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In the absence of an authoritative book of reference or a compre-
henstve collection on permanent view 1 a public gallery or a
representative album, comparatively few persons have an ade
quate 1dea of the range of the artistic output of Nandalal Bose s
genus, and especially of his work m later hfe Yet almost every
picture by Nandalal could be regarded as having the sigmificance
drrectly or indirectly, of a landmark in the historv not only of
the Bengal School’ but of modern Indian art as a whole For
1n a long and prolific career as an artist Nandalal s work has been
distingwshed by an astonishing variety i terms of 1dea style
technique and treatment In fact 1t would be rmposuible to
provide a full view of his gentus 1n a single volume As reflecting
the course of the unfoldment and evolution of Nandalal s art
the view available from the present album can be tegarded a
that of an outhine only The pictures included here may however
be taken as representative of Nandalal s art from the standpoint
of aesthetic realisation as well as of technical achiey ement

Some notes are gnen about the pamntings but not about the
sketches These are but a selection from an 1mmense storehousc
of materral in all kinds of style and techmque carrymg echoe
from all periods of the artists hfe Apart from therr intrins
artistic merit the sketches chromcling moods and persont
expertences give us a feel of the environment of the artist s ma)
creative work 1n the respective periods

As regards the biograpmeal nate that follows 1t does not pretenc
to be elaborate The orgamic links picked up present a prctur
which 15 coherent only 1n a limited degree \hat 1s given here 1
rather a series of allusions—to circumstances expertences anc
influences 1n the artist s hfe which have, more or less obvioush
some bearing on his creative work

On



would not miss, it was the mathematics class. The explanation lay in
the attraction which Nandalal felt for the mathematics teacher—
the well-known Gouri Sankar De. The personality of Gouri Sankar,
including his manners and attire, had a moral-cum-aesthetic appeal
for Nandalal who would ncver absent himself from his class if he could
help it. There was no evidence of similar scrupulousness in attendance
to the classes on other subjects—subjects which Nandalal had pre-
viously liked more than he liked mathematics or which at least he had
disliked less. The neat figure of the grey-haired Gouri Sankar dressed
in spotless white—in a close-necked coat and dhoti that did not
come morc than an inch or two below the knees—exercised a kind
of spell on Nandalal. There was also in Gouri Sankar’s method
of teaching and dealing with the students a preciseness, a quality
of orderliness which made an impact on Nandalal. For Nandalal,
the mathematics class under Gouri Sankar was rather like an
acesthetic experience and, as such, held his interest though neither
by nature and far less by previous nurture was he attracted to
the subject itself.

To return to the days at Kharagpur. After finishing with the magtab
Nandalal joined the local “middle-vernacular” school. Here the
medium of instruction was Hindi. The Hindi learnt in childhood both
at school and outside—even at home a lot of the local Hindi dialect
must have been used along with Bengali-—went into Nandalal’s blood
and has remained there. Even now when he is under an impulse
to express some strong emotion, which is not often because he
is terribly shy, it pours out naturally in Hindi. In telling stories to
his children and later to his grand-children his habit was to use Hindi.
In his childhood Nandalal absorbed not only Hindi and the scenery
about Kharagpur. The peculiar tang of the human contacts made
in those days also went into his being and can be sensed even now
whenever there is a stirring of memory. Take, for instance, the occa-
sion some years ago of that visit by a villager who appeared one
morning at Santiniketan, asking for Nandalal Bose. The visitor, in
turban and with a stout bamboo stick in his hand, looked a typical
Bihari villager,—apparently a long way off from the world-renowned
Director of Kala-Bhavana. Yet when he was taken to Nandalal it was
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Iike 2 meeting of long-lost brothers For the whole of that day Nandalal
took leave from Ius students and his work and gave himself entirely
to his boyhood fnend from Kharagpur The happy pair spent the
whole day off 1n talking, laughing, and eating together There was
not the least trace of constramt on either side

At Kharagpur, as a boy, Nandalal heard of a pamter 1 a nearby
village He searched lum ont The fellow was a crank He lhived by
painting pictures for the villagers One day Nandalal took to him
pamnting matertals—paper, paints and a brush—and asked lim to
make a picture The artist shook his head—1 pamt only on a wall*
When the paper was fixed on a wall he said, ‘I have no use for that
brush and these paints > He made his own paint by mixing soot with
water and made a brush by rolling up a prece of cotton rag Work
began, of course, after a payment Then at one pomt 1t stopped
Nandalal asked the artist, “Why have you stopped > That madman
of a willage artist answered, “That’s enough for one pice’ So another
pice was paid and the painting proceeded, but 1t was not long before
another pice was demanded and pard And thus 1t went on till the
picture was fimshed The crazy fellow did not know that he had done
more than pamt a picture for the boy Long afterwards, n the
execution of his famous ‘Natir Puja’ series of frescoes in Cheena
Bhavana at Santimketan, Nandalal made a most successful use of
the rag brush

N completing the course of the “Middle” school at Kharagpur,

Nandalal was sent to Calcutta for further studtes His father,
Purna Chandra, was now posted at Darbhanga, the headquarters of
the Raj estate He had bought a house 1n Calcutta so that the boys of
the family mught stay there for their educauion As already stated, the
famuly seat at Banipur was not very far from Calcutta Nandalal used
to go there every now and then to spend a few days away from the
din and bustle of the city Not that Bamipur was to remam entirely
quet The rural scene was being rapidly transformed, asa big jute-
mll was going up in the neighbourhood In its wake came all the
attendant features of a ‘mull area’ That was a period when the key-
note of “industnalization’ here was naked exploitation The lwing



conditions of the workers made an agonizing impression on Nandalal
who was a frequent visitor to the ‘coolic lines’, especially when the
workers were in trouble. The European management’s policy reflected
onc of the typically hateful and vicious features of forcign rule inas-
much as it tricd to keep labour divided by cncouraging communal
discord between Hindu and Muslim workers, pushing this policy on
occasion to the point of actually inciting riots. The evils of forcign
rule and the ugly side of ‘industrial civilization® were thus brought
home to Nandalal through personal obscervation. About this time
he was in close contact with a friend and relative—Dcebabrata Bose—
who was a follower of Sri- Aurobindo. Debabrata came frequently to
Nandalal’s residence in Caleutta and discussed with him the country’s
unhappy condition. Nandalal’s young mind was deeply agitated by
these discussions to which may be traced the beginning of his sym-
pathy for the revolutionaries of Bengal.

In Calcutta, Nandalal first joined school and then, after passing the
Entrance Examination, entered college. About this time his marriage
took place. It was of course arranged by his guardians. The bride—
Sudhira—was the handsome daughter of Prakash Chandra Pal. The
Pals were well-to-do and influential. They, too, lived in Kharagpur,
only on the other side of the Mani which ran across the village. The
head of the family was Prakash’s father. He had plans of a doctor’s
carcer for Nandalal.

But already the course of Nandalal’s life was set in a different direc-
tion. Though his name was still on the college rolls, his interest in
college work steadily declined. Money meant for the purchasc of text-
books was spent in other ways, for instance, in buying illustrated
magazines after hunting the old-book shops. It was during this period
that Nandalal madec a collection of prints of Raphacl and Ravi Varma.
An interesting thing to note about this period was a characteristic
response of Nandalal’s mind to the appeal of English poctry. Along-
side Wordsworth’s pocms in a college text-book Nandalal made draw-
ings to illustrate the poet’s imagery. Long afterwards when Sir William
Rothenstein heard about this he wanted to sce the illustrations. But

nobody knew where the book had gone.
By now Nandalal knew what he must do. He had decided to join
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Abanmdranath Tagore’s class in the Government School of Art, as the
present Government College of Arts and Crafts was then called He
wrote to hus grandfather-in-law that he had lost all interest in the
general academic studies for a degree and career and asked for his
permission to join the Art school The people at Kharagpur already
knew enough about the state of Nandalal’s so called stud:es in Calcutta
to realize that 1t would make httle practical difference whether the
permission sought was given or not So 1t was gven And, of course,
Nandalal had already acted mn anticipation

E B Havell was then Pnincipal of the Government School of Art
and Abanindranath Tagore Vice Principal The name of Havell wall
forever shine 1n the history of the aesthetic revival in modern India
Havell arrved as Principal of the Government School of Art, Madras,
to teach the method and 1deal of Western art which the Indian mind
was 5o eager to learn But Havell proved too great a man to encourage
wrong values and he soon set humself to draw the attention of the
authorities and the Indian public to works of Indian art and started
his movement for the revival of the handloom industry After some time
he came to Bengal as Principal of the Government School of Art, and
here he began his work 1n right earnest till he fell 11l and was compel
led to leave India

He set himself to restore the position of the village crafts i the art
Iife of this country With this end m view he tried to remodel the then
existing Art School and opened 2 new department of crafts, parti-
cularly the handloom He broughs various craftsmen from all over
India and made 1t compulsory for the art students to learn stencilling,
paper cutting, etc , though to work under a mere artisan was regarded
a great hummbation by many of the students Havell brought a hered:-
tary artist, 2 man by name Lala Iswanprasad, for the students of
his painting class The attached gallery of the School was full of
copies of European masterpieces Havell had them all removed and
brought 1n their place Indian mumature pantings of Mogul, Rajput
and other schools All this was very shoching to the cultured’
people of that age

Though his own works do not conform to any of the tradizonal
d h 1s nghtly r i as the

Indian schools of painting, At
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reviver of Indian art in the modern age. To quote from Benode Behari
Mookherjee, “By dint of his wonderful talent he (Abanindranath)
effected a fusion of Western and Oriental techniques and evolved a new
style of painting. The problem of absorbing the Western technique
without detriment to the character of their own art-tradition, has been
a serious one to the modern artists not only in Yndia but also in China
and Japan. The success with which Abanindranath solved it is perhaps
unique in the history of modern Oriental Art. . . .1t is the influence of
Abanindranath that has made us (modern artists of Bengal) modern.
And now that we have become modern we turn to understand the
Indian classical art. It must be clearly understood that we have not
become modern through the pursuance of the old. When in England,
indeed almost everywhere in Europe, sheer academic jugglery in light
and shade was being practised in the name of art, it was an achieve-
ment of no mean order for an Indian artist to have risen above the
lure of naturalism and to have visualised the ideal of real creative art.”
Abanindranath’s early training was in the Western technique reflected
in his works up to 1895. In 1897 Havell introduced him to some of the
best specimens of the Mogul and Rajput schools which lent their in-
fluence to Abanindranath’s art during the next following years.
During 1901-1902 Abanindranath became acquainted with modern
Japanese artists and their works. This happened through the agency
of Count Okakura who had met Vivekananda in Japan and follow-
ed him to India. Okakura believed a nation’s art to be the deepest
expression of its soul. To him the significance of his own country,
Japan, became real through its art. He believed, once herart-mindwas
awakened, India’s whole being would be pulsating with life. Okakura
also believed ‘Asia is one.” He came to persuade Vivekananda to go
to Japan on a prolonged visit. But Swamiji’s health had already broken
down. On returning home Okakura sent Hori San to study Sanskrit
at Santiniketan and the artists, Yokoyama Taikan and Hisida, to
Calcutta to consort with Indian artists for mutual benefit. Abanindra-
nath studied Japanese art with Taikan and Hisida and took from
them practical lessons in drawing in Japanese style.

The most important of all contacts for his future as an artist began
on that day in August, 1905 on which Nandalal, secking admission into

BaNARAS
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the Government School of Art, was taken by a student whom he had
known before, to Abanindranath Tagore i his room at the School
Presenting Nandalal to the Master, the young mterceder said, ‘Please,
S1r, you must take im 1n* Abamindranath looked up A shm youth,
curly-headed and of a smooth dark complexion, was standing before
him with a bundle of papers 1n his nervous hand But there was no
mustaking the sparkle of intelligence 1n the handsome face and the
bnght eyes

The first question was a playful teaser ‘A truant from school
Nandalal gravely answered, ‘No, Sir, I have fimshed school and
have even read m a college I can prove this by certificates

But the certificates that really mattered were 1n the bundle—a copy
of Raphael’s AMadonna, some crayons, copies of Greek statues and
several specimens of still-hfe panting Abamindranath took Nandalal
to Havell Havell mnspected the pictures He preferred the ongmal
preces and was particularly pleased with the work Mahashueta

So Nandalal became a student at the Art School Willy-milly his
guardians had to agree but thetrr misgnings and anxiety about Nanda-
lal’s worldly future were not easily set at rest At last, carrying the
family’s fears, Nandalal's father-in law one day arnved in Calcutta
and went straight to Abamindranath Abanindranath tned to con-
vince um that 1t was possible to live and mawntain a family on ‘Art’.
Finally, Abamndranath said, ‘Please have no fear I accept all respon-
sibility for Nandalal > With this assurance, Prakash Chandra returned
home with an easy mind

tsehanl

‘here was no mg’ mn Ab d th’s class Its key-

note was a spirt of dedication common to both the teacher and
Tus pupils. A feature of the class was culuvaton of the assoctation of
literature with art Discourses on historical subjects and the purgnas
were arranged for the benefit of the students, who found sources of
mspiration 1n them Ewidence of this 1s provided by Nandalal’s works
of that period—S$iddhartha with the ded duck 1n his lap, Death
of Dasharatha, Kali, Satyabh Knishna, the tandarad of Shina,
San, Shiva-Sat;, Bhishma taking vow, Gandhar, Dhritarashtra,
Samgaya, pictures on themes from Betal-Pancha-Vimshat, and so on

A



The Siddhartha showed a marked originality of conception. It was
done entirely in the decorative style. When Abanindranath wanted to
correct the anatomy Havell said, ‘No, let it remain as it is.' Havell
had understanding of the essence of the decorative principle in Indian
art and he realized Nandalal's genius, especially in the perspective of
that art’s tradition.

When Nandalal was a student at the Art Schoo! Sister Nivedita
(Miss Margarct Noble) visited it one day in the company of Acharya
Jagadish Chandra Bose. Nandalal’s work made a great impression
on her. Not that she refrained from criticising what she considered
defects; but on the whole she was deeply moved. Before leaving she
very earnestly asked Nandalal to sce her at her residence. After this,
the young artist was a frequent visitor at Nivedita's place. Nivedita’s
contribution to the movement for the regeneration of Indian art
must be given a very high place among her great and astonishingly
varied services to this country. Her inspiring contact with and unfailing
interest in Nandalal's work right up to the time of her death were of
great value to the artist. About Nivedita Nandalal has said, ‘There
was a rarc shining grace in her countenance. It exuded a glow of purity
and strength, Whoever saw that face even once could not forget it in
life. T can never say cnough about the encouragement ' reccived
from her, When she died it was like being deprived of the presence of
a guiding angel. It was Sister Nivedita who introduced me to the
ideas of Ramakrishna-Vivekananda)

Towards the end of 1908 Havell had to retire from the Art School
and leave for England on account of his health. He was succeeded
by Percy Brown as Principal. Abanindranath continued as Vice-
Plrincipal. Brown was a stricter disciplinarian than Havell and un-
doubtedly the previous régime had permitted a somewhat casual
attitude towards the rules. One of the carlicst things Brown did was
to make it clear that he would insist, for example, on punctual atten-
dance both by students and teachers. In order to impress this on all
concerned he ordered that the gate should be closed at 10 o’clock so
that those who came late would be shut out for the day. On the very
first day of the promulgation of this order Nandalal was to find
the gate closed before him. He asked the gateman to inform

In TheE RaN: Collection Indulekha Ghosh
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Ab d h of his pred and the Vice-Prmapal had
personally to come to the gate to help the late comer gain admttance

Nandalal was a student at the Art School for five years When
he fimshed the course the authontres of the Art School offered
him a post which he declmed For he had a call from
Abanindranath for work at the latter’s house at Jorasanko where
a nch vartety of jobs awaited lim He assisted 1n the prepara-
tton of a \! of Ab d th’s  famous ‘Tagore

Collecuon’ This included muniatures of the Rajput and Mogul
schools, book illustrations of the Persian schools, colour prints
from China and Japan, ilustrations of palm leaf manuscripts of
the Buddhist schools, Nayika and Ragimi pictures of Rajputana,
Shaiva and Varshnava paintings of the Hill School, metal sculptures of
Nepal and Tibet, bronzes from the South, wooden and stone images
of the Pala School, pat pamtings of Bengal, wvortes, terra-cottas and
specimens of the doll maker’s art from all parts of India, and also
textiles Nandalal copied for Abamndranath a large number of old
drawings Also, Nandalal had become Art teacher to the children of
the Tagore family And, of course, bemng mn daily contact with the
Master, he was learrung all the time

That was the ttme when the vigour of the new art movement
was already reflected 1n the growth of a recogmzable school
and a arcle of pamnters, which, with Abanmdranath as the central

figure and ack ledged guru, included Nandalal, Asit Kumar Haldar,
Surend: h Ganguh, d h  Gupta, Kshitindranath
M. der, Surend! h kar, K Venkatappa, Halim Mal d

Khan, Sailendranath Dey and Durgesh Singha Apart from Havell’s,
the support which the new school receved from Gaganendra Nath
Tagore, humself an outstanding artist with a disunctive style of his
own, Ananda Coomaraswamy and O C Gangoly 15 especially
mentionable It should be noted that Abanindranath’s studio at
Jorasanko was not merely a painter’s workshop Those who gathered
there did not Tumt their attention to the classical and the folk arts
There were readings and discussions to promote mnformed criticism,
a new awareness of aesthetic values and an enlargement and
heightening of feeling about beauty and art
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These latter objectives, however, needed a special forum or organiza-
tion for their pursuit on a wider, national scale. And this was provided
by the Indian Socicty of Oriental Art which had been formed in 1907,
The principal initiative was Havell’s, backed by Sir John Woodrofle,
Sister Nivedita, Abanindranath, Gaganendranath and others. The
object of the Society was stated to be the ‘cultivation by its members,
and the promotion amongst the public, of a knowledge of all branches
of ancient and modern oriental art by means of the collection by
its members of objects of such art and the exhibition of such collee-
tions to the Society ; the reading of papers, holding of discussions,
the purchase of books and journals relating to art; correspon-
dence with kindred socicties or collectors and connoisseurs ; the
publication of a journal ; as alvo the furtherance of modern Indian
art by means of holding public loan exhibitions of objects of ancient
and modern and in particular oriental art owned by the members
of the Society or others; the encouragement and assistance of
Indian artists, art students and sworkers in artistic industries by,
among other means, help given to them by the Society towards the
disposal of their work, the holding of public exhibitions of works
of modern Indian art and the award of prizes and diplomas
at such exhibitions.”

Nandalal became associated with the work of Indian Socicty of
Oriental Art. His picture Shiva-Sati at onc of the Society’s exhibi-
tions brought him a prize of Rs. 500. This provided the wherewithal
for a tour in northern India in the company of a friend. With
an cye for things of artistic interest wherever he went, Nandalal
visited Gaya, Banaras, Agra, Dclhi, Mathura and Vrindaban. Not
long afterwards he carried out, with O. C. Gangoly, a tour of
pilgrimage in Southern India also. Not only the architecture and
sculptures of the temples were studied. The south Indian way of
life also was observed with cqual interest. These tours, in north,
and south India, formed a special chapter in Nandalal's life.

The caves of Ajanta in Hyderabad first became known to the world
in 1819. Descriptions of them appcared in the ‘Transactions of the
Royal Asiatic Society’ in 1829. In 1844 the Socicty addressed the

Directors of the East India Company with a plea for the preservation
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of the caves and the execution of copies of the frescoes and as a result
of therr minute, Major Gill of the Madras Army was engaged to make
facsimile copies of “all the pictures and was allowed adequate assis-
tance Major Gill worked with devotion at Ajanta until the Mutimy
and sent from time to time about thirty copies to London where they
were kept 1n the Museum of the East India Company Those were
pamted 1n oils and were, except for vehicle, facsimiles

In 1875 the Government of India sanctioned an annual grant and
Mr John Gnffiths with the help of students from Bombay School of
Art began the work of copying the frescoes The copies were sent
to South Kensington Museum But on June 12 1885 out of 125
canvases which had been sent to South kensington 87 were
destroyed or damaged by fire

Nearly a quarter of a century later, at the mstance of the India
Society and of Lawrence Binyon of the British Museun Lady
Herringham, wife of Sir Wilmont Herringham came out to India

, on a mussion whose object was the execution of a new set of copres
4 - of the Ajanta frescoes In this work Lady Hernngham secured
MW financial assistance from many Indian patrons of art including some
b % Indian Princes She had brought some aruists from England but they
Granp MA  Collaton R N Chakra orty were not enough to cope with the work So she asked Sister Nrvedita
for some Indian artists VWhen Nandalal received Nivedita s message
he was at first unwilling to go to Ajanta as 1t was so far anway But
Nivedita was determined to send some Indian artists and especially
Nandalal, on this yjob She saw Abanindranath and explamned to lum
the 1mportance of the matter But even Abanmdranaths approval
and encouragement could not completely overcome Nandalals
hesitancy At last one day Nivedita appeared and declared with a
note of finality that she had fined up everything, nothing bemng left
to Nandalal and the three others who were to accompany him
except to get ready and start The party consistng of Nandalal,
Asit Haldar, Venkatappa and Samarendranath Gupta left for Ajanta
m December, 1910
An 1dea of the nature of the job that awaited them at Ajanta
can be had from the following description by one of Lady
Herringham’s artsts

Thirteen



‘It is nearly impossible to get at once an impress of the whole of the
largest composition without the aid of artificial light. The acetylence
lamp which we used gave a good general light over two-thirds of a
wall and this was uscful for completing copics. For tracing frescoes in
dark parts, a strong motor lamp on a tall three-legged stand, and so
arranged that the light could be turned on the top or bottom of a wall,
would have been most satisfactory. Oil lamps arc possible but they
arc difficult to manage and the light is not so concentrated. When the
painting was very much darkened with age the best way of tracing
accurately was to fasten the two top corners of the tracing paper with
adhesive slips, roll it up quickly from the bottom with left hand, look
at the outline, roll the paper back and trace. In this way it is casier to
copy the various thicknesses of line ; and it is not necessary to draw
lines freely on the paper. The outline everywhere is sensitive. When
coloured copies were made, a fairly rough tracing was done first and
transferred to the painting paper on the frames and the outline
accurately copied from the fresco afterwards ; but in the case of those
intended to remain as outlines, the exact tracing was made on the wall.
The coloured copies were exccuted on thick cartridge paper.’

After completing their allotted tasks at Ajanta, Nandalal and his
three colleagues returned to Calcutta in February, 1911, By this time
Nandalal’s fame as an artist had spread, not only in India. The works
of Abanindranath, Nandalal and their colleagues belonging to what
was now called the ‘Bengal School’ of painting with an established
position in the country roused interest among art-lovers and connois-
seurs in some foreign countries also.

About 1913 Nandalal had an argument with Abanindranath. The
discussion has not been published but it is known that the point
at issue was whether art was for the people or for the élite alone.
Nandalal now came to live in the family house at Banipur. He felt an
urge for pat-painting. Following the ‘Kalighat’ and other models, he
went on painting picture after picture while he conceived an extra-
ordinary scheme to dispose of the products of his brush for the benefit
of jute mill workers and other common folk. The idea was to offer
pictures at such a low price that poor people could buy them.
So the pat-pictures were priced at four annas each and Nandalal made
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ArTists’ Cavp, Fatzeur
Collection Indulekka Ghosh

an arrangement with a grocer’s shop for displaying and selling them
For the shop, the pictures had an advertisement value because they
attracted people So the artist was not charged any commussion
Every evening Nandalal would call at the shop to collect the day’s
sale-proceeds from his pictures This scheme came to an abrupt end
when Abamndranath, on coming to know of 1t, sent for Nandalal and
bought up s entire stock of paf-pictures

During this period of his stay at Banipur Nandalal had constant
engagements 1n Calcutta where he came almost daily For instance,
the frescoes 1n the Basu Vynan Mandir (Sir Jagadish Bose's Insutute)
were executed while he was staying at Banmipur Nandalal assisted also
1n the activities of the Indian Soctety of Oriental Art 1n various ways

The then Governor of Bengal, Lord Carmuchael, was a lover of art
and he took great nterest 1n the Society He was eager to have some
works of the Bengal School of painting exhibited 1n Europe This was
Just before the outbreak of the first World War A collection of ptctures
was made through the Society and these, together with other objects
of art assembled from various parts of India, were despatched byship
for London But war had already broken out and the ship was torpe-
doed 1n the Meduterranean and lost with all 1t contamned Among the
pictures so lost were several by Nandalal including Satt’s Tapasya and
Poush-Parien The tragedy was deeply felt by Nandalal It s difficult
for others to gauge the depth of an artist’s feeling for his creations In
this respect Nandalal 1s especially sensitive His prctures are so much
a part of s self that hus mind seems to carry a viid 1mprint of each
one’s genesis—the background of its mspiration, what problem or
problems 1t set and how he solved them, anything of interest about the
matenal used, and so on Reproductions of Poush-Parian can be
found i the Calcutta periodical ‘Prabashi * Satt’s Tapasya was prmted
n Stster Nivedita’s posthumous book

Rabindranath Tagore’s contribution to the renassance mn India s
immeasurable Apart from his own superb direct contrnbution,
Rabmdranath was a source of mspiration, encouragement and help
to whosoever or whatever showed any promuse mn lterature, art,
science, scholarship or 1n fact 1n any field of creative activity, ncluding
the economic He radiated faith in a resurgent India and wherever
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he saw any talent or genius struggling for self-expression he would
go to the limit of his power and resources to help it. The ‘Bengal
School’ of painting owes an immense debt to Rabindranath. If its
guru or creator was Abanindranath, the latter himself was in a sense
created by Rabindranath. The Poet took a deep interest in the
members of Abanindranath’s circle of disciples and colleagues. Among
them, he had already recruited Asit Haldar as an art teacher for his
school at Santiniketan which was the nucleus of the present Visva-
Bharati. Later, Surendranath Kar also joined Santiniketan. Mukul
Dey, another prominent member of Abanindranath’s ‘family’ of
artists, was a former student of the school at Santiniketan. It was
Rabindranath’s great hope that Nandalal, too, would join Santi-
niketan. But at that time the resources of the Brahmacharya Vidyalaya
were limited and it was some years before Nandalal came to join the
institution at Santiniketan permanently. His first visit to Santiniketan
took place in the summer of 1915 on an invitation from the Poet.
Rabindranath made an occasion of it by giving a reception to Nandalal
in the traditional Santiniketan style at the Amra-Kunja. The Poet
read a poem specially addressed to Nandalal. The other artists
present—Asit Haldar, Suren Kar and Mukul Dey—also shared in the
ceremonial honours.

An incident associated with this occasion may be mentioned here
to give a glimpse of the playful side of Nandalal’s character. It had
been arranged among Mukul Dey, Surendranath Kar and Nandalal
that they would assemble at a particular spot at the Howrah station
from where they were to take train for Bolpur. When Mukul Dey
arrived Nandalal and Suren Kar were already waiting for him at the
appointed place under a gas light. When they met, Nandalal said to
Mukul, ‘We arrived a few minutes ago. Now, here is something for
you. Okakura gave me this stick of Japanese ink. I give it to you.’
Nandalal handed the present to Mukul who was very glad to keep it.
At Santiniketan, Rabindranath told Mukul that he wanted some good
paper on which to write a poem on the occasion of the reception and
present to Nandalal. Mukul had in his stock some good 10"x 12"
Chinese handmade paper ornamented with cherry blossoms with
light gold edge. He took it to the Poet who asked now for some good
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FISHERMAN

Collectson Jamuna Sen

ik That was easy to produce Mukul brought forth the stick of
‘Japanese ink’ which he had received from Nandalal at Howrah station
It was not possible to dissolve the suck and put 1t 1n an mkpot So
Mukul put 2 new nib on a new penholder and gase it to Rabindranath
to write while he humself stood by to supply mk on to the mb from
the stick with a wet brush As the wnting proceeded the Poet went
on wondering why the 1k was so dull Mukul assured him there
was no cause for worry—the ik would bnghten up afterwards
After the ceremony, the artists returned to the cottage where they
had put up By that time dayhight had dimmed and when they tried
to read the poem, Tagore’s writing appeared faint and hardly legible
A kerosene lantern was brought in but 1ts light made no improve
ment Then Nandalal asked Mukul Dey, ‘Do you know what paint
was used to wnte the poem » Mukul Dey said, “Why, 1t was that
Japanese ink given by Okakura’ Nandalal gave out a cry * What
have you done, Mukul ! It was a joke Okakura has indeed given me
a very valuable stick of Japanese ink But what I gave you at Howrah
was nether that nor any other Japanese ink It was a carbon suck
that had fallen from one of the gas lamps at the station’

The joke played on Mukul Dey contamned the suggestion of a fing
at the craze, then prevalent among many of Nandalal s artist friends,
for everything Japanese It was enough to say that 1t was ‘Japanese
1k’ to make Mukul Dey fall for a stick of carbon

Of course, a few days later Nandalal received from Rabindranath
another copy of the poem 1 the Poet’s handwriing—this tme no
doubt i mk of a more orthodox kind

During the cold weather of 1915 Nandalal, along with Mukul Dey
and Suren Kar, spent over a month as the Poet’s guest at and near
Silardah n the Tagores’ estate tn North Bengal Most of the time they
lived 1n house boats on the nver Padma or 1n tents on ckars The whole
day passed 1n painting and shetching The ghittering river with 1ts wide
expanse, the chars extending to the horizon, hundreds of thousands of
wild ducks from the Himalayan regions come to plamns 1n the winter,
the human scenes of village Iife on the nver side—provided no end
of subjects for the artist’s brush and pencil When the visit concluded,
Nandalal and his coll had, after ext their own stock of
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shoulder the major responsibility, he must come to Calcutta at once.
Comung from Abanindranath, it was for Nandalal a summons from
the Gurz Yet he was unwilling to leave Santiniketan and wrote so
to Abamndranath Abamindranath rephed that the Society’s scheme
would have to be dropped 1f Nandalal did not come Rabmdranath
was not at Santiniketan when he heard about all this He lost no ume
1n wnting to Nandalal, *If you leave Santiniketan, Kala Bhavana will
close down * Eventually, Nandalal had to yzeld to Abanindranath, and
he returned, unwillingly, to Calcutta after he had been with Visva~
Bharati only for some months The wrench was panful on both sides
but 1t did not remarm unrepaired forlong In fact, even when Nandalal
worked for the Society in Calcutta he continued to be 1 close touch
with Santimketan He spent every week end there This routine
continued for more than a year when a complant reached the
authorities of the Society about Nandalal’s weekly wisits to Santi-
mketan because he could not always return to Caleutta by Monday
Lest any bitterness should arise out of 1t, Nandalal resigned from the
Society’s work as soon as he heard of this complaint He now came to
stay permanently at Santimketan, but some time passed before he
rejoined Visva-Bharau wholly, in a stpendiary capaaty

This was the ime of Gandhy's first Non co-operation movement
and the whole country was 1n a state of agitaton which to some ex-
tent affected Nandalal's mind also At this juncture an interlude of
three strenuous months at the Bagh Caves provided a sort of emo-
tional restorative As Nandalal himself recalls.

‘It was 1921, We were trying to settle down to our work at Sant-
niketan but my mind was rather distracted owing to the political
upheaval in the country There came one day about this time a wholly
unexpected invitation from the Gwalior Darbar to go and undertake
the copying work of the frescoes 1n the Bagh Caves which were fast
crumbling down The offer opened up a possible avenue of much.
needed change 1n environment and occupation Situated in the
southern slopes of the Vindhya range on the left bank of the mer
Wagh or Bagh, a small tributary of the Narmada, the Caives extend

fonsoon TiME AT SANTINIKETAN over a frontage of nearly 750 yards
Collection Indulekha Ghosh ‘On detraiming at Mhow we (Nandalal, Asit Haldarand SurenKar)
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were met by an officer of the Gwalior State who put us in a motor bus
which stopped at dusk at Dhar, a small faluka outpost in Gwalior.
Afier ncarly a week’s preparation there the three artists set out onc
morning for Bagh. Four bullock-carts were waiting outside the Dhar
dak-bungalow. The road from Dhar to Bagh traversed through densc
forests at several points and depredations on highways by panthers
and tigers were not absolutely unknown. We were, however, well
protected by military guards, On the fourth cvening in a most roman-
tic carly winter twilight we reached Bagh bustee, a mere collection of
about a dozen Bhil huts with a cluster of densely wooded hills on all
sides, one of which contained the famous Caves with frescoes.

“The next morning as soon as we had a hurried breakfast we ran to
the Caves for we were impatient with excitement. But a rude shock was
in store for us. The Caves, though discovered about five decades ago,
had been allowed to run to almost complete decay. The roof over the
entrance on whose walls were all the frescocs, had collapsed, lcaving
the pictures exposed to the ruinous cflects of the sun and rain. We saw
before us nothing but a dark patch over the walls, roughly 50 feet by
20 fect with traces of faint lines and colour here and there. We would
not have believed at all but for the insistence of the State archacologist
that we were actually standing in front of the frescoes which we were
commissioned to trace and copy. We stood there dumbfounded and
completely perplexed when we werce informed that the pictures would
become visible if water were thrown upon the walls, as indeed was the
case. On liberal application of water soused over the walls, the pictures
considerably lighted up no doubt but we could not carry on long
with this method, as the carthen plastering of the walls would come
crumbling down along with water. Such vandalism was certainly
not for an artist. We cventually planned a modified method ; instecad
of roughly throwing water over the walls, we would apply a soaked
sponge gently over a small portion of the picture and as the lines
showed themselves we would carry on with a little tracing. This,
however, was a most laborious and monotonous mecthod with the
additional difficulty that even after a few days’ work we were unable
to understand what actually were the pictures in their entirety as we

could see only a very small portion at any onc time. We had yet to
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solve the main problem—a proper method of tracmng the pictures

The task was exceedingly difficult as even after the application of
water, the lines would not be so very clear as to show appreciably
through the tracing paper I was, however, lucky to remember that a
Japanese artist foend of mine hampo Ara San, had a method of his
own to deal withsuch difficult cases—he would place the tracing paper
over the picture, hift the paper round a corner a httle, scrutmize the
lines closely and then immedhately replace the paper and hurnedly do
a httle tracing  That was the only possible method and after three or
four days’ constant practice, we became quite quick with the work

But this was nevertheless a very dull process and robbed us of most
of the aruistic Joy of our work For three long months we plodded on
like that, every day for close upon eight or nine hours and brought
our task to a satisfactory fimsh’

1siTors to Kala Bhavana will see an interesting map kept

V there From it an idea can be had of the far-flung influence
of the Santimketan school of art A dot 1s put on this map for
every student who has received trammng at hala Bhavana, indrcat-
wng the place from where he or she came The whole of India 1s
now full of such dots There are a few which mark places outside
India also

About the method of teaching followed at hala Bhavana Nandalal
once said

‘Here 1n Kala-Bhavana, the students are encouraged to try ther
hands at onginal work nght away from the very beginming , and
gradually, hing to individual needs they are taken through all
the different branches of techmque il they finish their course, the
whole process taking full five years

“Technique, for our purpose, 1s divided into six main categories All
these are of equal value , individual need determines the particular
branch to be taken up first
‘“The s1x main branches ma) be enumerated thus

1 The correct reproduction of a picture or an object as seen by

the eye
2 The study of an object from all possible viewpoints and in such
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a manner that it can be reproduced from memory when such
object is not within sight.

It must be mentioned here that a one-without-a-second view-
point in the study of an object has no place in our system.
These studies are intended to drive the object deep into the
sub-conscious mind from where they are expected to emerge,
the basic rhythm and correct proportions of the object standing
clear on the conscious mind of the learner.

3. The above studies are followed up, in natural sequence, by an

attempt at concretising the abstract form behind the object.

4. The study of light and shade and of perspective in order to re-

present a solid mass in its proper dimensions.

5. The study of the anatomy of the human body.

6. The study of colour : Its right use and the harmonious blending of

its various tones and depths in order to create the desired effect.

‘This last is a special study by itself. The student is encouraged
to make a close study of nature and of good pictures so that he may
develop within himself a deep sense of colour harmony.

‘The above as a course of study in the principles and practice of
technique, it will be observed, closely resembles the formulae as laid
down in our ancient art treatises. They are, (1) Discrimination (as
between forms, etc.) ; (2) Comparison (in similarity or otherwise) ;
(3) Proportion ; (4) Expression of emotions ; (5) Grace and beauty (in
treatment) ; and (6) Finishing (which in its comprehensiveness
includes colour composition, harmony in form and in expression, etc.)

‘Our own experience has been that careful discrimination has to
be made between student and student according to their respective
needs and capacities in the matter of timing the study of the different
branches of technique. The natural tendency and the individual bent
as revealed in their original work must suggest the order. Technique
is not recognised as a study by itself nor are lessons as such given in it.
The aim always kept in view is that technique must help forward the
original work of the student. And as individual needs differ, the order
of study differs accordingly.

‘In our view, a real work of art must show the artist’s personality,
must be natural and must conform to tradition as well. The artist
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cannot afford to 1gnore any of these Is nor can he

on one at the expense of the other two They must be well balanced
Too much emphasis on personality may lead to eccentnicity , on
naturalness, to mere , on d to 1 The

students here arc taught to avoid these pitfalls

“What 15 und. d by position 1n the acad, sense has no
place 1n the system followed 1n kala Bhavana We prefer the term
creation 1nstead By composition 1s meant the bringing together of
certain unrelated parts and then shape them 1nto a rhythmic whole,
the life movement comung last It 1s like creating the body first and
putting the breath of hfe into 1t afterwards To the Indian artist the
hfe movement suggests atself along with the Idea Then comes rhythm
closely followed by form In other words, the life urge creates the form
best suited for the expression of the Idea

“To our mund, art1s a complete whole and 1t 1s to be judged as such
A mere analysis of 1ts component parts 1s of no help Art1s a Ive some-
thing and 1t 15 so intermingled with the artist s personahity that 1t 1s
well nigh impossible to separate the two To understand the artst,
one has to study the entire background of his Iife, lis day to day
nspirations and his way of opening himself up to them, his individua~
Ity and the measure of 1ts power All these the guru must do 1n respect
of his pupil artists and that with 2 deep and subtle sympathy 1n order
to be able to gmde them and help them to reahse therr own power
This 18 our way in Kala-Bhavana

‘Gurudeva had recognised that an artisic atmosphere was essential
n creating artists And 1t was 1n order to start such an atmosphere
that he summoned us to the Santimketan Asram Here m Kala-
Bhavana 1t 15 recogmsed that to keep up such an atmosphere, the
teachers must continue producing onginal works of art which will
mspire the pupils to similar efforts This 15 considered to be an essen-
tial part of teaching and, without 1t, teaching would be a mechanical
process devoid of inspiration and utterly useless Those who will come
after us must of necessuity conform to this view They must keep a
watchful eye on the atmosphere built up with so much thought and
care and see that 1t does not deterorate and all our sacnfices go in
vamn It 15 not so much by their skl in teaching that they will be
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Jjudged but by the spirit with which they are actuated as artists and by
their devotion to the sacred cause. That is the only way to keep up
the ideals of Kala-Bhavana of Abanindranath and of Gurudeva.’
Nandalal on another occasion said: ‘For an Oriental artist it is
not necessary to start with a strenuous effort to master anatomy as
an isolated subject, because in Oriental art an understanding of
life-rhythm is enough to start work with and to give expression to
ideas. With the progress of the artist’s observation his knowledge of
form increases and can be utilized in conception. But such knowledge
should be utilized only to the extent necessary. One must guard against
an excessive use of detail in form to the detriment of life-rhythm. The
movement of the idea and the rhythm in its expression derive from
life-rhythm. Perception of life-rhythm is instinctive in man. This can
be seen even in pictures by children because it is this with which
children start their work. Other examples are dolls made by the village
potter, and the pats. The works of children and rural craftsmen, in
general, all primitive art, become natural because they have little

knowledge of form. The works of a high class artist are also natural
because he is a master of that knowledge but eschews unnecessary

complexity of detail in the expression of the idea and rhythm.

* * * * * *

‘When it does not fit in with the picture, one would be well advised to
suppress one’s knowledge of anatomy. In my picture Shiva-Sati, with
the dead body of Sati lying in Shiva’s lap, his left knee should not be
visible according to correct anatomy. But the picture demanded it
and had it. The situation can be likened to the predicament of a couple
fallen in the hands of robbers in a forest. If the husband loves his wife,
he tries to save her first and not the ornaments she may be wearing.
Similarly, the real artist, if necessary, will not hesitate to throw his

knowledge of anatomy to the winds in order to save the picture.

% % * * * %

‘Art depends, simultaneously, on three things—tradition, nature and
originality. An work of art which excludes any one of these cannot
be whole or perfect. Art which relies on nature and originality
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only but has no hink with tradition and no strong roots mn the past
tends to remain 1n a sort of perpetually mfanule stage subject to wild
eccentricities of the arust On the other hand, tradition and ongi-
nality, without nature, make art ifeless while 1n the absence of origs-
nality 1t becomes stercotyped

* * * * * *

‘Pictures, again, can be put into three classes—realistic, decorative
and tradibonal In a realistic picture reality 1s followed as far as this
15 posstble without any detnment to the integnty of the picture In
decorative work such combinations are permusstble as a horse jomned
to a lotus stem, a bird to a fish or a human face to a duck’s body
Traditional art abounds with ples of the t of the first
two styles, that 15, realistic and decorative One, however, has to be
sery careful 1n the use of such combinaton and guard aganst reck-
lessness that can easily become disastrous [rom the point of view of art

For instance, I felt a shock when I saw a gramophone 1n the border
of a Banarasi sarce nstead of the tradiional conch, or creeper or
floner The designer must have thought that he was scoring on the
“old men” , but 1n fact, he had marred and not made art

. . * " . "

‘When panting, the artist must constantly keep i mind the mam
note of the picture, what one wants to sece and say through it Some
particular detail may be good and beautful by stself and yet out of
place 1n the picture 1 which case it will have o be discarded There
must be control so that neither line nor colour hecomes Joud There is
10 rule that one must always follow the exact juxtaposiion of colours
10 nature What 1s essential 53 to observe their hasc nter-relattons
and congrutty to emuronment As onc cap start a song o any note
30 2 man can be painted m sed or even mn green The importint thing
15 to know what colour to put next 0 11 to tmake st come of best [n
decoratise ant, it would be permsssble to pamnt the sky or 2 dJoud or
a hull 1 green like that of the young paddy The artist s 1o Jearn
from nature the deeper and finer relationdups between cofonr and
colour*
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Nandalal has always stressed the importance of developing personal
rclations between teacher and student. It was for this reason that he
would not take in too manystudents. Every ycar there were moreappli-
cants than could be admitted. When working at a picture it was
Nandalal's practice every day to have, by turns, two students ncar
him as helpers. He would talk to them, not nccessarily about art or the
picturc in hand all the time. They would converse on all manner of
subjects, including personal matters and the students’ home life. In
this way the teacher brought the students close to him. Apart from this,
there were picnics and the regular annual outings of two or three
weeks each in which all the students and teachers of Kala-Bhavana
led by Nandalal joinced.

Reclationship between teachers and students was also strengthened
by joint creative work which has been an outstanding feature of the
lifc and teaching at Kala-Bhavana. Evidence of this will be found
in the frescoes and other works in the various buildings at
Santiniketan. When Nandalal was invited by the Government of
Baroda to exccute frescocs in  the Royal Mausoleum there in
1943 he took along with him a batch of students who shared
in the work.

While on the subject of frescocs, we may recall two disappoint-
ments which were deeply felt by Nandalal. He was very cager for
the work in the Mulagandhakuti Vihara at Sarnath, but according
to the terms of the endowment it could be given only to an artist
who was also a practising Buddhist. Nandalal was also very cager to
exccute frescoes in the Ramakrishna temple at Belur, but later he had
to give up this dearly cherished hope on account of failing health.
A large number of sketches were done both for Mulagandhakuti
Vihara and Ramakrishna Temple.

Orders from outside for fresco-painting, poster-drawing, book-illu-
strating, etc. were cxecuted through the Karu-Sangha, an organization
which Nandalal established in 1929 for the benefit of the members of
Kala-Bhavana, cspecially students. For, Nandalal had found that
there were many among the latter who were far from well off. It would
be a great help to them if they could earn some moncy as they went

through their course. Also, all did not get regular employment imme-
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ABANINDRANATH'S StpIo

diately on their passing out The Karu-Sangha helped many such arusts
through difficult times

In 1924, Nandalal accompanied Rabindranath on a four
months’ tour of China, Japan, Malaya, and Burma The party
included also a number of Indian scholars The object of the tour
was to reave and foster closer cultural contacts and exchange
of 1deas between those countries and India The tour provided
Nandalal with an opportunity, which he fully utilised, of making
first-hand acquamtance with the arts and the artists of the countnes
visited Ten years later, when Rabindranath visited Ceylon,

Nandalal was with hum
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noucn he had been known to Gandhiji before, Nandalal came
T into closc touch with the Mahatma first in 1935, about the time of
the Lucknow session of the Indian National Congress. Gandhiji, who
gave a top place to art in the life of the nation, had summoncd
Nandalal to Lucknow to decorate the pandal in which the Congress
was to be held. Nandalal took with him a batch of students from
Santiniketan to help him in the task. Nandalal beautified the Congress
pandal in a way never done before. He had set a new style of pandal
decoration. Next year the Congress was held at Faizpur, a village in
Maharashtra. Again the summons came, but Gandhiji himself was
not surc whether Nandalal could stay away from his work at
Santiniketan for more than a month required by the job at Faizpur.
But to Gandhiji’s joy, Nandalal went to Faizpur and, as usual, with
his batch of students. There he did not take up residence in the
‘lcaders’ camp’ as he was expected to do but stayed with his students
among the volunteers. What he made with bamboo and straw as his
main materials was wonderful.
The following year’s Congress session was to be held at Haripura,
a village in Gujerat. Well ahead of the date an invitationcame to
Nandalal to go to Bardoli to meet Gandbhiji for preliminary discussions
about the planning of the pandal. The reply went in a telegram from
Nandalal begging to be excused this time because he was ill. But in
less than a week and without any previous intimation Nandalal was
at Bardoli, to Gandhiji’s joyful surprisc. Nandalal cxplained, ‘I
didn’t expect to get well so soon. The day 1 felt well I started for
Bardoli.” After a few days at Bardoli, Nandalal went to Haripura for
having a closc look at the peasantry’s lifc in the locality. For he wanted
that the art which was to be displayed in the making and decoration
of the Congress pandal should be in tunc with the life around. Re-
turning to Bardoli, Nandalal told Gandhiji, ‘I have now a clear idea
of my task and am ready to start work.” ‘No,’ said Gandhiji, ‘I sce you
are not quite well yet. You must rest yourself for a few days first.
Why not come with me to Tithal ? So Nandalal went to Tithal with
Gandhiji for rest. Here is the account of a small but revealing incident
about which Nandalal wrote in a letter from Tithal : ‘One day coming
to the sea-side for a walk, I left my shoes on the sand and strolled away
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barefoot As I came back aflt scm time I found Gandby standing
with hus staff, keep ng quird ¢ 0+ shoes’ Here are your shoes,’
he sud What 2 witdi ¥+ Candhin heeps even on the smallest

things ! He was keepn 4 on | " shoes lest there should be

any difficulty for me 1 w ! t 1 .ot the shoes all night but felt

terribly abashed After th ot } ! v canng shoes for many days’
The days at Tuthal withe ¢ 1y 3 ork soon became somewhat

dull for Nandalal When Gandhuy saw this he told Nandalal, ‘You
cannot paint because you have not brought any pamts with you
Why not try with earth > That was a good 1dea Nandalal collected
carths of different colows and mnade a semes of pictures on post
cards m poster styl. depwting rural hife

Recollections of Harpura include the story of a dispute which was
finally settled bv Gandlip himself On the top of the flag-staff Nandalal
had placed a flower made of cloth To this the politicians objected
They saxd the flag must have the highest place, nothing could be above
1t Nandalal said he had given the highest place to art, the flower must
not be pulled down Why didnt they object to the pulley at the
mast-head ® The engineer in charge was called 1n but he was unable
to settle the dispute At last Gandhip humself had to intercede His
verdict was that what Nandalal had said must prevail

The pictures winch formed a part of the decoration of the Congress
pandal became famous as the Harnpura Posters

In matters relaung to Art Gandhiyy's faith in Nandalal was un-
bounded There was a proposal, which eventually did not materialize,
to hold a Congress session at Purt 1 Onssa In this connewon, a
section of Congress leaders allowed their minds to be exercised over
the nudes 1n the sculptures of the Puni and Konarak temples An
industralist offered to have the offending sculptures plastered over
at hus cost He actually got Gandhyr’s consent for his proposal When
Gandhy asked for Nandalal’s opimon, Nandalal made a vigorous
protest “The proposal,” he said, ‘1s an impossible one The question
here 15 one of iewpoint  To obliterate these figures wll be to destroy
some of the best creations of art It 15 indisputable that the figures,
as creations of art, belong to a high order’ Gandhyi accepted
Nandalal’s opinion and the proposal was buried
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Gandhiji regarded Nandalal’s work at Santiniketan as being of the
highest value to the nation. Pre-eminent among the reasons that lay
behind Gandhiji’s anxiety for the future of Visva-Bharati and his
efforts to help it, especially after the death of Tagore, was his convic-
tion about this value.

There are examples in history of poets, painters and musicians being
patronised and rewarded with titles or money-gifts by persons in
authority, but the quality of the love and respect which India’s
supreme national leader felt for India’s greatest modern artist was
unique. For graciousness and spiritual purity, the Gandhi-Nandalal
relationship was without a parallel.

Among the few things that adorned the bare walls of Gandhiji’s hut
at Sevagram was Nandalal’s love-gift of a picture depicting the Buddha
with a wounded lamb in His arms proceeding to the place of King
Bimbisara’s yajna.

OR some time past Nandalal’s health has not been too good. Yet,

despite his years and a weakened body, much of the old routine of
a disciplined, hard worker is intact. Nandalal rises at 3 a.m. and, after
ablutions, reads the Gita, Rabindranath, Ramakrishna, Aurobindo
and such like, till dawn and then goes out for a walk. During the walk
he would pick up little things of beauty—maybe a flower, or a pebble
or a piece of wood. Most of these daily acquisitions find their first
resting place in a bag which Nandalal has named Lakh takar jhuli or the
Lakh-rupee bag. Returning from the walk he starts work and paints
through the morning. His advice to his pupils used to be: ‘Morning
time and morning light are the best for original work. Do your
copying in the afternoons.’

Nandalal has been a whole-hearted participant in the cultural life of
Santiniketan. There has never been a more regular attendant at the
evening functions, whether musical, dramatic or literary. But anyone
looking for him anywhere near the frontline of the audience would
be doomed to disappointment. Invariably Nandalal would take a
back seat, usually in the very last row. Many a time the Poet had
tried to make Nandalal sit near him but never succeeded against

the artist’s adamantine shyness.

Thuty
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A ABOUT THT PLALES

PLATE 1

SATY [1908] Wash Pamnting St ¢ 12°x7)

Materiar  Whatman Handmade Paper

CoLours Burnt S enna Yellow Ocbre Ind go Chrome Yellow Vermioy ¢ 1d

After killing Ravana mn batde Rama sent 1 ord to Sta Sita performed sblutions de hed
herself 1n fine clothes and ornaments and then proceeded in 2 chatiot ts meet Rama On
sceng Srta Ramas muind was tormented with do bts He 51d S1ta Rayana 111 ast
lustful eyes on you [ should not by taking you back bring a slur vjon my noll |
Then Sta mournfully told Lakshmana I no longer wasl t best 17

slander cast on me ‘The funcral pyee 1s the only remedy | repare o ¢ fo

pyre was made ready and set abght Sita frulessly stepped nto the fre T « e
she Tooked I ke the vision of a golden goddess Then agam tl G d of Fre 2l 1

in person He removed the pyre and 1n s arms was Sita unlarn d antw il a
radiance Then the God of Fire handed over Sit1to Rams 1 d sad Ra  nt k
back your Sita there 15 not a trace of smn her

Satt or Stta s ordeal of fire was pamnted by Nandalal when he v as a student 111 € t
School of Att After beng extubited i Japan ta 1910 dhus g1ct e as pul 15! c
magazine Aokka of Tokyo InIndia this picture Wonwarm praseasso t«  w | a
coloured wood cut prints On ts first appearance the pcture <l auted theen us 1t n

Its conception and artistic creativeness are the first shinne Irdrarh+ tleo «nuh
of modern art  Saft receives mention 1n Abw ndranaths aut oz yh 1w o 1 e
counts Havell had got up a society with a few Lur peranenand won e m mbms
They used to work 1a the Art School for an hotror s omth ever ne 1 asort la art
club where distussions and cnnesms nere held  nd al o, on o crst ) s 1 er
Thornton of the Martin Company used to look fier it everst Ao fat bl was

hus Jook out Not only that he was a big buyer (0o Afany of Na1¥al Isp nure h | oust
About the t me he bought Nandalal s Satt we had deaded ¢ et il Testpetur prt ted and
put mto arculanon Some we did get printed and thev woed  (fre S and othr
paimtings were carefully packed and despatched to Japwn D reprat ot mnim ¢ Ohikira,
Tathan and others made the arrangements Tl e teproduct ona aime 11 L after 2 2 jroated
1n coloured wood cut ‘Thornton s Sats also came back When Thorn 3 vpacled the ictwe
he couldn t recogase 1t at all  Come sharp  he sent s ord to e 3 mesbing s rarge has
happened Satz s changed somel ow Itsnolongertfeorgrs s3I repothaste What
couldit be I asked myself and then saw that really mdee 1 Sat ¢ wmpl~  had turned
mnto the colour of ashes as it were It was just Ihe of wm distem er Why b dis
happened? Thornton asked Paint has d scoloured but ho L thws Ircphied Cant
1t be restored » Thornton asked No thats not poss ble  1d 1 Thomton fele dgjeeted s
Saft i such a wretched state ! In those days we oursehes wsd 11 2 lot rf pmntings 1had
Dbeen keen on having Safi 1 couldn t get 1t because T} ornton ha 1 toker stofl I tnld Thornton

If you have 1o use for 1t then let me have the pcturc and you tahe som= other picture
m exchange of 1t * So I brought Satt home and started th nkmg what could be done about






this juncture that knshna adjured Arjuna to overcome his funt heartedness and to be ready
to fight for hus night as well as to fulfil his duty as 2 Kshatriya

Parthasaratht was painted after h s return from the Buddhist Cave temple at Ajanta where
Nandalal with a group of artists had copied the wall paintings for over three months

The picture was exhibited m Calcutta and sold to Nerman Blunt a noted connoisseur of
Indian arts and crafts It was Blunt who had introduced Abanindranath Tagoreto E B Havell

While i England Norman Blunt bemng mn pecumary difficulies wrote to Abamndranath if
he could secure a buyer for the Parthasaraths The latter himself offered to purchase and
brought back the painting to India

Since Parthasarath: the artist has made several attempts 1n this style It s interesting to note
that none of them reflects the same depth of 1dea

PLATE 4

OVER THE PADMA IN WINTER February 1915 Wask Panting St ¢ 36 X 15%
Marertar Cartridge Paper

Covrotrs Neutral Tint Blue Black Gamboge Ch nese White

In the winter of 1915 Poet Tagore mvited \andalal and two other artists Surendranath
Kar and Mukul De to Shel dah the seat of his estate m North Bengal There they spent
over a month 1 many places | ving with the River Padma—partly m boat partly in tent on
the rvers de or on sand banks During the rainy season the swollen swift moving Padma
2 name of the Ganga as it flows through central Bengal befare joining the Brahmaputra turns
mto a vast sheet of water when from one bank of the river the other bank becomes almost
mwsible In winter the niver presents quite another picture The waters recede and the
submerged lands come up agan many 1n the form of 1slands There the wild ducks gather by
hundreds of thousands and the swift waters are outspread 1o the farthest pomt of the hoizon
“There are sceme pictures all around

Nandalal also pamted here a few puctures for allustrating Tagores book a collect on

of pocms

PLATE 5

RN SHWEPT KON IR 14 [1917) Wask Panting St ¢ 60" X 26"

Materiar Cartridge Paper

CoLours Burnt Sienna Yellow Ochre Ind an Red Chinese Tnk Emerald Green \fica

Konarak Surya Deu) for its size the most richly ornamental bu Id ng—extremely at least—
1 the whole world  was erected in the middle of the Thirteenth Century by Narasmhndeva
and dedicated to the Sun God It stands today on a lonely stretch of sea coast north cast of
Pun tn Onssa The entire sanctuary was concaved as an architectural hkencss of the Sun
God s chaniot which gives an illusion as though 1t 15 actually flying through the sky O the
terraces of the roof as interruptions to the lines of the cornices are monumental statues «f
female musicians Surasundans They have massive heroic beauty quite i heef ng with these
function of serving as architectural ornaments to be seen from a great distance

m



Uhe visit to Konarak in 1917 inttoduced anew Factor to the esolution of Nandalad's artistic
renius, He was woonmpanied by Sutendianath Kar and the Japanese artist, Kampo

Avai SancThe temple provided the soune artists with subjects for scores of shetehes, This
preotuse was done Liter in Calont,

PLATLE o
LOST AN THE WWOODS, 1k Wak Pamtin:, Seer 18° > 87

Matrrinr Cantridee Pape

Cotovrs Lmerald Green, Yellow Ochire, Burnt Sienng, Indian Red, Chinese Inl, Chinese
Whttr,

A foret scene of los fall tanee around Khataepur where the artist was born and where he
spent his bos hoed davs, TCwas painted m Calentta during the period be undertool. commis-
<oned worlo ot e Pyeoe Mar %r, The soung artist, when hie heard a criticism about its
badanee and competion, cot the pictiure outnght into two, But Later he found his original

compontion and scheme to he correct and eejoimed the two picees together,

PLNTE 7

SINTHAL GIRL, 146, Wad, Pt e, Size 501730610

Mazrmia Cantiduee Paper

Cororrs Chinese Inb, Indun Red, Buent Sienna, Yellow Ochire, Burnt Chrome lightened

with white,

Abanindranath Tagore in his Caleutta house planted and dwarfed in Japanese style a banyan
treean a pot, In e the bansan attained ity maturity but it height sas stilf a few inches only.
Abamndranath decorated the pot with stone chips. When Nandalal joined Santinihetan in
199 Abanindranath presented the teee 1o Nandatal, At Santinihetan Nandalal broke the pot
and planted the tree in the courtvard of the then Kala-Bhabana, Seon by the sheer impulse
of 1ts hife-force the dwarfish tree grew up in stature, Looking at the liberated, lively tree
Nandatal saud, “Between the hie of this tree and mv own life there i< much in common.” After
Caliuttr, awas ftom the cite’s noise and bustle Nandalal felt a seuse of liberation in the
solitude of the open spaces at Santiniketan, Nature wok possession of the artist’s mind.
Here there were uninterrupted views of fields on all sides, with stretches of red gravel-strewn
undulating Land internvening to add sariets to the scene, There were Santhal girls collecting
dny leaves and brohen twigs and branches of trees; Santhal boys grazing cows or with bows
and arrows roving in sel forests,

Nandalal painted his Santhal Girl soon after coming o Santiniketan, On the occasion of
Visva-Bharati's inauguration learned men from all over the world gathered at Santiniketan.
They used to hold discussions in the Large hall of the Kala-Bhabana, With this picture, Santhal



PLATE 8

GRIEF OF UM.A, 1921, Tempera, Size 53" 31°

Marzrias Carterdge Paper

Cotours Cluncse Ink, Lmerald Stone Dust, Cobalt Bluc, Vermih n Japwuese Wostr,
Indian Red, Yetlow Ochre

From the legend of Shina which Kahdasa has immartalseit in huy K taml hd v [ he
gods were bent on procuning the reunion of Shuva and $3kts 1n her new earnatom Ui
—the beautiful daughtes of Himalaya The beautsful damsel casne dresseid s her bl 1 be
and stone beads and flowers attended by her maid and e companors ey brought aly ot
a meeting at the moment when Shiva was made to shake off for a few m ments his e | F
eternal contemplation under the spell of Madan's bow Sucl a wmien et d Uit ralt e only
physical and Uma had made no spintual preparation 51 st Shiva wan very mo b errie o
at Madan’s impertinence and from Shiva's “angry eyes’ restless flavhey scc rehed they nile ¥ yn s
of Love to ashes  Then the Great God Jeft the spot—lcaving the disappr mted mad una + 1
1n gricf and shame Grief—for she loved, and all her love wis van and shune  £o 1
spurned before her youthful ¢rain

PLATE 9

THE SPIRIT OF THE RIS, 1921, Tempera Svr 11”41

Mareriat Whatman Handmade Paper

Cotorrs Coltyrum, Emerald Green, Light Red, Indian Rexl, Yellave Ocbre, €11

Painted after his return to Santmiketan from the Bagh Casc temples 1 Gwaler State
This picture 1s 2n a1 tic vison of Santniketan dunng the rams Tt hac a tink with a I,ne
by Tagorc

It bosrm of the stamtlrud
€ 5 tns ve 7 with streamin? hair

PLATE 10 i
VEENA PLATER 15 Terpera, St 174 49y
Marerir Teak Wand

Cororrs Yellow Qui  Terra Verde, Indian Pr Cobaz Blue, Green, Gell, Vernilien

The South Tndian t,p~ of Verna was mtroduced at Satiiketan Fv e erurt mus e an of
2

the \Mfaharaja of Putapuram Plawgen

pit
a short time became pr pular i northem i
. created 2n 1ntensely a6 Mot € ATOEEET
. the dnd an Secierv of Omenal Art and later acquirer bre the

\Fe casical musical astrezment pemved and 10
g2 Tre Veena e muneal qualites and the

arusuc wav of playn
The preture was first 3¢ cured by
present owner



PLATE 11

OUT ON ASTORMY NIGHT, 1923, Wash Painting, Size 134" x 91"

MATERIAL : Japancse Handmade Paper

Corours : Indian Red, Yellow Ochre, Burnt Sienna, Indigo, Light Red, Chinese White,
Mica, Gold.

Out on a stormy Night is onc among the many pictures by the artist first published in the
latc Ramananda Chatterjec’s periodicals, the Prabashi and the Modern Review. It will not
be out of place to refer to Chatterjee’s love for and cagerness to help spread the art movement
of the new Group. In the carly days and for a considerable period these two monthly
magazines served practically as the only means of contact with the public. Young artists in
distant places got inspiration and new ideas from reproductions in the Prabashi and the

Modern Revice.

PLATE 12

MANDIRA DANCE OF KATHIAIWAD, April 1923, Ink Work, Size 104" x 6"
MaTerRIAL : Indian Handmadc Paper

Covrour : Chinese Ink.

Rabindranath Tagore, along with a number of professors of Santiniketan, visited Kathiawad
in 1923. The folk-songs and folk-dances of Kathiawad impressed the Poet; he desired that boys
and girls at Santiniketan should learn them. At the end of his tour, the Poet brought back
with him a family of peasants from Kathiawad. A thirteen-year old girl of this family danced
in the mango-grove with a pair of mandira in each hand,

To what extent this subject attracted Nandalal can be estimated from the fact that he designed
many sketches, lithographs (Kala-Bhabana collection) and coloured paintings on this mandira

dance.

PLATE 13

PIWWE DANCE, 1924, Tempera, Size 42" X 274"

MATERIAL : Silk

Corours : Yellow Ochre, Chinese White, Chinese Ink, Indian Red.

At an invitation from the Chinese universities in 1924 Rabindranath Tagore, accompanied
by a number of Indian scholars made an extensive tour of China and other Far Eastern
countries. The goal of the Mission was to renew the old cultural ties which China and other
Far Eastern countries had with India and also to work out a constructive scheme of
co-operation. The deputation included Kshitimohan Sen Sastri, Professor of Indology,
Santiniketan, Nandalal Bose, Head of the Kala-Bhavana, L. K. Elmhirst, Director of
Sriniketan and Kalidas Nag from Calcutta University.

On their way the party halted at Rangoon for four days. One evening a Burmese songstress
came to provide songs for the guests, Her father accompanied her on a Saung, a string instru-
ment. The twelve-year old sister of the musician was a practised Pwe dancer, she was with
them. On being requested to give recitals the fair-looking handsome little girl, Ma Due,

vi



sasd she had not come prepared For this national dance, there rust have special dress and
ornaments The guests insisted, “We do not want such formal show ” A Banaras Sars was
available With the Sart on and to the music of her sister and father she performed exquisite
dances Infimtely changing and vaned every munute were the graceful movements of her
tender blossom-like body, creating beauty 1n thousand new shapes and forms—sometimes
1t was like blowing flower, or a creeper swayed by the gentle wind or a rippling nver, and
sometimes agamn 1t was like a bird dancing, a peacock on a cloudy day Nandalal ceaselessly
went on sketching the movements These forms, the arust said, were mimitably beautiful
and hints of these were also found 1 old Indian sculptures

One of the 1tems of the dance symbolized the dropping Shephateka flower The picture was
painted on Nandalal's return to Incha The artist humself mounted 1t 1n Japanese style

PLATE 14

KURUKSHETRA, 1925, Tempera, Size 29§ X 214"

MaremiaL Cartridge Paper

Corovrs Vermilion, Terra Verde, Chinese Ink Yellow Ochre, Stone White Lemon
Yellow, Emerald Green

A story from the epic Mahabharata The hauravas and the Pandavas after dynastic disputes
extending over many years made ready for opea combat As the opposing forces with
their allies stood arrayed on the plan of Kurulshetra just before the great war began,
Arjuna, the principal Pandava warrior, was overtaken by an mtolerable internal conflict
His heart quailed at the thought of the war and the mass murder that st nvolved mcluding
the luilling of fends and relatives What use would be victory gained at such appalling cast ?
All the old standards seemed to fail hum Lake hus heart, the old values were m a state of
collapse

PLATE 15

GURU ABANINDRANATH, August 1976, Tempera Swe 127X 73"

Maresiat. Indian Handmade Paper

Corotrs Shell White, Yellow Ochre, Chrome Yellow, Vermilion, Emerald Green, Gold

The modern art movement i India may be said to have been anaugurated by E B Havell
It was through the writings of this great Enghshman that the people of India were made
aware of the vast sigmificance of the Indian art and 1ts wdeal The proncer gemus who gave
form, shape and character to this new 1deal was Abamndranath Tagore Iven before
Abamindranath came under the influence of Hasell s gmdance, his mind had been noursshed
n the here of hiterary Ttwas d h who first created the taste for
Indian art Acharya Nandalal was Abamindranath’s student and worked for a considerable
perivd under the mfluence of the latter’s gemus

About Abanindranath, Nandalal said, ¢ To call myself a disciple of Abamndranath 1s but
stating a fact But 1t Jeaves very much unsmd Whatever L am I know Iam only a creation
of fus He has created me m the world of Art and m that scnse T am bkea sonunto fum We
recognise that the master attracts not so much through hus skl in teaching as through hus ideal

i



Nreal G neve .

i never mpo e lamsell on s dicple He alwass encourages the pupt to develop
Jus power i his own was
The proture was o buthday et o Ins Gur and was exbibuted iy the Indian Society of
Onental Artan Cidonn

PLATL 16

DINCING GIRL'S WoRsIND, Fervay 1907, Fet pere ar ! Wak Sive 37 347
Mot Sk

Cototis Yellow Ochiee, Tndim Red, Ulteannnne, Cluoee Lol Japanese White

N oseene tnan Lavore’s deanty, Dancome Girl's \\'nnlup, buwed on a Buddhit theme The
dancie ol heee divcards the voreroms auter dre reseshing the Blddun's vellow robe,
The story untolds the un de mmded devoton o the Buddba of Shrman, the pilace dancer,
Kine Aptvatnu acdetermmed o e the Fingdom of Maeadb feee from Buddhist influence

Undonted by the Fins's onder prolislntin s worstup at the Budd st stup 1, Shrimat prepares
heprlt to offer pravess at the shrme, eeectmd dunn > Bunbior s resen in the roval garden at a
«pot s here the Ruddha houd <at With the intention of snsalung both Buddhr and the dinang
nirl a 1001 et v secured that Shomat e d e~ betore the Buddhset altar Beautfully

dresie sy appesrs before the ctapy Bot g the surprive of all, hier danee turns out 10 be an
att ab worstup She beans tn danee \s shie dhnces she unfistens her ornuments one by one
and theow s then at the foat ol the upy Lueptinss the gaad anbes Shrman whe fidls down
drae)

In the fint ey of the deany i Galontty the arnst’s eldea daughiter apperd i the role

of Shrimate and vwea mest mouny and inspared perform iee Nandall decorated the stage
and preparerd the contnes for the shaw People are not <afheientls aware of Nandalal's
onimd contnbutions ta styeeserdt and community feaal decorauons The stvle formerly

follimeed 1 dres and «et hud o realiste tendeney Thie most renmrhable trant of the new syyle
developed by hum s it unnveraitlin. ook st s mad e-ups, the bings, queens, muds, ordmary
citizens, robhiers or other prrsonnel You cannot eall them as belonging to . particulir country

07 4 partie ular rezton, yet they do not appear unreal

PIATL 17
RETURN, February, 1007, Peredd Draong, S1ze 81° 2 4737

Mamrwmar Cantndee Paper

The punung of this picture provided the artist’s mental escape from the bustle of testivities
on the accasion of a mrrrage i his fannly - Anudst crowds and din he fimshed 1t unruffled

It was sold at the one-man show held at Dargeching After about two vears Tagore wrote a

poem on the pcture
When sou went far aua

Spring’s store of joys was not yel spenl.

It 15 seribed in a corner i the Poet’s own handwnung
T his 15 the only penal drawing of great dimensions by the arust,
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PLATE 18

THE STARTING OF THE BRIDEGROOM November 1928 Tempera S ¢ 6§ x 4

Matsrial Nepalese Handmade Paper

Cotovrs Vermihion Indian Red Chrome Yellow Emerald Green Ultramanne Chinese
White Chinese Ink

Nandalal has not painted many pictures in th s partcular Bengah Pat style After hs student
days at the Art School he lived for a period m his ancestral home 1n the neighbouthood of
Caleutta Whle there he painted a number of pictures i the pat style and used to gne them
away to the peasants and working people of the locality for a few annas About pat pamtings
Nandalal has later sad  Pamting develops mannensm when for a long t me an object 1
invanably through habit compared to another fixed object Pat s that kind of punting  h ch
suffers from the defeet of such mannerism There should be change in manner and techmg
m accordance with the changing tastes of a nat on 1n the process of tme The art st mu t
humself discover new modes of resemblance and comparnon

Nandalal painted three pictures of this size and style dunng this tme

PLATF 19

CHAITANYA TEACHING IN HIS SCHOOL July 1929 Ink Work Sur 8 X 54"
Mareiar Nepalesc Handmade Paper

Cotour Chinese Ink

The Great Vashnava religous teacher, Chaitanya was born m the year 1485 i Nadia
Bengal Of Brahmun parentage he recenved the usual education of 2 Brahmun boy and thanks
to lus extraordinary talents became even when he was sull 1 hus teens famous for hus pro
ficiency m all branches of Sanskrt knowledge, specally grammar thetonc logic and
philosophy Naturally enough he started 2 70! {school) where he taught those subjects This
was before he renounced the world and became completely absorbed 1 his spiritual mussion

PLATE 20
DAUGHTER IN LIV November 1929 Linoprint St ¢ 7° x5
Materiar  Nepalese Handmade Paper

From the children s illustrated book Sahaj Path by Rabindranath Tagore

Nandalal s interest 1 graphic art can be traced from the year 1925 He has not had too many
wood cuts most of them are done 1n no The Dands Marchand Ahan Abd I Ghaffar Rhan
are ymportant specimens of his lino-cuts

PLATE 21

DANDI MARCH March 1930 Tempera S ¢ 15} % 91"

Marertat. Teak Wood

Cororrs Indian Red Yellow Ochre, Terra Verde Winte Stone Chinese Ink

In December 1929 the Indian people deaded to launch a campasgn for Independence
Mahatma Gandh searched far a form of civl disobedience On March 2 1930 he sent a long

x



letter to the Viceroy giving notice that civil disobedience would begin in nine days. In
his letter the Mahatma said, “Nothing but organised non-violence can check the
organised violence of British Government.” “This non-violence,” he continued, “will be
expressed through civil disobedience for the moment confined to the inmates of the
Sabarmati Asram, but ultimately designed to cover all those who choose to join the
movement.”

The first batch of chosen Satyagrahis numbering 79 hailed from the Punjab, Gujerat,
Maharashtra, U.P., Cutch, Sind, Kerala, Rajasthan, Andhra, Karnatak, Bombay, Tamil Nad,
Bihar, Bengal, Utkal, Nepal and Fiji. The age of the Satyagrahis varied from sixteen
to sixty-one, the oldest being Gandhiji. On March 12, 1930 at 6-30 p.m., with the whole world
watching on, Gandhiji started with 78 followers on the historic March to Dandi, 241 miles
due south of Sabarmati, to break the Salt Law.

Gandhiji carrying a lacquered staff, one inch wide and 54 inches long with an iron tip, walked
the distance in 24 days. Peasants sprinkled the winding dirt roads with water and strewed
green leaves on them. From miles around peasants gathered to kneel by the roadside as
the Satyagrahis passed.

Gandhiji and all the 78 followers are in the picture. Nandalal also painted during these
days some posters which were utilized by the Civil Disobedience movement. The police
used to tear them down at sight.

The same subject has been treated in lino-cut,—in the black-and-white version the back-

ground with small figures has been omitted.

PLATE 22
ROAD TO BOLPUR, May 1934, Tempera, Size 21" x 131"

MaTerIAL : Handmade paper
CorLours : Yellow Ochre, Indian Red, Terra Verde, Chinese Ink, Stone White.

Before painting frescoes in the Santiniketan hospital buildings, Nandalal made some preli-
minary paintings for showing his students how to work. This is one of those.

During the sowing and harvesting scasons, landless Santhal peasants are called away to
different parts of the district. For a month or two during these seasons, Santhal peasants with
their families, wives and children, move to distant places for earning a living. Groups of Santhal
peasants, who have left their homesteads in search of work in distant villages, are seen trudging

along the road to Bolpur running by the side of Santiniketan.

PLATE 23
PINE FOREST, Fune 1938, Dry Point, Size 74" X 43"

Pine forest of Tagdah Valley, Darjeeling. o
The artist’s interest in etching came rather late in his life. He worked in this branch of art

hardly for ten years. But within this short period he has produced works of a very high
order. This composition of the Pine Forest was later on interpreted in a painting.
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PLATE 2%

SHRIMATI AND MALATI Apnl 1942 Exccuted d rectly on plaster wall n egg nedum § ¢
48" x 36"

Corours Gold Brown Ochre Indian Red Terra Verde White Ink

Some of the principal episodes of the Buddh st ballad  the Dancing Gurl s Worship (see note
on Platc 16) have been painted in a fresco 1n the Cheenabhavana of Sant n ketan

If this fresce 1s diaded 1nto three sections 1t will be seen that i each of the first two ections
there are two episodes In the th rd three episodes 1n succession have been pamted

In the first Shrimat is proceeding wath the sacred offering 1n her hands In the second  ppear
Shnmat and Malati Shnmati s snging Malatt a willage marden 1s Isten g Malau
communicates to Shrimati her w sh to be employed 1n look ng after the sacred altar i the
royal garden

In the next 1 ¢ the second section of the fresco there 1s the palace scene In the first ep node
there 15 the meet ng between Lokeswan Maharaja Bmb saras w fe and the Buddhist nun
(Blakshuni) Utpalparna The second ep sode shows the monk Bk ksku Upal recening alms
from the hands of Shrimat: 1n the roval palace Princess Ratnavah s protesung agamst this
alms giving On bended knees Shrimati 15 paying her respects to Upah The princesses are
entertaining themselves with songs and music

The first picture m the third section shows the procession of the princesses \ th sacred offerings
moving 1n the direction of the altar under the Asoka tree In the second p cture Shrmati
appears in her dancing costume she ts to dance according to the roval order before the altar
under the Aroka tree Women guards stand behind her

In the thied picture a single event 1s portrayed in a sertes of scenes Carrying in both hands
a plate with burning lamps set on 1t Shrimati s song and dance begn Bumbisara s wife
Queen Lokeswant looks on grief stricken b d ng her face behind a p llar some 10 angu sharc
weeping their hands covering their eyes The altar 1s decked m a garland of lamps Before
the altar with each movement of her worshipful dance Shnmat casts off her dancer s costume
and offers up her ornaments At last she 15 seen 1n the saffron robe of a Buddhist nun
At the foot of the altar the black mass of her hair together with the crown she lays down
as offering

In the last scene the b ¢ broad disc of the setting sun 15 scen on the honizon It looks like 2
Buddhist mound (stzpa) The bachground 1s threaded with a forest ne on the lefthand side
stand three gant trees tall and straight The whole scene 1s suffused wath the saffron hight
of the setting sun Int the foreground Shrimat s lifeless saffron clad body hangs in the hand of
a woman guard

Dufferent versions of scenes from the Dancing Girl s 1t orship have been dep cted by the artist
m frescoes Line-drawings and pa ntngs Besdes the Cheenabhavana frescoes he executed
this story both in Baroda Kirtt Mand r and in the Santin ketan Library building The latter
work was done 1n Jaspur method
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PLATE 25

BURNING PINE, June 1912, Painted in body colour, Size 534" » 204"
MarLrian: Nepalese Handmade Paper.,

Corours: Yellow Ochire, Indian Red, Terra Verde, Chinese Ink, White.

Painted during the artists stay at Almora. A giant old pinctree staod by the roadside on the way
to Mayavati. Somebody had touched it with a burning cigarctte—and the resinous gum in a
scar on the hody of the tree had caught fire, Month after month the wounded tree continued
to burn, The giant tree was on fire and it hurnt on helplessly, Sightseers used to come and see
the strange spectacle of the tree on fire. Nandalal felt deeply hurt at the sight of the tree burn-
ing within itself slowly, Nandalal had been at Almora for a good long period. During this
period, he said in the course of a talk at Mayavati Advaita Asrama, “Born in a Hindu family,
I have been brought up in Hindu ideas and practices, At one time T used to paint mostly
pictures of gods and goddesse. Now, however, T paint pictures of ordinary everyday lifc as
well as pictures of deities and hoth equally delight me. Conceiving the images of divinity alone
is lofty and the images of ordinary things around us are trifling, so I had thought in the past.
In my past days I saw divinity only in the images of deities; now T try to see it in man, in

’

trees and mountains,”

PLATE 26

MOUNTIN MIST, May 1943, Tempera, Size 3317 x 20%"

Materian: Nepalese Handmade Paper

Corovrs: Emerald Green, Burnt Sienna, Chinese Ink, Stone White, Cobalt Blue, Indian

Red, Terra Verde.
A morning scene from Darjecling town.

PLATE 27
A SANTHAL MARRILIGE PROCESSION, May 1948, Line Drawing, Size 101" x 8}"
Marterian: Silk

About the cvolution of his life as an artist Nandalal has written, “I was born in a far away
village in Bihar. There my boyhood was spent in seclusion. The mud-huts and humble grain
stores of peasants, farms and broad paddy-ficlds and low-lying ranges of hills formed my
surroundings. In Santiniketan around me there were reddish-brown carth and at intervals
rows of Sal and palm trees; small Santhal hamlets lying scattered over the wide, sparsely
populated land. The Santhals were my neighbours; 1 mixed with them as one of them and

they also took mc as their kin.”

PLATE 28
STORAM, July 1948, Touch Work, Size 13" x 8"
MATERIAL : Nepalese Handmade Paper

The artist’s inclination towards ink and brush was apparent during 1916-18. But till 1930
he had not adopted this mcthod for serious works. One of his most important works,
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Vakaprasthaner Pathey (Sarabhay € Hevt wy sh ws his mastery over mk and brush There
are numerous fandscapes and seascapes that are ynmvalled 10 the whole realm of modern

Indian art The painting reproduced ber «l pecimen of the artst s latest syle of
work

PLATL 29

SPRING FESTH L, \arch 1944 Terp i

Marertar Nepalese Handmade Paper

Cotorrs Yellow Ochre, Terea \erde (i Wi te Indian Red
Charactenstics of the artists latest syle ar = testricted colour free
brush sorh and ssimphatn Ve meet with tf I 1 n and compos tion and
expeniments i olving proportion and bala 1 The mspirauon for these
works is traceable to direct and more ot 1t tie Theres bauc hink
between  post 1934 pamuings and the artst b Tl se generally are
complete 1n sets only For instance Spring [ 1 n er Noon const tutes
anc such set There 1s a uniformaty 1n treatn ent I th Sabers mn \bddle

fge and Sabars 1n OId Age and also in Ha arsbag! 1 1
The cover destgn 1s made from the lne draw ¢ |} { scolelater on
executed on a Snintketan Lwilding wall The # ! far 8 3 1 rendered m

fresco 1 the same vear by the artist assisted by 11 s

Dates Given In Plates When not quite certan dar k









