




Psycho Phallus, Cow dung, grass, wood, 2009

Shine Shivan was born in Pandalam, Kerala, in 1981. Through his sculptural and performative works, he attempts to excavate and
redefine the psychological constructs, experiences and roles attached to masculinity. His works act against stereotypes, thereby liberating
fixed notions of identity from their constraints. Shine has a a Bachelors in Fine Arts from the College of Arts, Delhi, and a Masters in
Visual Arts from Dr. Bhim Rao Ambedkar University, Agra.

Shine debuted with a solo show, ‘Sperm Weaver’, at Gallery Maskara, Mumbai, India in 2009. He has previously shown at Khoj studios,
Delhi, India and was the recipient of the Lalit Kala Academy Scholarship in 2008. His video work was recently shown at the Tate Modern,
London, UK following the success of Move on Asia, 2010, Gallery Loop, Seoul, South Korea. His works were shown recently at the
Museum of Contemporary Art, Taipei. 

The artist lives and works in Faridabad, India.

The Škoda Prize Twenty 77

Sperm Weaver II, digital c-print, 2009 
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18 Kiran Subbaiah
Kiran Subbaiah recasts the artist as a magician in his solo exhibition “Sleepwalker Daydream.” The show contains works from
Subbaiah’s oeuvre that span thirteen years, and bring together various aspects of his artistic practice. Sculptures, video and photographic
images come together in a complex and sometimes contradictory body of work. Subbaiah characterizes this conceptual excess as a
residue that comes after meaning. This post-meaning isn’t superfluous. In fact, it is the main point of interest for the artist. Subbaiah
finds inspiration in this unmapped space, and transforms mundane familiarity into existential questions. His works function as run-on
sentences, ignoring the carefully coded grammar of film and representation.

In Fly, the artist seems to be elevated off the floor in his bedroom. Subbaiah constructs the space vertically, rather than horizontally, to
create an illusion of levitation. With I Shall Never Pee In Bed Again, he uses the same set to enact a cruel punishment, where presumably
a lesson is being taught to the artist for bed-wetting. The artist urinates on the wall of the room in hopes of extinguishing a spark which
threatens to launch the explosive attached to his penis. The image is simultaneously humorous and unnerving. Subbaiah employs visual
illusions in his videos, which like his photography, do not involve highly elaborate or overtly sleek deceptions. Instead, they are purposely
amateur. In Flight Rehearsal, the artist sits in a room on a table, making reference to the laws of gravity and the abilities of bird, as he
embarks on his own flights of fancy, creating simple visual tricks with his camera to perform the act of flying while tangentially claiming
to know “the language of birds.” 

In his other videos, Subbaiah’s investigation often takes a darker tone. He considers a toilet cleaner placed on a pedestal, a subversive
reminder of Duchamp’s Fountain, and cleans garbage off the floor. The video continues to show Subbaiah facing himself with a gun and
contemplating murder/suicide. In Suicide Note, the artist questions the “cheap entertainment,” of experience and viewing, as he opens
up a conversation with himself about suicide, infamy, and representation beyond the grave. By engaging the relationship of life and art,
the artist draws connections between the reification of artistic practice and the possibility of self-annihilation. Time and the constructed
spaces within the television screens allow Subbaiah to examine our virtual perception and how far removed it is from lived experience.
By this constant tension, the artist alludes to the limitations of his viewers and of the camera he uses. 

Subbaiah’s videos works contain a distended voyeurism, where he shoots a close up view of the skid marks in his toilet, and presents
his nude body to the viewers from a distance, all the while strategically allowing and disallowing his audience access. With Spectator,
a robot moves in direct reaction to its viewers, circling the gallery, and proposing a counter-response to the audience’s act of looking. 
With Backwards Ahead, the artist uses an edited time laps to intervene into the experience of his audience. As a viewer enters the space,
Closed Circuit cameras record footage which is then projected onto the wall. Because of the alterations to the footage, the viewer
experiences confusion and pauses in how they perceive themselves and the space they are in. Other objects in the show draw the
audience in with their illogical circularity and comic unfeasibility. The connections between the material used to make the object and its
appearance are at once random and symbolic. A soccer ball made out of matchsticks cannot be kicked for fear of catching flame as it
rolls over tiles of striking surfaces. 

Visitor From The Fourth World, Leather, mixed media, 1996

Love All, Matchsticks, Matchstick paper and mixed media, 1999



Fly, Photograph, 2002

Kiran Subbaiah was born in 1971 in Sidapur. He received a BFA from Santiniketan in 1992, and MFA from MSU, Baroda, in 1994,
and a second MFA from the Royal College of Art, London, in 1994. He was artist in residence at EKWC Netherlands in 1996, Cité des
Arts, Paris, in 1999, Rijksakademie, Amsterdam, in 2003 and at Kunstlerdorf, Schoppingen, in 2006. Recent shows include Chalo India,
NMCA Korea; Indian Highway, Astrup Fearnley Museum Oslo & Herning Kunstmuseum Denmark; India (1899-2008), La Casa Encendida,
Madrid, The View from Elsewhere, Sherman Art Foundation Sydney & Gallery of Modern Art Brisbane; Video Art India, Fundació “la
Caixa” Barcelona, and Last Words, Gallery 4A, Sydney. Sleep Walker Daydream at Chatterjee & Lal, Mumbai, 2009, was his last solo.

Kiran Subbaiah lives in Bangalore.
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Beneath A Pretty Star, steel, paper, polyvinyl acetate, hemp, 1996

Quest, Steel, copper, enamel and real shoe, 1998
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19 Anup Mathew Thomas
Globalization does not refer to a spatial or territorial shift of power. Instead, it is a way for capitalism to function without spacio-
temporal limitations. Therefore, the fluid movements of globalization happen in a situation of dislocation.1 For Anup Mathew Thomas,
globalizing forces do not arrive in a totality, but in slow particles, emerging discreetly in unexpected spaces. In his satirical and poignant
“View from Conolly’s Plot”, Thomas explores the subtle and uncanny changes dispersed upon his native Kerala. The photographs and
images which make up this show are at once intensely personal, taken from spaces familiar to the artist, and immediately public, as
they incorporate locations of civic interest. Thomas investigates the complexities of viewing in lieu of these ever shifting conditions.

Bar, Hotel Arcadia, Kottayam centers around a carved teak image of a nude female opening a door. Scaled to life size, the figure is an
inviting and erotic spectacle for bar-goers, although a sign next to the sculpture requests that no pictures be taken. She turns and
smiles in welcome, an enticement to enter the establishment. The carpenter, Appukuttan from Chertala, told the artist that he was
inspired by a “Playboy Bunny,” which explains the droopy ears on the figures head, and her black high heeled shoes. The Bunny
embodies the Western export of a sexual fantasy which is in stark contrast to the hotel, and the ornate design carved into the wooden
frame surrounding her body.

In the photograph Ambassadors, the artist places a political leader and a wax statue imaging him side by side. In the picture it is almost
impossible to distinguish who is made of flesh and what is formed of wax. Vellapally Natesan is the General Secretary of the SNDP
Yogam, an organization which encourages equality for the downtrodden castes in Kerala. The sculpture was made in honor of Natesan’s
70th birthday by Sunil Kandalloor, who had started celebrity wax museums a’ la Madame Tussauds for Kerala. The local appropriation
of this form of celebrity adoration creates a way for the public in Kerala to take pictures with their own set of icons. Thomas’ photograph
shows the man and his image standing side by side in an eerie doubling that evades a clear distinction between what is real and what
is representation.

The graveyard pictured in St George Forane church, Kaipuzha was once a place of worship and activity. After a new structure was built,
the older space was given to house the dead. In an unusual turn of events, the old building is exhumed as a place haunted with memories
and history. In Pattanam excavation, Thomas also explores the relationship between past and present by documenting an archaeological
site that suggests early trade and contact between the Roman Empire and the Malabar Coast. This excavation site may reveal trading
activity as early as 1000 BC, a distant contrast to the rapid exchange Thomas examines in images like Iceland Bar, Zurich International
Hotel, Kuruppanthara. The owner of this hotel, the artist discloses, divides his time between Zurich and Kuruppanthara. The interior
décor of the hotel, inspired by the snowy vistas Switzerland is famous for, is a kitschy, piecemeal display much like what one would see
in an amusement park. However, its derivation from something “foreign,” undoubtedly earns the hotel a level of local cache. 

Thomas’ photographs fluctuate between comical, nostalgic and strangely alien. They operate as critiques of contemporary times, which
can no longer clearly differentiate between what is native or foreign, and where chronic unfamiliarity is the most familiar feeling of all.

1 Nicholas de Oliveira, et al. Installation in the New Millennium, (London: Thames & Hudson, 2003) p. 8.

St George Forane Church, Kaipuzha, Archival ink-jet print on Hahnemuhle photo rag paper, 2010

Ambassadors, Archival ink-jet print on Hahnemuhle photo rag paper, 2010



View From Conolly’s Plot, Archival ink-jet print on Hahnemuhle photo rag paper, 2010

Anup Mathew Thomas’s recent solo exhibitions include a show at the Contemporary Image Collective, Cairo, 2010, View from

Conolly’s Plot, GALLERYSKE, Bangalore, 2010; Assembly, presented by GALLERYSKE at Kashi Art Gallery, Kochi, 2008; and  Metropolitan
curated by Nav Haq, Gasworks Gallery, London, 2007.The artist has shown work as part of The Self and the Other - Portraitures
inContemporary Indian Photography curated by Devika Daulet Singh and Luisa Ortinez at the Centro-Museo Vasco de Arte
Contemporaneo, Vitoria-Gasteiz 2009-2010, and the Centre de la Image, Barcelona 2009; and Lapdogs of the Bourgeoisie, curated by
Nav Haq and Tirdad Zolghadr, Arnolfini, Bristol, 2009. His work has been featured in  Reflections of Contemporary India curated by
Luisa Ortinez at La Casa Encendida, Madrid, 2008, and Watching Me, Watching India curated by Gayatri Sinha and Celina Lunsford, at
Fotografie Forum International and Kommunale Galerie, Frankfurt, 2006. 
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Bar, Hotel Arcadia, Kottayam, Archival ink-jet print on Hahnemuhle photo rag paper, 2010

M/s Haji PI Ahamed Koya, Beypore, Archival ink-jet print on Hahnemuhle photo rag paper, 2010
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Hope For Love, Ceramic urinal, acrylic, wood,      2010 
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20 T Venkanna
Theegulla Venkanna’s “Sacred and Profane,” an exhibition of mixed media works and sculpture, takes its title from a commissioned
marriage portrait by Venetian Renaissance master Tiziano. The 16th century painting depicts love as either earthly or godly, housed in
the bodies of two women. The face of the women is the same, doubled, in a kind of painterly performance to satiate masculine
heterosexual desire. The violent doubling of the female body in an effort to quell this appetite offers an evocative entry into considering
Venkanna’s work, with its portent view of the violent interface between masculine and feminine subjectivities. Although the works are
filled with puns and allusions to linguistic jokes, the artist explains that language is not a primary concern in his work, and that he does
not identify his practice through any particular ideological lens. However, instead of allowing burden of art historical narratives rest
heavily on his shoulders, Venkanna playfully mixes references and strategies to produce a unique visual language that is darkly comical
and wholly unexpected. 

In The Real Self-Portrait, the artist attempts to create a space for himself within the genealogy of artist’s portraits. A playful aside, or
likeness, included by painters was a way in which to mark skill. Venkanna utilizes a photographic image of himself, in a torrent of
repetitions, layering his own head upon itself with as a kind of shading. The heads, tinted with browns, yellows and Krishna-blues,
come together in the shape of a large male member. The portrait, rather than relying on the likeness of a face, is constructed as an
anxiety-ridden masculinity, whose image constantly fluctuates between concealment and revelation. In the corner, a place generally set
aside for an artist’s signature, Venkanna creates a black rendition of a Hellenistic demi-goddess, pouring water into a bucket containing
the same image the artist’s own head. The ground the bucket and the goddess stand on is a rainbow colored blocks, suggesting the
pure index of commodified color from a tube of paint, a whimsical nod to Marcel Duchamp’s Tu m’.

The double-sided work Surviving is punctured by a small rubber cock, a suggestive pun on the object, which pierces through the opened
legs of a woman, to emerge on the other side, amongst a bevy of sensual females. Simultaneously violent and erotic, Venkanna expresses
a kind of latent life-cycle, where the rooster emerges from a womb on one side and is consumed by a Bacchanalian sexual fantasy on
the other. The fear of castration is interlinked with powerful arousal, in the ambivalent back and forth between desire and repulsion.

Through the analogous relationship between man and beast, Venkanna questions cultural production and the gloss of civilization, a
cerebral division that separates humans and animals. For the artist, the notion of humanity is suspect, with societies and nations capable
of brutality and barbaric practices, which trickle down to inform personal contact and relationships. For the sculptural installation, Hope
For Love, Venkanna draws ghoulish forms and graffito on a Duchampian urinal, which is filled with little painted soldiers, lying in a
large heap. The urinal drips red paint onto a table filled with toy animals partaking in inter-specie intercourse. The work invoked the
violence implicit in human activity, particularly in the masculinist pursuits of war, and other perversions of nature. Similarly, in Too
Hungry Lion, a large canvas shows a lion consume its prey in a lush jungle with hostile delight. Along this frame, small plastic cases
hold diagrammatic scenes, with fornicating figures in front of painted backgrounds. Animal and man come together in a sexual
relationship, presenting the viewers with an erotic taboo.



Untitled Beauty, Oil and acrylic on canvas , 2009  

T. Venkanna was born in Gajwel, Andhra Pradesh, in 1980. The predominant subject in his work is sexual imagination, which
questions and confronts stereotypical ways in which sexuality is understood and defined. Regarded as one of the more radical voices
in contemporary Indian art, his diverse practice involves drawing, painting, printmaking, sculpture, installation and performance.
Venkanna holds a Bachelor in Fine Arts in painting from J.N.T.U. Hyderabad, where he was awarded a gold medal, and an MFA in
Printmaking from M.S. University, Baroda. 

He has participated in several group shows in India and abroad, including The Empire Strikes Back: Indian Art Today, Saatchi Gallery,
London, 2010. In 2010 he had his second solo at Gallery Maskara, Mumbai, and his first European solo show at Gallery Luce, Torino,
Italy. He also showed at Artissima 17, Torino, Italy and at the Museum of Contemporary Art, Taipei. 

The artist lives and works in Baroda.

The Škoda Prize Twenty 89

Surviving, Digital print, charcoal, graphite on canvas and leather sculpture with enamel paint , 2009 
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Dr. Kavita Singh

Dr. Kavita Singh is an Associate Professor at the School of Arts and Aesthetics, Jawaharlal Nehru
University, New Delhi. She is trained as an art historian at M S University of Baroda (MFA, 1987) and
Punjab University, Chandigarh (PhD 1996). She was previously guest curator at the San Diego
Museum of Art, California and Research Editor at Marg. She is currently working a project on the
place of museums in the social landscape of India; this project is supported by a collaborative grant
from the Getty Foundation. She has published on Sikh art, Indian folk and courtly painting and the
history of museums in India.

Rajshree Pathy

Art connoisseur, businesswoman, design aficionado and philanthropist, Rajshree Pathy’s
numerous interests make it impossible to define her with a single tag. Born and raised in Coimbatore,
Tamil Nadu; Rajshree has a lineage that is steeped in the industrial history of South India. She
passionately believes in education and wishes to create a system to share modern and contemporary
culture with all the constituents of society, and thus creating effective awareness.

Rajshree and her artist daughter Aishwarya are the founders of Contemplate: An arts initiative that
will collaborate with artists and art organizations to create unique platforms, support workshops to
encourage new dialogues and help in imparting knowledge through creating forums and
opportunities for contemporary art exposure and incubate art events.

The art initiative which will closely partner and support, two art establishments - the Art Museum and the Art Institute. They are expected
to be fully functional by the year 2011, at Coimbatore, Tamil Nadu, India.

Jury Biography
Tasneem Zakaria Mehta

Tasneem Zakaria Mehta is an art historian, writer, curator, designer and a cultural activist who
has studied Fine Arts and Design at the J. J. School of Art, Mumbai. She did a Liberal Arts degree at
Columbia University, New York, a post graduate degree in the History of Modern Art from Christies,
London, and a Masters in English from Delhi University. She has completed research towards a PhD
on the establishment of museums and schools of art in the 19th century, at the Jawaharlal Nehru
University, New Delhi.

From 2003 Ms Mehta is the Managing Trustee and Honorary Director of the Dr Bhau Daji Lad
Museum, Mumbai City Museum, (the erstwhile Victoria and Albert Museum) which won the
prestigious UNESCO 2005 Asia Pacific ‘Award of Excellence’ for Cultural Conservation. Ms. Mehta

conceptualized, curated, designed, and implemented the restoration and revitalization of the Museum. She raised the seed capital for
the project. For the first time in India a public private partnership has been established through a Trust for the management of a
government cultural institution. The Museum has embarked on an ambitious exhibition and education programme including showcasing
modern and contemporary art.

She has served several terms on the National Gallery of Modern Art, Advisory Board in Mumbai and is also on the NGMA’s national
advisory board. She is a two term member of the Governing Council of the Salar Jung Museum, Hyderabad, and has served on the
Governing Council of the National Institute of Design, Ahmedabad. She has been a member of the Central Advisory Board for Museums
and a Senior Expert Advisor to UNESCO. Ms. Mehta has successfully led the heritage protection movement in Mumbai. She was recently
elected vice chairman of INTACH, the Indian National Trust for Art and Cultural Heritage, which was started by Indira Gandhi in 1984
with Rajiv Gandhi as its first chairman. She has been Convenor of the Mumbai chapter and member of the governing council since
1996. She was a Governor of the MMRDA (the Mumbai Metropolitan Regional Development Authority) Heritage Society, since its
inception in 1998 till 2009.

She has also been recently been invited to chair the CII, Confederation of Indian Industries, Task Force on Museums and Heritage. The
objective of the Task Force is to bring about more collaborative projects between industry and the arts to invigorate the cultural space
in the country.

Ms. Mehta is an art critic and curator and has written and lectured extensively on contemporary art and heritage related issues. She
writes regularly on art and culture for the Times for India. She was on the editorial advisory board of Art India the premier Indian art
magazine. Tasneem has received several awards and recognition for her work. She is one of twenty five women in India who are selected
by Harvard University, USA, as a “Star Woman” for their international women achievers study to be published in 2010.
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