative hallucination'.

They seem to nurture a fear towards the outside real world. It is a
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specific kind of a cultural-shock (perhaps literally) that they experience when they face an
apparatus, that is alien to them, their street and their village/town. is the static camera that
they fear. This expression is exactly in contrast with that of the one 'contained' in the faces
of the photographs of bourgeoisie and the kings. For the latter, it is an exhibitionist attitude
that they deliberately put up while looking towards the camera. They presume the frames
of the camera to be that of the main door of their houses to freely exhibit their pomposity.
Perhaps for the very same reason their 'internal' depth is never realised in any of the Indian
portraits' history. Such portraits mainly attempt to conceal their unknown face through a
known medium. The Indian academic portraits in victorian styles perished perhaps due to
reasons like this. This forms the background for Shiva Prasad, who escaped the drawbacks of
such bourgeoisie stance, despite being educated at Sir J.J.School of Arts, Bombay (Bachelors
degree in 1973). Henceforth, arguably, due to such and other reasons, Shiva commixed the
art of oil painting and photography onto the same palette.

As a result, in his first stage of works, the human beings do not seem to look at the
onlooker, but at the artist himself, at the moment of being photographed! Understanding
from this angle it becomes obvious that the artist is the 'first audience' for them. In other
words, there are invincible walls symbolically structured between the people within the
canvases, the artist outside and the audience. And the painted people are always
attempting to break open these veiled walls and emerge out. In a way, his first stage of
works is a kind of self-portrayal of Shiva Prasad. Just like the tiny heaps of tomato are to
Gaffar, Maramma is to Rama Naika, the Damaruga is for Mylaralinga priests, so is the
technique of oil paint commixed with photography for Shiva. 'Man and his/her instrument’,
a combination that assists his/her profession, is what becomes all the more relevant design
that backs up this self-portrayal. It insists on the immediacy of kayaaka.

Historically speaking, these paintings narrate the intimate tale of those living outside
the direct influence of urban situation which is in turn the brain child of pre and pro-
indistrialisation. A city-dweller, for instance, would not have such an intimacy with the
apparatus he uses for his profession, like a rural town-dweller does. On the contrary, for
Gaffar, the tiny heap of tomato is as important as an industry. When Shiva Prasad paints
such an otherwise negligible subject, theme, object and men on a large canvas, sometimes
as big as 7'x7', the white paint used (alone) on such a canvas amounts to 150 tubes. It is a
proof to his belief in realising the 'ignored and unusual aspect' in the usual and
commonplace situation.

There is a specific reason as to why these rural, town-dwellers in Shiva's paintings
are ever equipped with their professional-apparatus. It is the same
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as that of the reason as to why these works of Shiva are autobiographical. One important
point to be noted is that all these instruments with the men are not aggressive 'weapons'
meant to be used 'against' someone else. It is (the hut, house, garage, veranda, tiger-mask,
rifle, bullock cart etc.) an inevitable part and parcel of their day to day life. These do not
even just squarely fit into the motto to paint poverty in a sympathetic tone. Shiva's process
of painting involves several intense photographic sojourns in the geographic locations with
which he is familiar and hence induces nostalgia into it. It is these photos that might or
might not become the subjects/imagery of his future pantings. He blows up those selected
photographs into several hundred times in paint, onto the canvas. There is enough amount
of economy involved in picturising these clicked objects. In other words, any chosen
photographic-image looses its identity as such, first of all, due to the maximum expansion of
the size of the objects. The spirit of 'Minimalism' is involved in this. Amongst the artistic
productions of contemporary Karnataka but for those sponsored and commissioned murals
-- it is Shiva's works that involve so much of economy, time and travelling. This is the
evidence to prove Shiva Prasad's peculiar social commitment. Generally speaking, there is
also a self-concerned attitude in such an attempt. Shiva's chief intention over here is to
identify himself with his models and draw similarities between his painterly apparatus and
his subject's their tools and apparatus. This is a partial view of Shiva's artworks, produced till
the beginning of the 80's.

(V)

Shiva is in his early fifties now. The last decade has brought about several major
shifts in this artist's works. That was the time when his involvement in the socio-political
movements, life style and the painterly tendencies/techniques influenced mutually. Those
works the 80's cannot be recollected in retropsect like we usually do with the works of
senior artists whose best creative period is already over. Both K.Venkatappa and Leonardo-
da Vinci withdrew from creative activity during the evening of their lifetime. On the
contrary, Shiva Prasad is an artist who is very much creatively alive. Without being
apologetical, it can be argued that he has been knitting together a rare discourse that deals
with reality, realism, its 'deconstruction’, formal evolution and the cultural situation, from
which all these emerge. Since it is yet an ongoing process, one cannot be very conclusive
about his contribution. As per today, it is better to identify his unique character, artistic
personality and its relevance to our context. This lengthy article attempts to assume a
theoretic base/position, to grasp the artist and his art, together. It is done so with a
lamentation that his (and his kind) of works are manipulatively forgotten due to the cultural
amnesia dictated by the art pedagogical institutions which has written off any immediate
references to naturalism.
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The one notable aspect about Shiva's work is its refusal to be tied down to a mere
aesthetic boundary. There are very few artists in India/Karnataka who have commixed their
vocation as artists and their domestic life-style together, in formulating a singular
experience. The examples of R.S. Naidu, Rumale Chennabasavaiah from Karnataka are
exceptions. Though their biographies hint at this, not much research has been done towards
this end. In a way, it is feared that they have been lost to us even before they are evaluated
within the history of Indian/Karnataka art. Arguably, the history of Indian art is that of the
artists who perceive their creations by 'aesthetic standards' alone. It implies that those
artists who did not place their works within this are also simply understood to be of a
Marxist blend. Consider the case of Somnath Hore. Though initiated into social activism and
art, at the same, through the 'Tebagha' movement, it is only recently that an assessment of
his artistic contribution has been done through pure aesthetic measures. But it is quite
notable that a few artists like J.Swaminathan, K.G. Subramanyan, through their works,
express the fact that their 'artwork proper' and the other events of their life are inseparable.
It would also be a fact of self-ridicule if one attempts to classify their works in the known
(west-oriented) art historical norms. In fact the works themselves suggest us to look at the
outside world in their own terms. This can be further explained in a different manner:

If one attempts to grasp the life and works of K.G. Subramanyan over the decades, it
can be summarised as below: the people, flora, fauna, insects in the garden around his
house through his art gradually become a self-complete entity of its own. The greenery
turns into forests, insects metamorphose into a panorama of the evolution of animal history
and so on. Similarly, Shiva Prasad's artworks, till date, present a self-complete world in a
different context and manner. And the potential to do so is available to him by the socialist
life style chosen by him. It is further elaborated as below.

Man/woman and the apparatus that they created, for the sake of fulfilling their day
to day requirements, had a kind of belongingnes/ intimacy in the pre-modern condition. The
first thing that Modernity did was to break this relation. In this context, Shiva Prasad's
sophisticated 'artistic apparatus' (oil paint- watercolour-camera) and those 'functional
apparatus' of Ramanaika, Tiger- man, Mylaralinga Priests (goddess Maramma, the tiger skin,
damaruga respectively) share an intimate relation in between. Hence, his artistic output has
an underlined autobiographical connotation. However, there is a slight difference.
Photography is not employed here as a mere documentative apparatus. There is a specific
mode in which the photo-effect is employed. In other words, photography is engaged herein
to document a mass/class of people who are away from accessing the photographic
apparatus' 'improvised' forms (like the movie camera, computers etc.). And it is the rural
people who are
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arguably away from these facilities. It is a deliberately schemed attempt to 'identify' this
particular mass of people. On the contrary, this very mass/class of people can be seen even
in a metropolitan city like Bangalore. However, these people suffer from an identity crisis, of
not being able to belong to the city in spirit as well as their own rural geographic location
due to their helpless economic situations. For those relatives of such men/women residing
back in the villages and towns, the facilities of the city are more of a kind of extravaganza,
that is to be experienced at least 'once in a life time'. On the other hand, urbanisation (with
all its accessories) also becomes a symbol of 'unseen/abstract fear' posed for ever, to the
rural folks who have migrated to the city.

The (wo)men from within Shiva Prasad's paintings, in general, stare at the onlooker
with this kind of 'unseen/abstract fear'. It is at this point that Shiva's apparatus achieves a
denser personality. In other words, if the people within his artworks engage their apparatus
for a basic physical gain alone, the artist uses his apparatus for a metaphysical gain. While
differing from the intended purpose of one's mundane apparatus, the artist does not
sacrifice the will to document and re-present them on the canvases. Hence, reality and
abstraction are interwoven in Shiva's works, thus refuting the western art historical notion
or 'reality v/s abstraction' in more than one sense.

Shiva de-constructs a couple of art historical presumptions (like the purity of the
media, hegemony and hierarchy of the media etc.) while attempting to bring about a non-
anomalous relation between oil paints and the application of camera. For instance, in the
second stage of his works, he releases them from the notion of a puritanic attitude of two
media: paint and the camera in particular. In other words, the notion evident within the
idea of 'purity of a medium' is refuted. Hence, as it happens in the works of Leonardo-da
Vinci and Marcel Duchamp, Shiva's works also personalises the qualities of machinery and
mechanical devices in a post-mechanical age. It can be an altogether a different story. The
works of Shiva can be seen in an altogether new light, if the idea of the relation between
what 'appears' to be similar - a machinery and an artwork - but vary in their function
(practical & artistic) is clearly understood. (For the different conditions of the interrelation
between machinery and art, before and after the invention of machinery, read: the book on
Marcel Duchamp by Octavia Paz.) The major technical modifications that have occurred in
his works chiefly include the shift from a smooth rendering of oil paint to a opaque impasto
like marking process. If the images and what they convey can be forgotten for a while, his
canvases of this period almost appear to be like the tilled farm land. In a way, it appears to
be like the image of a realistic photography projected upon a rough textured wall.
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(V1)

The above change led Shiva towards the creation of a self-realised, self-complete
utopian world of his own, perhaps immediately. If, for instance, the representational works
of the first and the second stages are placed next to each other in a gallery and perceived
together, the play of light upon it obviously brings about the experiential difference. Two
such works are reproduced in this very book (compare the surfaces of "Abdul Gaffar", "Tiger
Painting" and "At the Dhaba"). The complex difference in between these two can be further
elaborated like this. These works, belonging to the first, second and the third stages --
printed in this book represent a 'third state of reality' because it has been 'printed in offset
on paper', initially from the 'scanning' of 'photo/transparency' of the 'painting' of the
'photograph’' of 'real models', in turn. However, the artworks belonging to the second stage
cannot be recognized as proximate-to-reality as we can with the first stage of work. It is so
because, the behavior of light on the second stage of his work (due to its thick impasto
mode) is an ambiguous one, like as it happens with a relief sculpture. Hence, if one can
agree with the relevance of light in perceiving a work of art, there is more than one 'kind' of
experience stored within, especially in the second stage-work. This is true, even if we can
bypass the several stages of reproduction and watch the originals. Shiva deliberately uses
this aspect as a fragmentary part of what he is attempting to convey.

This is a rare fete. Two or more varying experiences of the same work brought about
due to the varying light, deletes the fundamental notion of reality as being 'one'. In fact it
castrates the supremacy of a singular scientific experience, embedded in the understanding
of what we simply call as realistic artwork. Shiva distorts this monolith victorian experience,
multiply, through experimental constructs. Through the result of such a construct, he
designs a post-colonial 'swadeshi/swajanaparal2 visual discourse. Time and again, it is
necessary to take note that while doing so, he exceeds the limitations posed by what is
understood to be a Marxist angle of perceiving art as well as life. Shiva achieves this specific
goal in three ways, as mentioned below:

(a) The images/models once painted are re-painted varyingly over a span of time. For
example, the image of "Tiger Painting" has been represented in various postures and media
(oil, watercolour, charcoal etc.). According to the classical notion of the Chinese visual
culture, this method enhances the perceptive ability of the onlooker. And reality can be
defined multiply. This also 'recalls' the nostalgic memories in any way other than that of a
singularly presumed 'photographic memory'. It is also ironic to note that, to achieve this,
Shiva employs the camera which produces an undoubtedly singular reality, at a time. In a
way, a western mechanical/technical/logical/scientific
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apparatus like the camera is being engaged herein to serve an eastern, non- scientific
discourse.

(b) When people like "Rangamma", "Tiger, Tiger" (see back page cover) etc., are first
depicted on large oil-canvases and further re-rendered in a different version in
watercolours, the concentration of the onlooker is put to test. For instance, Rangamma is
initially a six feet verticle figure in oil. Later, when she was painted horizontally in
watercolour, at least the frame (‘of mind' as well) changes. When seen together -- though
the images are the same despite being rendered in a deviant media the frames withold the
audience's involvement into the tromp le'ole-like possibility of the painted ones. In a way,
the 'commonplace' quality of reali(sm)ty is being contested herein. This is a shock that one
experiences when the frame of an artwork 'within' that frame becomes a part of the work.
This occurs because Shiva deletes the scientific functionality of the camera and draws it into
the boundary of easel painting.

(c) Shiva often rearranges some of his own earlier '‘composed pictures. Or, often he
re-paints an older canvas, intentionally altering a few visuals from within.

Summarising the whole argument till now, Shiva Prasad's personality
as an artist can be noted as below:

(i) The smooth oil rendering technique that was favored by those seeking
'pleasantness' in his works and a technique rendered for decades was substituted by the
thick impasto technique that was like a farmer's 'tilled earth'.

(i) The same images/figures were retained and re-presented in different media and
format that changed the onlookers' opinion about the very artistic figure, due to such
alteration. As a result, the purpose of the same figure in the same canvas was restructured
due to the creation of repainted versions, upon a few specified areas.

| have suggested that all these modifications within the confines of
realism/naturalism in a post-colonial situation was undertaken with a specific intent. Before
elaborating on this further, it is a theoretic quiz as to whether this was a pre-planned
agenda or was it a chained intutional series of works that redefined the previous series as
well as those yet to come.

This can be explained differently. Perhaps due to my habit of deriving the overall
essence of an artist/series of artworks through the details of a specific work of art of that
particular artist, | have hereby attempted to build up a discourse and identify the
fundamental demands working in the background of Shiva Prasad's preoccupation as an
artist. Further, in this specific case, along with
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this habit, | would engage another aspect of that cultural context which framed Shiva as an
artist. In other words, | am attempting to grasp the essence of this artist through a method
that would necessarily differ from the ideal notion of artistic discourse: that of disjoined
(hence) 'objective documentative process' of perceiving an art circumstance. This essay also
depends on the belief that there cannot be an ideal mode of objectification of an artist as
such. Because my genuine belief is based on the fact that 'such an objective way of looking
art is in itself an intended construct'.

(Vi)

First of all, there is the necessity of a new written construct to understand Shiva's
works in specific and the art of Karnataka artists in particular.Though the demand for such a
new written/printed construct appears to be beyond the imagination of an academic
methodology, ultimately, the new construct can also become an academic method as well.
The urgency for such a new mode of writing emerges due to the shortcomings evident
within the current 'heroic narrative'style of writings which more or less deal chiefly with
individual artists. This is true even in the pan-Indian situation. As per today, it is the history
of a few blessed and chosen artists that is digested in the name of 'all Indian art'. Hence this
kind of an awareness is necessary, in order to understand Shiva's contribution in the right
mode. Metaphorically speaking in a cinematic language, the closeup and long shots are both
together relevant, in order to see through the art of Shiva. Since he himself is a
photographer, he would approve of such a methodology.

The third stage of Shiva's artworks is composed of comparatively radical shifts, far
away from the traces of social realism. The shift from the smooth rendering technique to
the opaque impasto was a major decision. When this did happen, the surface-attraction
diminished from these works. And it was intentional. Though this aspect did not cause any
damage to the internal essence of his works, there was a tendency of loss of the art market
for his works, which arguably is based more or less on the 'surface delight' due to the lack of
proper connoissership. Not that he did not realise this. Shiva had interacted with the
academic art circles and art market of Bombay for years. At the same, since the inception of
impasto technique into his works, the cost of the paints per canvas became economically
costlier. The chemistry of art materials definitely influences the creative dimension of its
artistic intentions as well. There are occasions when Shiva, after applying a very thick blotch
of paint, had moved that particular colour by inches to the left or right with his thumb, even
after a couple of weeks.

Such and other possibilities, brought about a permanent 'perceptive- disorientation’
into his works. Unlike those earlier smoothly rendered canvases,
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the impasto-clad works look like two totally different visuals from close-up and from a
distance. It is the characters of relief sculptures that are invited into these canvases at the
base level. Based on the source of gallery light that falls upon these impasto strokes, which
are as thick as three-fourth of an inch, the sense of perception of the onlooker is
permanently arrested. This is a kind of colour-disorientation (i.e., 'varna sankara', a word
which has a indigenous cultural notation as well). For instance, as it happens in the "Tiger
Painting", when the yellow colour of the thick impasto falls on the flat blue surface, the
colour mixture, as seen, is not only a purple shadow. The half-white colour of the artificial
gallery light is also added to this colour scheme that can finally result into tints with an
intensity of yellow-green. This kind of colours contain two personalities at the same. (i)
Paints containing colours in themselves. (ii) Since the paints are presented in relief-impasto
format, the colour of its shadow depends on the way in which its own colour mixes with the
specific colour of the light falling on it, as well as the nature of the colour surface onto which
it falls. In other words, the 'colour field' that receives them also becomes an active
participant in the perception of these impasto strokes. This fact becomes all the more
relevant in understanding the fact that colour fields become an integral part of the
discourse, solidified by the recent works of Shiva Prasad as discussed further.

(V1)

It was an inevitable proposition for Shiva to accept the change brought about by the
unexpected play of light on thick impasto colour areas. In art historical terms, this is one of
the several new characters that was born with the logical theoretic death of oil paint in the
way it was empowered, within the boundaries of the 'mainstream art'. But the artist imports
these characters into the legtimate boundary of oil paint itself. (ref: Tiger Painting once
again) As earlier said, in a metaphorical tone, the impasto technique recalls a slide
projection of a real-photo on a rugged wall. If that kind of perception can be permitted to be
continued, the tiger man's body is an ideal example for such a projection in yellow
monchrome. A closeup view of his face further enhances this effect. If a further attempt to
understand him is attempted, the tiger-skin overlapped onto his body does not behave like
a shirt, but is like a second skin applied on his body. Let us presume that the paint that
depicts this is a kind of skin. It is so because he seems to be closer to us than any of that
painted matter in the picture frame. Due to this proximity, he seems to tear off the 'painted'
visual layer; and the layer in between the onlooker and himself. This is catalysed by the
monochromish quality of his body as against the colourfulness of the rest of the background
ingredients. The former quality is intensified due to the latter, as well. In a way, he appears
to be a 'cut-out' figure.

There are two reasons for us to presume that the Tiger man is
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attempting to 'tear off' the artistic screen between himself and us. (i) Arguably, he is
attempting to pull in the audience into the world to which he belongs i.e. the painted world.
and (ii) Otherwise, he himself is ready to pounce out of his world into ours.

Speaking from a pure Indian vis-a-vis Kannada commonplace notion, the human
beings (usually one or two) in the third stage of Shiva Prasad's paintings behave like the role
of 'Sutradaara' as is evident in the desi theatre performances. They act as 'pointers/guide’ to
the eyes that helps the spectator to travel through the paintings as though they were a kind
of A 'map'. According to the theatrical convention, there is a special relevance to the
'soliloquy of the Sutradaara'. Unlike other real actors/characters/images/figures, he does
not get totally immersed into the structure of the story/theme. Every now and then, he
guides us towards the magical quality of the story (note the irony) and a few subtler issues,
which otherwise would go unnoticed to the largely casual perceptive ability of the Indian
onlooker. As a figurative painter, Shiva shares this Sutradaara's notion of drawing attention
to his 'act' than upon 'himself', like say, the focusing upon Sherlock Holmes at the cost of his
creator, Sir Arthur Conan Doyle. On the other hand, the Sutradaara even pushes us out of
the illusionistic world of art as well. He is beyond the restriction of time and space that binds
the other usual characters to the theme of the plays and real-pictures. In a context like that
of ours (Kannada/Indian) wherein our perception is largely based on 'the spoken’, 'written',
'verbal' and 'vocal', the necessity of an 'ideal' guide/pointer, in the form of a 'visual' has
been there since ages. Perhaps the sutradaara (who is the personification of words,
performances and visuals) must have come as a visual cultural messiah whenever/wherever
literaryness and literary readings would have failed to grasp the essence of visual arts -- be it
in the modern or pre-modern context.

In other words, the very dominance of a particular influential media of expression
has always given a chance for the other sidelined medium of expression to find 'alternative
deceptive modes of communicating/ addressing' the mass. This is the reason for the birth of
such a device called as Sutradaara in the visual works of Shiva Prasad.

There is yet another reason as to why Shiva engages the sutradaara-like characters
into his works which are self-consciously non-performing visual media. As earlier said, the
physical aspect of the third stage of Shiva's artworks are constituted by thick impasto
strokes. There is an element of graffity on the face of the ("Tiger Painting") tigerman
because he seems to be depicted on a rugged surface. Shiva's application of colour stripes
onto the tigerman's body gives way to a curious question -- that does not bother art
historians much, but is a matter of great concern to the artists: Was the 'skin' of the tiger-
man applied 'into' the outline drawn earlier? When we ask a
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qguestion as to "whether the skin is applied?" the kind of linguistic difficulty evident in
expressing such a doubt, particularly in the Kannada language also comes into the fore (one
should remember that this is a translation of the original write up in Kannada). Just because
of the alienness of such a question in the context of Kannada culture to which Shiva himself
belongs to, it seems to be something more than a mere lingusitic error. However even this
error might hint at a meaning within.

Based on the initial photographs of the tiger-man by Shiva, it can be derived that an
attempt is being made to depict the picture of the tiger skin 'on' to the real skin of the
person who behaves like a tiger-man. But, while attempting to describe the painting process
as above, it would be quite a quizzical thing to say that the artist has applied 'the visual form
of skin' through (via) the oil paint. This is a sophisticated 'appropriation' brought about by
the artist's process of working, rather than being a linguistic problem. Usually, the real
imageries and realistic paintings in contemporary Karnataka art are construed by the
classical mode of painting: layers after layers; and layers above layers. In other words, each
and every square inch of the canvas is 'developed' gradually. There will be a network of
colour-stroke fibre that knits both the figure and the background strongly, in such cases. The
famous argument between the British painters, Thomas Gainsborough and Joshua Reynolds
as to whether blue colour can/cannot be applied in the foreground for a figure, resulted in
Gainsborough literally attempting such a picture. It also confirms the colonial undercurrent
to such beliefs that are embedded amongst the realist post-colonial painters even to this
day. Shiva Prasad's methodology of painting refutes the logistics of the depiction of reality
due to its colonial connections. Further, the colonialism's monopoly is aesthetically
dislodged.

During the process of painting the tiger-man, even after applying the yellow paint
'into' the drawing of this very man, the rest of the canvas area remained unpainted and
white, in the "Tiger Painting". The process, instead of being akin to that aesthetic habit of
the 'age of reason’, is more related to the pre-modern Byzantine mural technique. Herein,
the final most aspect of the tessere were placed against the wet cement -- at one go. When
Matisse derived elements from the very same tradition he was doing so as an 'insider' to
that visual tradition. But for Shiva, it became an inevitable mode of execution, by choice and
not by chance. This is the very aspect that | tried to make clear when | said that the
Sutradaara can, in Shiva's paintings, point out towards the not so very easily predictable
inter-cultural relations like this, though he himself (Sutradaara) is/was an alien to that
particular oil tradition.

Putting it in a different way, there is an urgency to understand Shiva's earlier works
in the light of the recent works. When his smooth rendering technique was changed to thick
impasto technique, at the cost of economic
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and aesthetic facilities, it was the human figures that underwent a change in personality,
first of all. All those experiences described above by considering the "Tiger Painting" are
also, more or less, those applicable to his overall artworks in general. In his first stage of
artworks, the figures very much belong to the world of the 'background' that contains them.
But gradually, as the works underwent unforeseen shifts, the figures' relation with the
background underwent drastic modifications.

To put the whole arguement in a nutshell, the main figures in Shiva's works perform
the traditional role of a Sutradaara. The absence of multiple human beings in most of his
works underlines the narrative responsibility of the Sutradaara. Initially it might seem ironic
to note that Shiva, whose social life involves participating with large crowds, refuses to
picturise multiple human beings in his works. On the positive side, it should be noted that
this aspect proves that he is not mesmerised with the oversimplified, commonman's
'representational notion' of Marxist ideology. It can be briefed up that Shiva Prasad has
converted his realism-based human figures into 'symbols' and 'metaphors' of visual kind, in
order to serve a social concern in a unique way. other words, Shiva's human beings are not
beings at all at the first place. They are metaphors personified!

(IX)

Shiva Prasad has recently created a 'personification of metaphor' (Sutradaara)
through human beings that were based on the real human beings, earlier represented in his
own earlier paintings. It is similar to the process of creating art within/from art. These are
comparable to the sub-stories 'contained' within the main epics in Indian mythologies,
within its meta-structures. This is a kind of construct possible due to the belief that 'there is
no differences in between the pictured world and the real one'. This also recalls to one's
mind the idea of Roland Barthes' notion of 'no world beyond the text'. As if to prove this,
Shiva derives the primary sources for his paintings from the outside, domestic world as well
as from his own earlier paintings, as if there is hardly any difference in between. This is a
standpoint that opposes the difference between the picture and the society.

The above statement can be explained in a different way: One way of picturing a
person is by memory. In order to derive the maximum amount of detailing of him/her, an
artist might use his/her photograph. However, re-representing the already consumed
photographs of, say, 'pin-up girls'; and leather puppets which in turn traditionally represents
'static-actions'; and thus inviting them into the flat, two dimensional picture frame which is
necessarily 'static' is yet another variety of depicting reality. In the recent works of Shiva
Prasad -- which can be argued over as the culmination point of his mature artistic/socialist
intentions -
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all the above modes of drawing from a kind of 'ready-mades' are together applied to
achieve varying results. All these 'representational personalities' appear in the guise of real
imageries. Further, in a post-colonial situation like ours, they readily yield to a new visually
experiential interpretation.

In the series of works exhibited in 1997 at Jehangir art gallery, Bombay, the images
of the pin- up girls was in excess. The "Tiger Painting" that is being used throughout this
book, to narrate the artistic activities of Shiva Prasad, belongs to this series in spirit as well
as in reality. The nude and semi-nude female bodies are inserted into the picture frame in a
not so very convincing positions. In a way they prick the ethics of the onlooker.

Explaining it more clearly, these pin-up girls are not meant to be seen in public.
Slides, magazines and peep shows of pornographic nature are the politically correct 'original
space' of these images. Shiva Prasad brings in a cultural shock by blowing them up into life-
sized oil figures, meant for the public viewership. In a way, an ethically banned imagery is
being sacrilegiously invited into a sacred space of serious art. Although the onlookers'
expectation, in a sanctified gallery space, is that of a 'select- viewership', (s)he has no choice
but to observe and hence yield to perform an act of looking at something unexpected. It is a
sacriligeous act, similar to reading the sexual graffiti 'in' the public toilet. The initial reaction
while watching the pin-up girls is that of a hesitant viewership, commixed with the fear of
social mockery. But in his canvases, the process of looking is made to slow down due to the
very process of being rendered. John Berger's notion of looking and seeing cross into each
other's boundaries with ease. In their original context of popular graffiti, these girls do not
reveal all their phyical details due to the smallness of the picture space within which they
are contained. Much is left to the imagination of the onlooker who is always in a hurry over
there. And the richness of each onlooker's imagination depends on his experience and
capacity to do so. However, in Shiva's works these specific characters of the girls drift into
oblivion. They have nothing to hide anymore and are over exposed. Also, since they are clad
with thick impasto paints, their sensuousness and elegance are covered up or put to stake.
The ideal art historical notion of the 'pleasantry’ of oil rendering technique is put to stake,
herein, because they act as an 'alibi' to the sensuality of female flesh in this case.

It should always be remembered that Shiva Prasad's recent figures as well as the
older ones (due to their redefined nature in the light of the recent ones) are 'metaphoric
personification of beings' rather than being the real ones. This helps to understand the
future analysis of his works. Thinking from this angle, it can be understood that the pin-up
girls are also a kind of female- Sutradaaras.
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Shiva Prasad, an artist with strong convictions, mocks at the 'conditined visual
perceptive ability' of the onlooker Iwith a specific intent. Those who lack patience to
discover this artistic-scientific play, oversimplistically brand his works as if they are of a
homogenous kind or even vulgar. 3 The artist is dissatisfied with the process of 'seeing' a
work of art evident around him. For instance his works 'recall' the memory of realistic-
works in the general sense. It is not a simple equation. It is as dense as nostalgia itself. It is
the usual habit to allege all the historic character of an art media even when that media is
used in varying contexts. For instance, the notion of realism can range between Alberti's
definition of Renaissance realism and that of Ravi Varma. Alberti defines it as 'a view
through the window' while Ravi Varma's colonial situation cajoles him to treat his figures in
a manner wherein 'all the painted objects/beings turn towards the onlooker as though they
are made up of iron pieces and the audience is made up of powerful huge magnets.' Shiva's
works, due to the age and cultural context in which they exist, engage this whole range of
discourse of realism, from within. Ultimately, Shiva's compositional intellilgence, as is
evident in his works, lies in erasing off realism's aesthetic relevance, with a purpose.

Even before the pin-up girls entered Shiva's series of works, his works had construed
a kind of nostalgia to his audience over a couple of decades. This is similar to those evoked
by the Alberti-to-Ravi Varma's realities. However, the way the pin-up girls 'appeared' on the
roads, their background, their posture in front of the domestic abode and more relevantly
their relation with the social/pictorial background, all in all, had one particular intention in
mind -- to exceed the limitations of realism.

Consider the work "Ponnamma" (see: the black and white reproduction of it in this
book) for instance. Ponnamma is seated with her back to the blue picture of the torso of a
naked female body, wearing only an underwear. A clearcut contrast is built in between the
fully dressed, aged, innocent body of Ponnamma and the youthful body of the self
consciously nude behind it. This need not be a mere contrast between two generations.
Added to this, it can be argued over that the nude behind Ponnamma is not a poster but a
mirror image of a real body in a mirror. Based on the gender of the onlooker, this work
evokes varying degree of sensuality in him/her. Perhaps Ponnamma would not have had
wished to be seated there if she had turned around and seen the nude, which would be an
anti-thesis to the former's existence. It is so because when at first Ponnamma initially sat
over there the nude body was not there, behind her. Instead, Shiva had painted a women
wearing a saree inside a provision-store, behind Ponnamma. This is a literally/partially re-
painted canvases, which hence undergoes change in its spirit as well. This kind of an attempt
for 'improvisation' of one's old canvas is an adventurous
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act, which implies that the artist is rectifying his earlier standpoint that might even negate
the previous one. Hence, what we 'see' in the present canvas is not what it 'contains' (two
different versions of visuals)!

Metaphorically speaking, while attempting to paint "Ponnamma" for the second
time, a wall was build 'onto' the space that had the picture of a store, earlier; and a poster
was painted upon it. The rural building-scapes do not undergo change as drastically as it
happens in the urban area. Very often, such para-aesthetic desires/intentions can be traced
in Shiva's works. Both the versions of Ponnamma, together, is a comment on the the aspect
that 'whenever a villager returns back to his town after a stretch of time, the 'unchanged'
rural-scape succeeds to re-present him with unchanged people, their apparatus and hence
their friendly intimacy. The films and stories that were created around Shiva, in the
Navodaya times, when he was in his teens, had such an intention of re-uniting the broken
joint families and the return of the prodigal sons to their rural lands, always from the urban
location (Navodaya was a cultural happening that had occurred mainly in Kannada literature
a generation ahead of Shiva). Shiva's "Ponnamma", in a way, is a mockery at such a one way
nostlgia from urban to the rural. Although the pin-up girls attempt to merge with the
background due to the similarity in the way they are painted, the collage/disjoined quality in
between them is obvious, due to the alienness of their placement in a public sphere. (ex:
see the reproduction of "Laila" as well). In other words, those girls do not fit in to be in that
place and position due to the way they appear. If the looking eyes of the beholder yield to
the provocative quality of those nudes, the background containing them exposes the eye's
hypocritical position to a large extent. Hence these works speak about a kind of violence
between the shift in the ethical positions in between the public and the private sphere.

Altogether, Shiva's works of the third kind is an amalgamation of several
psychological elements contained in a socialistic tendency, a punch to the art of realism, the
recycling of a few cliched art forms etc.,

A few more details, based on the relation between "Ponnamma" and the pinup girls
can be given. Shiva's works of this stage address the question of urbanisation. Along with it,
the metamorphosis of his figures into Sutradaaras and their interrelation with the onlooker
is established, beyond the mere visual strategies. This interaction in between the Sutradaara
and the onlooker gains an anthropological relevance as well. In a situation like that of ours
wherein the precious canvases are to be well guarded from the onlooker, these works invite
him/her into the canvas for a participation which is aesthetic and hence sociologic.

To put it in a different way, it can be said that what we identify casually
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as oil canvas is -- putting it differently -- an intended 'structured construct' for Shiva. If the
modernist critics' assumption that the visual activity 'contained' within the canvas and the
'eyes' that watch them alone play a role in art activity, it is like refuting the immense
internal difference within the realism that occured over several centuries, predominantly in
the West, for instance. This is a gross mistake that one tends to make if one presumes that
European art is 'one'. Though this argument demands elaboration that cannot be dealt
within the context of this essay, it is a chief link that associates Shiva's works with his
audience. However, ultimately, he concludes by mocking at this very relation.

In other words, Shiva, whose 'reality-like' visualisation was located within the
confines of the mode of reality, evident within the post-independance Indian context, has
further attempted to evoke a meaning that opposes this very former notion. The pin-up girls
and their placement in the public sphere not only commixes the interior with the exterior,
artistically, but brings about a clash between our notion of what is 'private' and 'public’. This
is a very intimately private collage by Shiva.

Shiva's earlier works used to provide a dense and intimate real experience of the life
around the western ghats of Karnataka like Hassan, Sakaleshpura etc. From such a take-off
point, the insertion of pin-up girls into his later works was so drastically different that they
did not become 'collages' in any (mere) physical sense of the word. It was an attempt to
create an altogether new world order, by erasing/modifying some of the older ones. There
were times when, like the French Realists of 1850s, the visuals that could not be seen and
felt by the ordinary senses were banned from his works. In such a circumstance, the pin-up
girls entered into his works as 'those' who do not belong to any sanctified public space and
at the same -- as those who could gain willful entry into any intimately private sphere. This
is the kind of binary opposition that occurred in his works when the easily identifiable,
mundane world that he created gradually included the unknown. But this was without
loosing the sense of the real/normal.

This should be understood in the light of the well known experiential differences
evident between 'realism' and 'collage' in the history of naturalistic art. However, this
historicity has a specific relevance to Shiva. It is so because, even when the 'bandaaya' and
'dalit' movements occurred in Karnataka, mainly in the cultural and literary fields in the 70's,
their main function ended up being opposed to the artistic possibilities of the media that
they were using, not as a default. However, Shiva Prasad was perhaps the only artist who
could provide an 'visual alibi' to such a happening, since he was the sole representative of
the art community in those movements, after R.S.Naidu 4 Hence, for the same reason,
Shiva's standpoint, specific to the visual media, becomes unique as
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well as private. This again demands an elaborate discussion which is beyond the structure of
this essay.

Shiva builds up an opposition to realism from within. However this does not end up
as his aim, but as a means to an end. Consequently, he attempts to redefine 'the grammar
of representation through realism', differently. Due to the same reason his works demand a
radical change in the perceptive ability of the visually educated audience, to modify his/her
method of looking at artworks from only 'within'. It implies the ignorance of the socially
expressed as well as hidden context from which such artworks emerge.

Arguably, for reasons explained earlier, Shiva Prasad's works attempt to narrate
the essence of an 'Earthwork'. They act upon the presumption that an Earthwork is
hegemonically (in art historical sense) more advanced than the easel painting format. It is
presumed so due to the latter's wider range of experiential possibilities as well as due to the
fresh mode of perceptive ability that it evokes amongst the audience, just because of its
newness. And this does not become possible just because of an admixture of two different
worlds, contained in two or more deviant media. For instance, he commixes the real world
of easel painting with that of the leather puppetry, by inviting the latter's 'world view' via
their images/forms/performative-abilities onto his canvases. This is a serious perceptive
error in our context wherein attempts to admix the motifs of traditional paintings with that
of the easel painting has been meek and ridiculous. It has been the motto of several
mediocre painters who believe that the 'Mysore and Tanjore traditional painting belongs to
Karnataka' and 'the former is more close to our roots'. Shiva's mature attempt, on the other
hand, is a visual device that involves a new dimension into it: the performative element.
Then, a mere looking-apparatus in the form of a pair of eyes, becomes insufficient to grasp
these works. The function of easel painting as 'merely visual' is refuted through the very
media/apparatus, in Shiva's artworks. In simpler words, 'Shiva's works seem to tell us that
the world of reality is totally explored and then set aside from within, through its own
devices'.

(X)

In the last/third stage of his artworks, Shiva Prasad has attempted to involve the art
of leather puppetry with a clear politically consciousness of the art history. The entry of
puppetry images (and more than that) was somewhat similar to the insertion of pin-up girls
into his canvases, that together converted his initial social-realist works in a non-reversible
way. The static figure/image of leather puppetry is, first of all, an 'incomplete state' of a
performance. They become alive only when they perform. The static pose is an interlude
position of the essence of puppetry. This is crudely similar to a movie film role, in spirit.
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In Shiva's paintings, they further enhance the sophistication of his works by accumulating
much more reading possibilities that was unheard of in the mainstream history of a post-
colonial history of easel painting. In a way, this is a continuation of the spirit of the essence
of his canvases containing pinup girls.

The static mode of watching a canvas is toppled upside down due to the presence of
the images/figure of leather puppetry. To explain it in a lighter mode, if one has to watch
these canvases, he/she has to tilt his head that compels him to readjusts his pair of eyes by
ninety degrees to the left or/and right. The puppetry images are suspended in such a way
that they seem to pose in several angles that do not cater to the onlooker's sense of gravity
any more. This is a mockery to the 'usual' way of looking at (not art, but) the world. In other
words, the sense of gravity of the eye is toppled. And this is a visual-jolt that again
persuades Shiva's audience to stop expecting something usual from his works, forever.

In the work "Chair", the puppet of a British soldier rides a horse, vertically, as if the
verticle frame itself is the base of the canvas. An African man, with a mask in front of him, is
seated upside down within the top edge of the frame and is seemingly comfortable, say, like
a Trishanku. To the right of the canvas is a Mysorean soldier-puppet who is descending
down along the verticle frame. A pin-up girl is kneeling down below, with her buttocks,
drawing our attention in an exaggerated way, due to its comparatively largeness. There is
the possibility of a clockwise movement, prescribed to the eye, in this work. One can agree
with this 'movement' only if all these figures are accepted only as images, irrespective of
their variant cultural connotations. The girl is comparatively more sensuous and real of all
the figures, because of the sensuous ability of the paint 'on' her silhoutte. Whereas the
other figures are not those which are re-represented to us 'through' the aid of the camera.
They belong to an 'imagined world' of their own, forever. It is for this very reason that in one
of Shiva's work "Padma", the girl alone seems to be real. This is true in spite of the fact that
Padma stands leaning against the door but appears to sleep on the frame. (depends on
which side of the right angle tilt the audience's head has to undergo, while looking at it.) The
images of the Super-Girl to Padma's below-left does not seem to be from the real world for
several reasons. However, the main reason is the difference in between the fictional
appearance of the super-girl as against the stark reality of Padma, brought about in the
same canvas.

That particular 'binary opposition' emerging from the post-colonial cultural analytical
language, looses its specificity in the recent works of Shiva Prasad. When there does exist a
constant interrelation between two different experiences like that of an image of puppet
with that of a physically real being,
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the 'ecclecticism' born out of it looses its contextually original impact. In Shiva's recent
works, the characters like the super-girl from the world of comics, Padma from the
mundane world, Parvathi from Shiva's earlier canvas, the recurrent tiger-skinned man all of
them assemble together in the same canvas, in a meaningful way. That particular difference
in between these mutually ecclectic world is lost due to the 'excess of readability' of
meanings in between deviant worlds. Perhaps there is hardly any other artist who works in
such a de-constructive mode, from within the realm of realism, in Karnataka/India.

It is easy to accept the images of Parvathi, Padma, Tiger Man as belonging to our
mundane world, due to the condition to which we correlate. But, the question as to which
world do the puppet figures belong to, is quite problematic. If all these images are related to
the physical world, with the aid of artistic nostalgia of the imageries from his previous
works, this congregation becomes a self-conscious visual treat. Together, this ecclecticism
exceeds the definition of visual art as something that is within the confines of the eye sight.

The puppet figures seem to 'float' because of due to the way in which we are
conditioned tosee a canvas-painting. On the contrary, when these very figures are
suspended from their original context -- of being colourful shadows 'played' on a white
screen they do not seem to be suspended but look comfortable, being 'mobile' over there.
In other words, the original 'play' of the puppetry and its static 'image' clash with each
other. In a way each of Shiva's such canvas is an amalgation of the past and the present, as
well as two culturally variable art forms. However, it is the difference in between the kind of
light that reveals an initial puppet play and that which exposes their imagery on Shiva's
canvases that brings about this experiential difference.

Shiva's canvases that contain the leather puppet figures address the question of the
impossibility of the singular experiential definition of such and other traditional artforms.
Shiva has painted these puppets in thick-impasto technique. Hence the puppet figures
which initially used to let artificial light pass through them, now, receives light upon
themselves because they are made up of thick, opaque oil paints. Secondly, based on the
severity of light (always artificial and indoor gallery light), the distance from which the
onlooker can look into these canvases is decided, ambiguously.

This is the very ambiguity which defines the character of the sutraadara, discussed
earlier, in Shiva's works. He/she is like a catalyst to experience a visual. At times the
sutradaara can also redefine the essence of Shiva's visual narrative in his own terms.

It is already argued that both pin-up girls and the puppet figures effectively perform
the role of Sutradaara in Shiva's works. A verbal narrative, theatricality, a popular artform,
the photography and easel painting -- are together

K.T. Shiva Prasad / 30



combined in the works of Shiva with a specific aim: It is to make the audience to participate
in the works not only visually but also/almost physically. And the necessity for such a
physical participation is due to the artist's desire to make the audience 're-experience' the
textures of the socialist involvement that he himself is so very much committed to, in an
artistic manner. Perhaps a synopsis of the overall truth about Shiva Prasad, till date, aims at
making available a social experience -- that he has gone through as an active participant,
apart from being an artist. This experience is brought about in a mere artistic mode in order
to exceed the cliche of a Marxist visual perception, as we understand it generally.

Speaking from the angle of the psychology of visuals, the leather puppets in Shiva's
canvases insists the onlooker to loose his sense of gravity. Speaking from a sociological point
of view, a man can loose his sense of gravity in adverse situations, i.e., while being in a state
that puts off one's economic and physical normalcy. The new modes of artistic experience
that mainly involves new, non-artistic materials do provide such a visual gravitless character
by default. The ceiling murals, just because of its pecularity of being above one's head and
since it suggests a gentle 'physical' movement of the viewers, contain this ability. For the
same reason, a ceiling mural refutes visuals that depict real scenes and sequences. Either
they are metaphysical (Michelangelo's ceiling murals for instance) or panoromic (Binode
Bihari Mukherjee's ceiling mural at Santiniketan) in nature. Hence this repositions the
'naturalistic space' in art, as a physical device.

When Shiva pictorially redefines the images and hence the rneaning of the leather
puppets 'in' his canvases, a specific reversal occurs. The realism itself is elated to the status
of metaphysics because those experiences that are para-realistic in his works recall realism
in art, thanks to his sincere belief in the handling of oil paints and the way in which it is
being rendered from several decades. His relevance as an artist lies in the fact that he
assigns a kind of new-post-colonial realism in to those visuals; and hence to the nostalgia
itself, that lies outside the boundaries of any known variety of realism.

CONCLUSION:

K.T. Shiva Prasad is an artist yet alive. Hence it would be a myopic attempt to
summarise or draw an ultimatum about his works, till date, in a specific way. Even a bird's
eye view of his three decades of artistic career would only be an introduction to the
panorama of cultural shifts occuring within his works. It is so because even such a kind of
introduction would be a kind of subjective 'construct'. However, it can be concluded that
several such constructs about Shiva's works would be possible.

K.T. Shiva Prasad/31



The whole argument can be summarised as below:

By using oil paint for such a long stretch of time, Shiva has assigned the very oil
media with a subjective/individual personality. If the functionalism of oil paint was confined
to the culture with which it was familiar and had a logical reasoning for being so, now, in
Shiva's case, it is a an altogether different case. The oil medium's role is drastically modified
in particularly the second and the third stage of his works. And the reason for this is largely
para-aesthetic in nature. Even when these works are examined in 'pure visual' terms, it can
be observed that their sensuality/sensuousness are negated due to their shift into a more
crude, opaque impasto technique. It is an act of reinforced boldness because it is the
audience who, by and large, suffer from the lack of visual knowledge and visual pedagogy. It
is so because the dramatic sensuality of visuals, that has been given down to us from the
works of the likes of Ravi Varma's calenders, create a kind of intoxicativeness and hence fail
to expand our visual parameters. It is a cliche. On the contrary, the impasto technique
involved in handling oil paint has a positive note to it. They recall, in no mean sense, the
incomplete tilled land of the earth, before sowing seeds of any kind. The farmers
movement, dalit and socialist movements with which Shiva has been identifying himself, are
those that are closer to earth metaphorically, symbolically as well as physically. This is
notable in the background of the fact that even when a specific kind of smoother variety of
Shiva's canvases (like his first-stage works) is popular and in demand in the market, he has
already discarded that particular style. However, it should not be forgotten that even the
way in which they are is rendered (thick impasto, for instance) provoke a kind of sensory
appeal minus what they depict as image/form -- theoretically speaking.

While this is the radical shift that he made in the mode (not 'style'!) of painting, the
invocation of pin-up girls and leather puppets in his second and third stage of paintings
further 'adds' to the logically explainable narrative, which | have done in this essay. With the
insertion of pin-up girls, 'an act of looking' -- that was confined only to a private viewer-ship,
was brought out into the public spectacle. Speaking from a conventional cultural sense from
wherein Shiva hails from, this is a sacrilege. This can be further explained differently. In our
day to day life, we use our physique in bathroom and the bedroom, for instance. There
would be no permission for others' gaze, to look at us (our physique and through that, into
our 'real' psyche) over there. On the contrary, in a public sphere, while interacting with a
group of people, our body language would be more self-conscious, as if a camera is
constantly looking at us, and as if we are aware of that as well. That is a landscape wherein
the artist and the onlooker have to perform together (like the leather puppets in Shiva's
works!)
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through their stance, speech, gestures etc. This must happen at the cost of suppressing the
privacy that they possess in the bathroom and bedroom, broadly speaking. Indeed the
mutual difference between Freud's id, ego and superego is what is put to play to the utmost
in Shiva's works on the whole. 'The pin-up girls in the public sphere' arguably commix all
these three aspects together, simultaneously. It is a kind of cultural shock that exposes the
private behavior of a person in public.

The spontaneity with which an onlooker looks at the artworks in a gallery looses its
sense of commonplace, in this case. Instead of looking at them as a 'general outsider’,
he/she gets ready to become an 'integral part' that involves a new kind of participation that
too 'within' the spirit of these works. And Shiva ably brings about this kind of an audience-
performance, from within the confines of aesthetic/formalistic compositional combination.

The insertion of puppets into his canvases draws the onlooker further one step 'into'
Shiva's works. There is no prescribed way of experiencing visuals as it is possible with verbal
art forms in our context (of Karnataka/India). Wherever there exists an artform, other than
literature, it lacks the sophisticated experiential facility, available to literature. Hence an
inventory into alternative modes of experiencing them would be constantly on the search.
In other words, the current visual artform itself behaves as an 'analysis' to those visual
grammar that has occured till date. In this regard, Shiva's works can be understood to be an
analysis, through visual form -- of the real-like visual construct that occured in the context of
India vis-a-vis Karnataka. This kind of understanding is inevitable too. While the purpose of
the reality in the works of artists like Sudhir Patwardan are obvious, abstraction plays an
‘equal’ role in the real-like canvases of Shiva, while serving the same purpose. As described
elsewhere previously, the achievement of forms in a real-like work also represents the
overall achievement of that canvas. Those artists who were into this kind of reality,
renounced the reality/academicism/victorianism altogether, when they wanted to move
away from the limitation of such a possibility, when they wanted to move away from the
limitation of such a possibility. It was unlike Shiva Prasad, who, belonging to a later
generation, dared to stay within the 'legitimate boundaries' of realism, yet developed to be
a 'critical insider' by using the same media, idea and style, in order to widen the very
definition of those 'legitimate boundaries'.

Hence Shiva Prasad is the best model for the 'Swajanapara' (a variety of nativism)
sense of art activity. Those who are critically recognised as the legitimate heroes of art
activity in Karnataka can be termed as 'Viswathmaka' group of artists. (Those
artists/artworks/art activity which was away from such critical acclaim but were closer to
the popular taste of the civilians are termed as 'Swajanapara'.)
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There is a kind of inevitable relation between the artworks of Shiva of the 70s and
the cinemascope/70 m.m movies (i.e., in pan Indian context) both of which emerged in the
70s and 80s. Both these specific categories of the respective artforms attempted to enhance
the active participation of the audience. Both these demand a kind of participation from the
audience, in a way which excels the mere gaze of the eye. Shiva's attempt to contain the
spirit of two media at the same, in a singular media, is notable. This is a post-Marxist
possibility that excels the notion of a crude physical participation of the artist within the
confines of Marxist ideology.

One of the most easily identifyable belief till recently is that the artwork should be
used for a purpose beyond the mere aesthetic purpose. Or to be more specific, the social
and the aesthetic aspects of an artwork are placed at loggerhead with each other. Those
who insist on leftist intentions ignore the aesthetic possibility of art as irrelevant (for
instance the Russian art of this century) and vice versa (modernist art in Karnataka that
insists, by and large, the formal desires, very much. Shiva's works form a bridge between the
two. While in the works of the Mumbai based artist Atul Doddiya, this is achieved in the
repetition of already used and re-presented images, Shiva achieves this in 'any area' of his
canvas, often irrespective of the change/modification in the imageries he uses.

* * *

The necessity to look at Shiva's overall output would also serve as an asset to the
'looking process' existing around him. However since he is artistically very much alive, it
would be difficult to conclude as to how to go about this. As is mentioned earlier, even an
attempt to grasp his overall works should become a kind of 'construct'. Otherwise, that art
history wherein de-centralisation itself is at the core might also be appled herein. However,
the very internal necessity of Shiva's works insist that they should be 'seen' together. This
compulsion is born due to his committment to his immediate society in the way he has been
doing it. This is a rare incident in the history of Karnataka art:

Shiva's works altogether refute the binary imagination of 'urbanisation- ruralisation’,
literally from a position outside the urban location. The assembling of oil paint, the photos
whose intentions are documentative, sensual physical nudity of the pin-up girls, the
reinterpretation (i.e., visually) of leather puppetry etc. are combined together for this
purpose. Even the 'urban v/s rural' construct is something that do not usually exceed the
boundaries of aesthetics. However, Shiva's works internalise even this erred notion, to
construe a cultural experience. However, till now, this has been the privilege of literary
fields in Karnataka, that too in the form of 'group activities', with a compulsion to only
verbally narrate such experiences. No other non-literary discourse -- including
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the expression through visual arts -- has/had attempted at such a depth in the modernist or
contemporary phase of Karnataka art. This alone is not proof to Shiva Prasad's involvement
in a visual cultural discourse either. It also teaches us that the para-aesthetic experiences,
through artworks, is yet a possibility. And, Shiva does this precisely from within the
‘confines' and 'apparatus' of aesthetics itself! This is a great cultural intervention 'into' and
'from' within the serious art world of Karnataka, that earlier believed that there could hardly
be any purpose for an artwork, beyond its modernist notion of aesthetic experiences.

To put it in a different way, Shiva Prasad's works, in spirit, contain the essence of an
'Earthwork'. As a result, the notion that 'the artworks created with the usage of new objects
point out towards the limitation of those done in oil colours', which is in vogue today, is put
to stake. It would be fruitful to undertake a comparative study of the spirit of Shiva's works
with that of another important Indian artist, Vivan Sundaram, who shifted from the three
decades of practise in oil painting into creating artworks using newer non-art objects.

The main difference in between the artworks created out by oil paints and that
which is termed as 'Earthwork’ is related to that of the participatory role of the audience's
eye. It is, respectively, the difference between the role of the static eye and a mobile one. In
the latter case, there would be no function to the static eye. The art historical metaphor of
'entering an artwork' becomes almost literally possible in the latter case. The symbolic
Sutradaara in Shiva's works prepare the audience for such a sojourn 'within' his oil paints,
with the aid of a chain of metaphors, alibis and symbols. In other words, the first and the
foremost thing that the spirit of his overall artworks creates is to remove the sense of
gravity from underneath the audience's feet, as though (s)he is looking at a ceiling mural! In
order to enhance this effect, the thick impasto influences our 'sense of sight' and decides
the distance from which his individual works should to be seen. The notion of memory and
nostalgia becomes all the more relevant here. Since the basic elements of his works seem to
be made up of uniform materials (chemically and in spirit), the 'memory' of his old works are
re-projected into the psyche of the onlooker while watching the present ones, and vice
versa, as a part of an internal necessity. The re-direction of the pin-up girls and hence their
cultural functions from the graffity-like status to that of the sanctified space; and the
multiple role enacted by the metaphoric Sutradaara are hence the product of Shiva's three
decades of perception through a specific media. And this is an unique world, specifically
built through three decades. The audience is drawn into the works like never before. The
imagined difference between different media (like the oil paint and artistically newer
objects) vanishes in such cases. And it is not difficult to imagine the reason for this.
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Shiva Prasad is basically an artist with a strong socialist belief of a different kind.
There are instances wherein such socialist/leftist artists have visualised their artworks in
such a way as to mainly reach the common men as such. Such examples are in plenty. The
rather loud Bandaaya literature movement in Karnataka, the seven decades of Russian
artworks etc., believed in an admixture of aesthetic-socialist purpose, at least in their
manifestos. Hence, for the same reason, the "Tiger Painting" -- an important representative
of Shiva Prasad's creative outlook -- becomes a 'general dias' for the 'deviant modes of
looking', developed over the decades, through the formalist as well as socialist art criticism,
in Karnataka. In this background, the audience gets an entry into Shiva's painting in a very
spontaneous way. Since more than two different ways of looking at them is made available
(like the three different ways of looking at the "Tiger Painting"), a monolithic mode of
perception (formalist 'or' socialist) is dissolved 'through' them.

Such an instance, wherein the participation of something more than the eye -- is
demanded from the audience's side, while perceiving Shiva's works -- is unheard of in his
surrounding, in Karnataka in specific and India in general. The severity of such a construct
for perception is as relevant and intense as a 'physically real revolution and protest. The
'role' of the onlooker, in a more contemporaneous artform like that of an 'Earthwork’ is
made possible within the confines of a highly ignored (though not discarded) media like that
of the easel painting, in Shiva's works. This a strong evidence to Shiva Prasad's commitment
to the possibility of an interaction in between the artistic and socialist cause.

This is what | had mentioned earlier: There can be a beginning and end to a physical
and social movement but not to a peculiar experience brought by the combination of artistic
and socialistic notions of creativity. Shiva Prasad, in the Indian art context, is a pioneer in
this regard.

Hence, the tiger-man, in the "Tiger Painting"”, can swing his sword towards those
among the audience whom he thinks have exploited him, both socially and artistically. He
can even tear open the sfumato-veil and let in another kind of onlooker into the world of his
own with the aid of the same sword.

'Ramanaika, 'Tiger Man' and the 'Mylaralinga Priest'own Maramma's sculpture, tiger
skin and damaruga respectively. And K.T. Shiva Prasad, the artist, owns Ramanaika, Tiger
Man and the Mylaralinga Priest, in turn. There is a stark similarity between what the artist
and his subjects 'own'. Yet, what Ramanaika has might not necessarily belong to Shiva!

While the painted men own what Shiva has painted, the artist himself paints
something that he himself cannot own. It is called as the 'Sutradaara’' -
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- a rightful metaphoric personification of 'visual sensation'. This is a tactical device invented
by Shiva, the artist, in order to provide an alternative experience in a space wherein the
literal, oral and written experiences claim supremacy. In fact, Shiva's Sutradaara is an
expression of the marginalised. If literature is brahmin, the visual arts in general and Shiva's
works in particular is shudra!

NOTES:

* The article by Geetha Kapoor (page: 57, The Art News Magazine of India, vol. 4,
issue 3)

(1) K.V.Subramanyam generally categorises Shiva Prasad's as Photo- realist in his
essay on the same subject. It is the result of a general assumption as to what photo-realism
might be, rather than a proper theoretic categorisation. see: his essay on 'Photo Realism’,
Janapriya Kalamalike, Karnataka LKA publication, Bangalore, 1995

(2) I have theoretically categoried a more intense mode of understanding the
modernist and contemporary phase of Karnataka art, elsewhere. Swajanapara and
Vishwathmaka are those two 'constructs'-- similar but much different from Desi and Maargi
notion of literature within which Shiva's works act as a role model for the Swajanapara type.
Though it is a construct ideally suited to understand the art of the State, | believe that it is
equally applicable to understand the art in the pan-Indian context as well. However, the
'Swajanapara' roughly represents the art of those who were in vogue in the yesteryears and
are now marginalised by the art community, though not theoretically. Vishwathmaka, on
the contrary, is the mainstream notion of art that shifts and changes at varying times. Often,
like the Yin and Yang concept, these two constructs intermingle and crisscross each other's
boundaries at different time and space. For an elaborate discussion on this subject see: my
article on the same in "Nota Pallata" (a collection of my essays on visual culture), Abhinava
publication, Bangalore; 1998.

(3) An ideal sample that represents the hasty judgement about K.T.Shiva Prasad's
works, around him, can be 'sensed' in Vidya Murthy's review of one of his show. She says,
"Painting naked women's (?) is really no big deal. But it is if they are represented in an
offensive manner. (also see: the painting "The Puppet and the Nude", reproduced in this
book as you read this)... Here, not even his painterly skills are seen. The artist reduces the
difference between urban and rural life into simplistic polarities... (In "Bhoota Painting") the
indigenous performer... and a strange-looking naked woman, probably a 'native’, is
presented against... high rise buildings. This representation of the innocent villagers in the
city is outdated and is not even resolved pictorially... lack of freshness of ideas is seen in
"Ponamma" (compare it with the analysis of this very work in this book, page 25-26) pin-ups
and girlies pictures is boring and pointless (see: "Not Nudity that matters, but the way it's
done", Vidya Murthy, 19th December 1998, Indian Express). Note that the words that are



italicised and in bold are 'judgemental' and not explanatory. They target Shiva's artworks
almost with
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what seems to be a personal grudge of some kind. This contrasts with the close-up objective
analysis of the artworks -- the fundamental requirement of the written discourse of art. It is
also noteworthy that shades of idealogically extreme positions, (like the tradition of easel
painting as 'opposed to' installations/assemblages) that the critics like Vidya Murthy
nurture, as a prejudice, compels them to write off the creations, in a media, at the cost of
the other one -- perhaps too casually. It can be concluded from the critic's opinion that no
matter whether it is a painting or a photograph, the very representation of a pin-up girl's
image itself is a taboo. It amounts to an ardent insensitivity towards what the media can
itself do to an image. At the same it amounts to cultural censorship!

(4) R.S.Naidu is a forgotten Marxist artist belonging to a generation much before that
of Shiva. Naidu's works (drawings and sculptures) stylistically recall those of Daumier. His
participation as a socialist-activist is much more acknowledged than his artistic abilities.

000
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BIODATA:

K.T.Shiva Prasad (born: 1947) has recently installed the 'Kuvempu Smaraka' (a monument
for the Gnanapeet awardee writer Ku.Vem. Pu) at Kuppalli, the birth place of the poet. The
artist believes that it is also a 'construct' of his idealogy and beliefs. It is not only the beliefs
in a social movement for the upliftment of dalits and shudra that relates Shiva to Kuvempu.
Just like as the poet had considered the rupture between sanskrit-Kannada, brahminism-
nonbrahminism as a kind of bi- nary opposition that was evident between his poetry and
phrases, Shiva has also creatively identified the rupture between the oil paint-photography,
reality-surreality, painterly attitude-deconstruction as the core essence of his works.

The artist Shiva claims credibility in the lively experiences of the life in and around the
western ghats of Karnataka, so much exemplified by the writer Poornachandra Tejaswi, the
son of the gnanapeet awardee writer. Hence, one of the most popular visuals include the
line drawings that he designed for the former's novel "Karvalho". No wonder that both of
them are pals. Also, Devanuru Mahadeva, a dalit writer metamorphosed the very written
language (i.e. Kannada) in order to convey his experiences as a dalit. At the same, his friend
Shiva Prasad also manipulated oil paints so as to suit the post-colonial situation as well as
convey an experience of the people just around him -- the marginalised. The techniques that
he learnt under the guidance of painters like Akbar Padamsee at Sir J.J.School of Arts
(Bombay, diploma in 1972) aided him in this venture. Since he had given a try in educating
himself in engineering, it was easy for him to practise as an architect, as well. It is too
obvious a fact that mathematics, science and arts, together, gave way to 'real- ism in art'
from wherein Shiva took off as an artist.

Shiva was quite aware of the danger of being, and being branded as a Marxist artist, even
while his interaction with the dalit sangarsha samithi and Prof. Nanjunda Swamy, the
pioneer of farmer's movement in Karnataka is deep rooted. Hence, the artist stayed away
from a commerically important centre like Bangalore, at Hassan and proved that Marxism
can be adopted as a fragmentary part of one's expres- sion, not necessarily for the so called
social service.

Shiva Prasad has held several solo shows that include those at Karnataka Chitrakala
Parishath (2000), Renaissance gallery (1997), Sakshi gallery ('92 & '91) (& '86, '85 - all at
Bangalore); Sans Tache gallery ('97), Jehangir gallery ('92, '89 & '87) (all at Bombay), Art
Today gallery ('96, New Delhi) & 'The' gallery ('88, Madras). He has also participated in
several group shows that include those at Kala Yatra ('90, '87, '86 & '82), 50 years of
Independence, Images gallery ('96 -- all at Bangalore); The miniature format show, Sans
Tache gallery ('98) 50 years of India, RPG ('97), the Bombay Art Society Centenary Invitees
show ('89 -- all at Bombay) & Biennale ('88 -- Bhopal).

Address: K.T. Shiva Prasad, #44, Kuvempu Nagar, Hassan 537 201, Karnataka, INDIA Ph:
08172 63648






