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With a view to honour excellence and creativity in the arts Government 
of Madhya Pradesh have instituted a national award Kalidas Samman for the 
arts. The Samman carries an amount of Ruppes one lakh, a citation and a 
plaque. Nominations are invited from various experts and institutions from all 
over the country and a high level jury chooses the arti st for the award . It 
is a policy decision of Government of Madhya Pradesh that the recommen
dation of the jury is binding on them. 

The first Kalidas Samman was awarded for the year 1980-81 to two musicians 
Pt. Mallikarjun Mansoor and Pt. Semangudi Srinivasayyer. For the year 
1981-82 a jury consisting of Smt. Pupul Jayakar, Shri Shamlal, Shri Gulam 
Mohammed Sheikh, Shri Shrikant Verma, Ku. Geeta Kapur and Shri Pranab 
Ranjan Ray unanimously selected Shri K. G. Subramanian. The 'Samman' is 
being presented by the Prime Minister Smt. Indira Gandhi in the presence of 
Chief Minister Shd Arjun Singh on the 13th February, 1982 at the time of the 
opening of the new multi-arts complex Bharat Bhawan in BhopaL 

On this occasion a retrospective of Shri K. G. Subramanyan's work would also 
open in Deergha, the art gallery in Bharat Bhawan. 

We are extremely grateful to Shri Gulam Mohammed Sheikh who along 
with some of his colleagues had worked extremely hard and tirelessly and with. 
love and care to make this exhibition and the catalogue possible. 

Ashok Vajpeyi 
Special Secretary to Govt., 
Madbya Pradesh 
Department of Culture. 



CITATION 

Shri K. G. Subramanyan was born on 15th February, 1924 in Kerala. He was 
educated at Pres·idency College, Madras, Kala Bhavan, Santiniketan and Slade 
School of Art, London . 

Shri Subramanyan is a contemporary Indian artist combining the best elements 
of modernity and tradition. Together with the awareness of contemporary 
milieu and modern sensibility he was the lively ancient Indian temperament of 
ceaseless activity. The poise of his traditional make-up is combined in him with 
the generous application of its creative values in his art. In him the timeless 
strength of the Indian imagination projects itself in multi-dimensional constructs. 
Natural effortlessness and humility constitute unique attributes of his artistic 
endeayours. His terracottas are on the one hand examples of the continuity of 
the ln<pan sculpture tradition They are also charged with contemporary sensi
bility and insight. 

His . passionate concern with the milieu, inspiration drawn from his immediate 
surroundings and deep involvement with his environs determine his artistic 
endeavours . He is deeply interested in the objects around him and ordinary 
objects also develop specific identities. His lndianness is constituted by the 
ceaseless interaction of his art, his mind and the milieu. Shri Subramanyan has 
tried to capture quintessence of Indian tradition and its creative rhythm charging 
them · with contemporarveity and to bring forth in the process new possibilities. 
In their total structure Shri Subramanyan's creations are almost always consoli
dated constructs. His projections are based on the divisibility of space and thus 
uniquely contemporary. Despite being historically a nd geographically localized, 
his works have extraordinary timeless and universal appeal. 

.. 
Shri Subramanyan is famous for working in several media at the same time. 
Four huge murals to carved sculpture, paintings on glass, baske.ts, . oil pamtmgs, 
terraco ttas, weaving folk toys, handicrafts and writing and decorating children's 
books, Shri Subramanyan has been engaged in all fields with equal skill and 
dedication. Such a variety in forms in and media and their all-inclusive syn
thesis together with the blending of modern and traditional disciplines and their 
conceptual unity is rare in the contemporary art scene. In this regard he is 
not only a living symbol of the Indian craftsman-artist tradition but also an 

. example of its continuing relevance. 

Shri Subramanyan has a profound knowledge of arts of the world and a 
~atholi~ sensitivity and generous temperament. A rigorous discipline, unswerving 
Immediacy and I?~~ practice have enabled him to develop, in his ,artistic pursui,t, 
an ease and flexibility of style. He has an exciting curiousity towards art which 
makes him a thinker-artist, a philosopher of art and an expert of assthetics, 
on ~he o~e hand, and brings out in great relief the inter-relationship of his 
mediU~ Wit~ the world. ~round. Together with his incessant awareness regarding 
art, his feeling of humility have kept him engaged in a continuous search for 
a . meaningful visual language. Transcending the duality of form and content 
h~s art co~ceives ~nd articulates both in an indivisible whole, thereby making 
his expressiOn a direct, straight-forward and unconceited comment on the world 
Time and space, object and subject, giving rise to visual and aesthetic tension~ 
provide mu~tiple levels to his forms. He has given to the language of contem
porary Indian art a new refinement and initiated a whole generation of 
contemporary young artists. 

Madhya Pradesh Governement is awarding Shri K. G. Subramanyan 'Kalidas 
Samman' for his long dedication, excellence, creativity get unique endeavours 
in the field of visual arts. 



The Jury for Kalidas Samman 1981-82 met today 15th October,. 1981 at Vallabh 
Bhavan, Bhopal. The following members attended : 

1. Smt. Pupul Jayakar 

2. Shri Shamlal 

3. Shri Shrikant Verma 

4. Shri Ghulam Mohammed Sheikh 

5. Kumari Geeta Kapur 

6. Shri Pranabranjan Ray 

Dr. Karan Singh could not be present. 

2. The Jury was informed that 415 letters were sent by the Department of 
Culture, Government of Madhya Pradesh, to various artists, institutions, experts 
and other knowledgeable persons from all over the country. Reminders were 
also issued. 89 persons and institutions have sent in nominations. In all 88 
artists have been recommended. The Jury reviewed these recommendations. 

3. The Jury unanimously decides to recommend the award, Kalidas Samman, 
for the year 1981-82, to Kalpathi Ganpathi Subramanyan for his outstanding 
contribution in the plastic arts. The Jury also felt that the national recognition 
of an artist of Subrsmanayan's eminence was overdue. 

4. An artist with an affirmative VISIOn, Subramanyan's work draws on multiple 
sources in the Indian tradition. This tradition he handles with ease, and with 
a grace rare among Indian artists. Polyvalent yet indelibly marked with a 
personal imprint his work follows the example of the craftsman-artist of India 
in its disarming spontaneity and humility. 

5. Subramanyan's large relief murals at Lucknow and Baroda and the Gandhi 
Darshan Complex at Delhi are designed as environmental manifestations. 

Similarly, his terracottas are in direct lineage of the Indian sculputural tradition 
but infused with contemporary insight. Indeed, he is Concerned with the trans
formative powers of the Indian imagination, developing the intrinsic element of 
play which informs the entire range of art activity from monumental sculpture 
to folk-toys and textiles, to the semi-urban picture coming right into our times. 
And he has worked like the craftsman-artist of the Indian tradition, in various 
media, learning the skill and lending the quick of the imagination which links 
him with equal ease to the modern sensibility. Subramanayan in this respect 
makes a distinct contribution to the language of modern Indian art. 

Smt. Pupul Jayakar Shamlal Shrikant Verma 
Ghulam Mohammed Sheikh Ku. Geeta Kapur Pranabranjan Ray 



Working on mural (Baroda) 1978 

THOUGHTS ON MURALS 
K. G. SUBRAMANYAN 

Till a few years ago. the easel painter or carver of freestanding at sculpture 
considered the mural a kind of work suited to the craftsman. It made too 
many technical demands on him. It also upset his sense of visionary exclusiveness. 

An easel painting is, in a way, an overgrown miniature. It is unitary and 
individual in its statement and wants wings of isolation around it. It has to 
be seen as a whole and by itself, whatever its scale. 

If in a modern gallery such paintings are put on beside the other, too much m 
a crowd, it is a regrettable contingency. Unfortunate in the sense that one 
painting treads on the foot of another and personal notes are lost in a choral 
confusion. Regrettable again because this tends to lead paintings to mimic each 
other to avoid this. 

Understandably therefore artists want to be shown all by themselves in a gallery 
one-man shows. Then they can pain their personal confrontation with the onlooker. 
They can put their paintings to the right or the left, above or below, all 
stationed like troops for assault. One has only to see with what tactical fore
thought a modern gallery-man rigs up a show. A calculated effort to trap the 

onlooker into a homogeneous environment is part of every exhibition today, 
in what looks like an attempt to surround a man with art and disarm him . 
If from this artists have gone even a step further to design individual environ
ments and stage events it is hardly a matter for surprise. 

True, these are still personal, specific or peep-show-like exhibitions. But they 
are a long way from easel painting as one knew it. 

One may, therefore , reasonably expect that artists will not look with apathy on 
an environmental art like the mural. 

To be properly itself a mural is not just any painting or sculpture on a wall. 
It is such painting or sculpture as grows out of a wall and works with the 
environment and effects thereby a presentational change. 

This should be evident both in its design and concept. 

This should involve the artist working with the architect and vice-versa . It also 
means the artist and the architect should work with the environment. In an 
art situation as that of today which bristles with various contradictory indivi
dualities this is not always easy. At best the parties concerned have been able 
to contrive together certain arresting juxtapositions. 



Landscape in the Evening Sun Oil on Canvas 1956 

It would seem that this is partly because there is too much of an artist-craft 
man in the modern architect . He plans a building over much like an artefact 
and is very specific even a bout its surface requirements. He leaves too little to 

an innovative artist. 

Again it is partly because the modern artist is too preoccupied with his indi vi
dual image that he does not think of environmental conformities, or even 
extensions. He wants to be like an explosion in mid-air. 

Thus, it is that our best examples of mural painting or sculpture (even plain 
mural surfacing) are where the artists and architects worked together or were 
the same people. This was the practice centuries ago, or again where the work s 

grow on each other in a non-combative way as in a folk environment. 

Today's architect treats an arti st with some suspicion , or even condescension. If 
he would entertain a mural artist at all he would like to contain his mischief. 
He would rather mark a specific fenced out area for a mural rather than let 

·· it grow freely on the wall . He would prefer to let ivy grow on his wall but 
not art. Lighting, plumbing, plastering, even paths and flower beds are part of 
his scheme of things but art is an intruder. 

This is not to say that there may not be a few sensitive architects with whom 
it would be a pleasure to work. But they are few and far between. Most 
architects it would seem have no conception of what a mural can be. But a 
muralist has not only to be able to get on with architect but also various 
categories of committee men. 

When l did a ceramic mural a few years ago the architect wanted it hedged in 
within a stupendous moulding. I thought differently and that hurt him, so that 
he raised a barrage of objections to whatever I proposed. When I proposed 
that I would do the work as a relief mosaic in glazed terracotta (the building 
being of brick), he expressed doubt whether terracotta would last. I had to say, 
ask the archaeologists ? When I said I would base the relief on Tagore's play 
King of the Dark Chamber, the building being a theatre, he was dismayed : 
What ! not drummers and dancers as would make the purpose of the theatre 
clear ? r had to say that this play by Tagore hinted obliquely at the purpose 
of the living theatre ; what meaning you miss in the market place you see with 
conviction in the darkness of the mind chamber. I had to take recourse to 
all kinds of sophistry to get my work through. This lack of understanding 
may be alright to some extent, but it takes a lot of pleasure out of doing a mural. 



However, it is necessary to add that compared to architects, committees can be 
even more exasperating. Most ftustating of all is the machinery that controls 
the work for government buildings. 

One may wonder why artists should still do murals, in the face of all this. I 
am trying to discove{·' iriy own reasons .... .. I think it · is important to get art 
into the environment. ' 
To strew art around in the 'environment seems to be the only way of rescuing 
it from the crowded catacombs of culture that our museums are fast becoming. 
Today as soon as a work of art is born it is embalmed with price and publ~
city and stowed in museums and collections in a kind of necro-commerc~, . tf 
we may say so, This is one of the capitalist distortions that even soctahst 
countries are afflicted with. First impoverish the l~ndscape of all art and 
vitiate it with all kinds of vulgarities. Then nourish ar~ with in the vaults of 
the museums. 

This is as pathetic as nourishing household aquaria in .urban slums. 

If art has to be alive, it has to be alive in use. If art has to be seen well 
it has to be seen through time, not in brief weekened exposures. 

But there are more things to it than this. 

To an artist mural painting or sculpture has qualities of scale and change_ w~ich 
a normal painting does not have. A mural changes with every change 10 light 
and in relation with the onlooker as he moves. Because of this these works 
are capable of considerable dimensional polarity; they can even be abstract 
and naturalistic at the same time. A temple can be an abstract heap of stone 
and at the same time bristle with a lot of naturalistic detail. 

An easel painting or a piece of freestanding sculpture would find this very hard 
indeed. 

Also, environmental work can be more rewarding in the sense that if 'can do 
what a single painting or sculpture cannot aspire to do. Think of the orche
strating luminosities of stained glass in a Gothic church; or of the vaulted 
scintillations of Byzantine mosaic or of the pulsating sensuousness of sculpture in 
an Indian cave shrine caught in a tantalising warp of light and darkness. Or 
consider work that is more elaborately environmental and covers a whole land
scape like the temple city of Angkor Thorn in Cambodia. 

These are not effected one can realise in a single painting or sculpture or even 
in one of those elaborate kinetic arrangements. 
Again, working with the environment is the best chance we have for a conti
nuity in tradition. Tradition is an unfashionable word but many of us, and 
others, still talk abo,ut it as of environmental relevance. It does not appear ·to 
me that such relevance is genetically predetermined as some believe in comfort. 
It depends on the culture complex and the pysical environment. 

Of these the culture complex undergoes change; myths fall a prey to reason, 
folklore becomes obsolete with the disappearance of folk living; ways of life, 
techniques and materials change. But the environment continues to be itself 
to a greater or less degree till, God forbid, the face of the planet blows up. 

It is in contact with this that art, craft, and language can be expected to 
grow specific physiognomies today. These reasons seem to be compelling enough. 
But very few of our new murals come near formulating a new vision. 

It has already been stated why. This needs thinking together. Then alone can 
we produce · Somet~ing in our country that will stand in line with what has 
gone before. Not all these works need be lasting monuments. Even the 
occasional and the ephemeral can be significant. 

From : Lalit Kala Contemporary 
April, 1972. . 



SUBRAMANYAN AND HIS ART 
Gulam Mohammed Sheikh 
Nilima Sheikh 

Art today is at a crucial juncture of history. The train of vanguardism has 
reached a cui de sac of its own creation. While avenues of advance are 
becoming fainter and fewer, a return to the state of innocence has elements 
of parody. Some of the recent attempts at 'realism' had a resemblence to an 
act of resuscitation of the human image the earlier vanguardists had killed. It 
seems everything has been tried out; ecliptic abstraction to bane! figuration, 
high-brow aestheticism to crass absurdities, manual wizardries and computerised 
technologies have left little room for further trips. The galleries and international 
extravaganzas have not only begun only lack lustre but have lost heart and 
many are folding up (ironicalty though they are cropping up in the third world). 
The failure of the great 'progress' machine of art has brought widespread dis
illusionment and even a review of 'modernism' per se. The empre artists of 
the third world who once ventured starry-eyed into the art bohemia of the west 
are now becoming nostalgic of the little hamlets of their remote homelands with 
hopes of excavating myths and memories buried deep. 

For an artist like K. G. Subramanyan (or 'Mani' as he is popularly known), 
there is hardly a cause for disillusionment or nostalgia for neither had he 
yearned to join the vanguardist parade nor had he lost moorings in his native 
homeland. He remained somewhat outside the so-called 'mainstream' quietly 
working and testing his convictions. The fast changing modes on the art scene 
left him undeferred from his position the same way as his work going un
noticed for years had left him unperturbed. It would not be surprising if the 
recent spurt of 'recognition' of his work at home and abroad comes as a 
surprise to some who are unable to see beyond the 'manstream'. Indeed, this 
raises some important questions not only about his work but also about values 
in art in general. Those who 'discover' . him today hasten to attribute a recent 
creative efflorescence in his work to justify their sudden response , seperating his 
glass paintings and terracottas from his earlier work. Hopefully the retrospective 
exhibition organised on the occassion of the Kalidas-Samman would dispel the 
erroneous impression and establish the fact that his present work is a logical 
outcome of a lifelong guest-marked with an unmistakeable continuity and an 
indelible stamp of his personality. 

Subramanyam stands apart from his contemporaries essentially for his attitudes 
and ideas. Indeed it is a question of values he holds. The question of style 
does not figure prominently in his case. He would be happy to identify his 
vocation with the traditional craftsman-artist of India in whose work style serves 
a purely functional purpose. So it is not the look of the 'modern' or the 
'traditional' that guides his expression, one or the other or both may serve the 
purpose provided they I:J.elp in bringing his theme to its most expressive fruition. 



Interior Acrylic on Canvas 1967 t 

One can see references to Matisse, Kalighat pata and pin-up prints simultane
ously in his glass paintings. In his early work he used to fa'bricate cubist 
splinter forms and build surface of the canvas with sand. Later h~ used thorny 
linearity (reminiscent of Tamayo) for the melon carts and beasts that roamed 
about the streets. Or at a still later stage he would slice the scene in a jingle of 
squares (referring at once to comic strips and miniatures) with figures and \still 
lifes jumbled up in scintillating prisms. In fact a host of references can be 
drawn up to suggest correspondences. But it is important to remember that the 
thrust of the statement is not made by the diverse means employed; the crucial 
fact being the animation of the image, for without it, The instruments would 
lose edge, image its life. What emerges as constant feature when one views his 
work in retrospect is the incessant sap of energy pushing its way across the 
surface and animating the world of forms in a ceaseless play. The Far-Eastern 
connection is difficult to resist. The act of painting in that sense becomes 
consonant with the spirit of movements conveyed by calligraphic logistics of 
space . Catching a frog stretch his jaws before gulping an insect, the monkey 
perched on his hind legs to leap, crockery and its patterns on a table playing 
truant with each other- the brush stretches, shrinks, daubs or plays spirals with 
the changing movements of hand, wrist or elbow in empathy with the 'body' 
rhytms of animals and objects. The combination of pictorial and corporeal 
rhythms, often alternating and ambiguous, continually changes the meaning of 
forms. 

Such transformations effected with ease and facility again recall the ingenious 
deftness of the craftsmanartist's hand . The village artificer improvises upon his 
material the forms his image or object indicate or conversely, he shaped them 
according to the nature of the material, thus gaining in the process the skill 
to manipulate them from both ends. Such an ability renders the act of paint
ing in a spontaneous simulation of play. The artist's ego for self identification 
is gradually dissolved into an identification with the act as the rhythms accelerate 
and deepen. Subramanyan's work similarly shows how the need to assert a 
recognisable identity (or style) becomes secondary to the process of integrating the 
language with the image. 

It is important to note in this context how style often overtakes substance in 
our streamlined, professienal set up of the 'mainstream' . The artist is excepted 
to conjure up a magical masterpiece with 'original' stylistic innuendoes. Such 
was the case of Bernard Buffet who was made up to be a genius overnight. 
Casting aside the significance of total output of an integrated artistic life, such 
practices encourage a habit of viewing works of art as isolated pieces. Conspi
cuously much of the adventurous spirit of contemporary art is drained in simu
lating or preserving a stylistic Mode. One wonders whether the need to be establish 
an identity does not just become a need to recognisable under the circumstances of 
insecurity the professional artist lives in India. 

Subramanyan's work assumes much greater significance when it is viewed in the 
context of the communicative purposiveness of art. Deeply conscious of the 
alienation of urban art from its social context, he has always sought to find 
avenues of contact with people and environment. The desire to make toys, 



design childrens' books and stage decor, weave or print textiles, comment on 
art in writing and above all to undertake projects of large murals for public 
buildings is guided by the impulse to address a larger millieu .-besides looking 
for a functional role for art. Far from jockeying several horses , it's a life times' 
guest for taking art out of its ivory tower into the open, face to face with 
its audieD.ce. Apparently, he follows the Tagorean ideals and seminal views 
of Nandalal Bose and his mentor Binode Behari Mukherjee. It is in such 
practices that Subramanyan's work turns into an art of hope and positive· future 
as an effective altrnative to the self-defeating vanguardism we referred to in 

the beginning. 

The practice of several media opens the question of the articulation of language 
in answer to diverse needs. The transformation of the image as it changes from 
paper to clay to fibre has fascinated him to respond to their varied challenges. 
He has handled they all with a breath-taking dexterity and an immaculate sense 
of structure. He has rummaged the vast storehouse of linguistic conventions 
ranging from Matisse to wall decorations and tested they against perceptions 
and sensations of is own life. His versatile idiomatic fluency and technical 
expertise are born of his discoveries, through these explorations, of the special 
way in which different materials act and react. One is remineded of the tradi
tional systems · of painting where themes are articulated through a repertory of 
linguistic conventions, each containing a host of references, ultimately say things 
about the theme only a painting can. Subramanyan too concerns himself with 
devising such means through his contact with the material, that he can tell his 
tale of war, flesh and gunmetal in a way only fired clay can._ So the language 
being integral to its function in Subramanyan's work, there is no dillemma of 
'content' versus 'form' that seems to be set many a contemporary painter. 
Regarding these to be indivisible entities, he circumvents the proposition that 

sees as polarities. 

At a time when artists have used their art (often as an effective excuse) to give 
vent to their libido, or to make direct, one to one statements about i their 
emotional motives, the tenor of Subramanyan's work may apppear reticent.". He 
would be loath to make a ponderous statement even about things that affect 
him most deeply, disprobing the myth regarding artists trained in Bengal. He 
deals with his themes with a light hand , with wit, humour and a sense of 
urgency. However, it would be simplistic to consider this merely as a tempera
mental trait. It is the concern for language that intercedes and controls the 

emotional overflow. 

Subramanyan's ouevre can roughly be divided in three major categories : his 
large relief murals and terracottas , his paintings and a vast output of drawings 
and prints. Relief murals and terracottas with narrative contents are some of 
his boldest and most ambitious works. Their importance is further increased 
when we observe a nearly total absence of relief sculpture in modern Indian art, 
which was a chief mode of expression in traditional art for thousands of years. 
Subramanyan has also adapted the use of terracotta as well : a timeless medium 
of archetypal Indian village. 



The relief murals are designed as a part of various architectural complexes at 
Lucknow, New Delhi and Baroda. Far from being decorative embellishments 
of luxury hotels, these are structures conceived as environmental manifestations, 
each in response to the specific needs the building or the complex stands for. 
Using a modular form of prefabricated units to be fitted into the wall he has 
worKed out special methods of assemblage suitable for local conditions. The 
practice invites comparisions with traditional form of temple-building where every 
units was carved and assembled. The Ravi ndralaya Theatre mural made in 1963 
at Lucknow portrays the theme of Tagore's 'King of the Dark Chamber' in 
glazed terracotta spanning eighty one feet. The narrative sequences unfold a 
masked drama through moduled motifs and stylised gestures corresponding to 
the quasi-symbolic tenor of the play. The triple structures at Gandhi Darshan 
in New Delhi is a part of the complex 'India of My Dreams'. They combine 
porcelein and fabric compressed in acrylic within the sandcast forms. Quotations 
from scriptures and Gandhiji's own writing, symbols and insignia of various 
faith activities the surface along with textural devices of village-craft. A con
trolled relationship of surface and structure grows with in the spatial complex; 
at one end an enshrined Kamadhenu and against another a sun-burst seed 
projecting forth. The Kamadhenu conceived in the form of a traditional chest 
or Gujarati Patara has the metaphoric reference with a touch of humour. The 
Baroda mural made in white cement has an enormous seed form bursting like 
a pristine ornament in consonance with the idea of scientific research the building 
represents . 

The terracottas of 1971 and 1978 onwards represent two phases. In the earlier 
ones made in the background of the Bangla-Desh war human imagery takes 
over the rest. There is also a discernible transmutation of his characteristic 
wonder into anxious bewilderment, "a shuttling between the sensuous and the 
tragic" at the sight of man's cruelty to man. Although poignant and moving 
the statement steers away from melodrama. In the square tablets of about one 
foot joined together, a loose narrative of the war game is woven. The figures 
of generals dressed up as caparisoned beasts flaunting teeth and rattling medals 
are modelled with bands and bits of clay piled and pressed . A military uniform 
is mounted a top a menacing phallic altar. The bodies of victims with slit-open 
or slashed skins like leather of linen, lie against vicious instruments of war 
One notices how the malleable medium of clays yields to the analogue of curled 
up flesh and fresh wounds, enhanced by folds , "wrinkles" and cracks when fired. 
While hardening clay corresponds to the petrification of wounds, its natural 
softness retains " the sanguine freshness of flesh" . 

In the later terracottas Subramanyan has found another metaphor of man-between 
the person and his garb. Wardrobe Drama recalls his paintings of interiors, but 
here it seems the distance between the artist and his image is so reduced that 
literally the clay forms breathe more sensuously than ever. The sense of wonder 
becomes physically palpable in the heads of children, like the one about to fold 
up his face as if it were something put on for play. Yet another feels the 
sockets of his own eyes and a charming little girl gapes at us with a finger in 
her mouth. The older characters seem to have been blown outwards (with 

Toys (Designed for fairs at Baroda) Wood , Leather, Fihre etc . 
Stage set .. (Designed for fair at Baroda) 



King of the D ark Chamber (Details) Mural at Rabindralaya, Lucknow Glazed Terracott a 1964 •Kamadhenu' (D etail) Gandhi Darshan , New Delhi Cast Cement 1969 



Untitled Terracotta Relief 197! 

Heads Terracotta Relief 1978 



Interior Oil on Canvas 1976 

puffy cheeks) or pressed down to form their mouths in positions somewhere 

between a squeal and a stuffer. A transient moment of pain lingers in the 
tears dangling like pendants on a weepy face. Elsewhere there is the play of 
hands. They move and manipulate moods of casual gestures with hints of the 
artist's own hand concealed behind. 

The paintings of Subramanyan have his irrepressible sense of wonders as a 
constant theme. He draws his images from doemstic interiors with people 
pets and objects of use scattered about. In the daily drama, it seems the 
dramatis persone act out games of hide and seek. To enact such plays he uses 
visual acrobatics of light and colour and sets the imagery in motion with an 
unerring deftness of execution. The sensuous mobility of these manipulations 
often ring with the delight of having made a first contact with visual reality. 
Bulbous cushions and a sleeping girl undulate in hearing contours, tiles and 

textiles seem to twitter, a dolled up female or an Edwardian royalty prop over 
a balcony or somewhere a series of heads begins to mimic the masks. The 
quick-witted humour and gentle warmth with which they are painted, leave the 
viewer pondering about his own domestica. 

The recent paintings on glass and acrylic (1980-82) have a zestful tenor, a sense 
a celebration and satire. Using the (traditional) method of delineating main 
forms in gouache, then sealing the background with colourful oils and covering 
the blank galss with a golden paper from the back, he achieves an amazing 
effects of scintillating hues. The gold paper changes the relationship of body 
and its background as it shines and fades when we move. The set of glass 
paintings, designed as sundaries of sorts have a variety of self-consciously attired 
dressing table beauties with or without mirrors, pets and fancy objects. The 
glowing colours of extravagent costumes and golden forms sparkle and glitter 
amidst cosmetic blushes, seductive pouts and langorous mien of the ladies 
desirous of being looked at. In fact a peering male head appears evrywhere 
as an onlooker from behind, or is there a hint of one standing outside with 
the glass painting turned into a mirror ? In the new paintings on acrylic sheets, 
images have multiplied and the drama has extended from the dressing table or 
a settle to a full interior and outside. It can be said without exaggeration that 
the vitality of these pictures, closely parellel Kalighat patas and best of Matisse. 
Every lover of art knows that the real nature of the artist's sensitivity lies in 
his working drawings rather than his finished products. For here he breathes 
unselfconsciously without the peering eyes of a spectator, let alone a critic. 

Often, he makes his most intimate statements in these unguarded moments. In 
the case of Subramanyan, the drawing is not only a uncleus for painting, but a 
more crucial exercise, almost a natural practice like conversation. The innume
rable drawings that he has made all these years, including his annual greeting 
cards to friends and colleagues have breathtaking urgency and disarming wit. 
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Many have those characteristic elements of play in embroonic formation, · yet 
always structured and complex . They are like regualr heart beats, instant nota
tions of visual facts or just calligraphic- meanderings. Their bristling sponteneity 
and improvisation are matchless. 

Subramanyan's example affords us to see the man as an artist as a total being. 
As a teacher for over a quarter of a century he taught hundreds of his pupils, 
the meaning of this totality. Today the honour that is conferred upon him is 
a recognition of that ideal which his work embodies. 

Untitled . Painting on Glass .. 1980 
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K. G. SUBRAMANYAN 
Born in Kerala (India) on 15th February, 1924. 
Studied in Presidency College (Madras) 1942-43; 

Kala Bhavana (Santiniketan, West Bengal) 
1944-48; 
Slade School of art (University of London) 
1955-56. 

Was in Great Britain on a British Council 
Research Scholarship in 1955-56; travelled in 
France and Italy. 
Was in USA on a J.D. R. Illrd Fund Fellowship 
in 1966-67; travelled in Japan, Cambodia and 
Indonesia. 
Delegate to Asian Assembly of World Crafts 

Council at Sydney, Australia , in may 1975. 
Delegate to General Assembly of World Crafts 

Council at Oaxtepec, Mexico, in June 1976. 
Lectured on art in the Canadian Universities at 

Montreal, Ottawa, Hamilton and Toronto 
on the invitation of Shastri-Indo-Canadian 
Institute; February, March, 1976. 

Guest of the British Council in London ; April, 
1976. 

Visiting F<::llow at Visva-Bharati , Santiniketan, 
1977-78. 

GROUP EXHIBITIONS : 
Represented in Indian Art Exhibition in U.SA., 

1953. 
Exhibitied with two other artists in England, 

1956. 
Represented in Sao Paolo Biennale, 1961. 
Represented in Tokyo Biennale, 1964. 
Exhibited with ten other Indian artists in USA 

and S. E. Asia, 1964-65. 
Represented in the First Indian Triennale, 1968 . 
Represented in Exhibition of Indian Art at 

Teheran, 1971. 
Represented in Third Indian Triennale, 1975. 
Represented in Menton Biennale, France, 1976. 
Represented in Sao Paolo Binnale, Brazil, 1979. 
Represented in Asian Artist's Exhibition, Part I, 

Japan ; 1979. 
Represented in Asian Artist's Exhibition, Part Il , 

Japan, 1980. 
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Bomhay-1956, 61 , 66, 70 . 
New Delhi- 1955, 58, 63, 69, 72, 7R , 79, 80. 
New-York- 1969. 
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Medallion of Honorable Mention, Sao Paolo 

Biennale, 1961 . 
National A ward , 1965. 

Gold Medal, First Indian Triennale, 1968 . 
Padmashri from the Govt. of India, 1975. 
KJ].idas Samman, 1981 . · 
PAINTINGS IN THE COLLECTION OF: 
National Gallery of Modern Art, New Delhi; 
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PROFESSIONAL CAREER: 
1951-59 Lecturer in Painting Department 

Faculty of Fine Arts, Baroda. ' 
1959-61 Deputy Director (Designs), All India 

Handloom Board, Bombay. 
1961-65 Design Consultant to All India Hand

loom Board. 

1961-66 Reader in Painting Department, Faculty 
of Fine Arts, Baroda. 

1966-80 Professor in Painting Department, 
Faculty of Fine Arts, Baroda. 

1968-74 Dean, Faculty of Fine Arts, Baroda. 

1980 Professor of Painting, Kala Bhavana, 
Yisva-Bharati, Santiniketan. 

MEMBERSHIP ASSOCIATIONS: 
1961-67 All India Board of Technical Studies 

in Applied Art. 
1967-79 Lalit Kala Akademi 
1961-65 Gujarat Lalit Kala Akademi 
1968-74 Gujarat Lalit Kala Akademi 
1967-77 All India Handicrafts Board . 
1974-76 President, Crafts Council of India. 
1974-75 Member of Direction , World crafts 

Council. 
1974 Member of the Governing Council, 

National Institute of Design,Ahmedabad 
1981 Member of Karma-Samiti and Siksha

Samiti of Yisva-Bharati , Santiniketan. 
1981 Member of the All India Handloom and 

Handicrafts Board . 
Has also been on the Board of Studies of M. S. 
U.' Baroda ; B. H. U. , Banaras; Punjab Univer
sity, Chandigarh; College of Fine Arts, Kerala ; 
Faculty of Fine Arts, Bombay University; 
Rabindra Bharati University, Calcutta etc. 
Member of the Editorial Advisory Board of 
'Leonardo'. 

PUBLICATIONS : 
Articles, Papers and Reviews in Marg; Lalit 
Kala Contemporary; Yrishchik; Swatantra; 
Vishvamanav; Kumar; Nandan; Indian and 
Foreign Review ; Art Heritage; Visva-Bharati 
Quarterly ; Visva-Bharati News ; Leonardo; 
Craft Australia; Volume of Art History Seminar, 
Baroda etc. 

Moving Focus (A Collection of Essays on Indian 
Art), Lalit Kala Akademy, New Delhi 1978. 
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First Made the Animals He Made them All 
Alike', l969 and 71 ; 'The Butterfly and The 
Cricket'. 1972, 'A Summer Story', 1972, 'Robby' , 
1972, 'Our Friends The Ogre~', 1974, The King 
and the Little Man', 1974; 'How Poppy Grew 
Happy', 1979, 'Cat's Night and Day' , 1979 ; 
'Frog Life is Fun Life', 1979. 

Address : Kala Bhavana, Yisva-Bharati Univer

sity, Santiniketan-731 235 (W. Bengal). 

with Ramkinker Baij Santiniketan 

Inside Studio, Baroda Inside Studio, Baroda 
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