INUIAN PAINTING.
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The vast,fascinating and complex subject of Indian
Painting could hardly be discussed within the short smpace

of a few pages.

The systematic study of the subject is only of
comparatively recent date and a great deal of data will
yet come to light to enrich our knowledge and explain and

£ill many of the existing gaps.

When one contemplates the brillignt and rich mosaic

of Indian Art, as a whole, one becomes aware that what we

can clearly define and what strikes us most are the Akq;472¢4’§)/2;’

efflorescences gnd upsurges stimulated by a variety and
nultitude of influences and circumstances, some extraneous
and some local or both. But underlying these upsurges
there flows and always flowed uninterrupted in one Fform
or another the vast river of Indian creative expression,
feeding et the recurrent tributaries, bubt constituting the
undying tradition .and expression of the Indian creative

genlus and cumulative artistic experience.

Painting in Tndia must have existed in one “orm or
another long before the so called Ajanta cyele and Judging
by the examples of sculpture and other objects of art as
well as from the texts that have come down to us, nmust
have reached a very considersble plane of Gevelopment at =2
very early date. DTrawing, Painting, Design and Sculpture
usually CP'eXiSt’ but Paintingt being the more perishsble
recordg égg usually lost, especially in countries with

exbtreme climatic conditions.

The beautiful objects of art of the so called
Tndus Valley Civilisation bespeak of an sdvanced level of
Design, if we can judge from the many objects found and
especially the beaubtiful seals whicﬁ show an integrated snd
distinet style and a sense of Design of considersble

technical excellence.,




The type of painting which might have been practised
then must remain a conjecture and we must turn to surviving
u
examples to begin any scientific stwdy of Indian Painting

as it&as come down to our dayse
1

Briefly and in a general way only we can classify
the known styles and schools into gbout half a dozen
major groups with a large number of inter-related ragmi-
fications all leading upto the modern Indian Schools of
Painting. ¥
1. The style of Painting which survived in the Cgve

Temples as Frescoes of which the most famous are
thé ajanta and Ellora Cave seguences. Beginning
about the first Gentury B.C. they go upto to aboub
the Ceventy Cenbtury in the case of Ajants and
rizht up to the close of the first Millenium gt
®llora. Other examples of the School which must
have spread throughout India are to be found at Bagh,
sittanavassal and in Ceylon. [Hefe Cave sequences
especially Ajanta preserve for us a priceless record
of the development of painting in India over a period

of many centuries and the standards it had reached

T
during the golden age. Reaching its zenith aboub

the 5th century or so it gradually declined and the

change in style and treatment begame especially

8Ty Le

noticeable in the later Jain painfiings at Ellora.
These changes were conformant to the rspidly changing

pattern of life both political and otherwise.
*
The illuminated Buddhist Palm ILeaf Manuscripts

and the Jain Texts which range from about the 10th

to the 12th or 13th century in the case of the Buddhist
Manuscripts and extend to considersbly later dates
with the Jain Manuscripts. They were in direct line

of evolution from the great tradition as we hgve




-5-

ramifications all leading upto the modern Indian

Schools of Painting,.

1. The style of Painting which survived in the
Cave Temples as Frescoes of which the most famous are
the Ajanta and Ellora Cave sequences. Beginning

about the first century B.C. they go upto to about

the seventh century in the case of Ajanta and right

up to the close of the first millenium gt Ellors.
Other examples of the School which must have spread
throughout India are to be found at Bagh, Sittanavassal
and in Ceylon. These Cave sequences especially

Ajanta preserve for us a priceless record of the
development of painting in Tndia over s period of many
centuries and the standards it had reached during this
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golden age. Reaching its zenith about the 5th[century
ex—s0 it gradually @d and the ekshge i style and
treatment became especislly noticeable in the later
Jain style at Ellora. These changes were conformant
to the rapidly changing pattern of life both political

and otherwise.

*

2, The illuminated Buddhist Palm Leaf Manuseripts

and the Jain Texts which range from sbout the 10th to
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the 12th or 13th century in the case of the Buddhisb
Manuscripts and extend to considerably later dates
with the Jain Manuscriptss They were in direct

line of evolution from the great tradition as we

hgve found it in the Cave Temple paintings and the
beautiful Palm Ieaf illumingtions from Bengal, Bihar
and Nepsl often exhibit striking similarity in technique
and treatment, to the murals at Ajanta. The Jain
miniatures are likewise a continuation of this great
tradition, but exhibit the specific angular, wiry,
linear technique with flat €olour surfaces which became
such a distinet feature of Jain art. This art reached
its greatest development in Gujerat and Western India

and in turn ianfluenced other Schools.

*

Se The complex art pattern which grew up in the

South and the Deccan fed by the great earlier traditions

X
and extended as far as the Eastern Coast, It resched

a sort of culmination in Vijayanagar and though
Vijaysnagar is often considered as an already decadent

e LoraBHALR :
expression yet such murals ss in Temple aﬁﬁlfybﬂ‘(sﬁ”
bespeak of a well integrated tradition, highly decorstive
and distinct in the general approach. The emergence

of what is often referred to as the Dececan School
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found it in the Cave Temple Paintings and the -Beautiful

Palm Ieaf illuminations from Bengal, Bihar and Nepal
of'ten exhibitestriking similarity in technique and
treatment, to the)ﬁhrals at Ajanta. The Jain miniatures
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are likewise a continuation of the ‘gtyle found at Ellora,
exhibit the specific angular, wiry, linear,technique with
flat colour surfasces whieh became such a distinet festure
of Jain art. This art reached its greatest de'velopment
in Gujerat and Western India and in turn influenced

other Schools. 5#“

The complex art patbern which grew up in the

South and the Dececan fed by the great earlier trasditions
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expression yet such murals as in Iepekshi(gespeak of a
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in the general approach. The emergence of (Dececan

well integrated tradition, highly deco a@%;gxzpd d%stinct” -
school coincides with the advent of powerful Mugl‘ﬁ
influences which were apparently quite formed &% the
end of the 15th and beginning of the 16th centuries, as
 Wwe can see from the few examples which have recenbly
come to light. These new influences fused with i?sp_ loid
remnants of the Southern styles and formed the se=esdded-
Bijapur and other Schools in the Tecean by bthe last
half of the 16th centvury(;;’é§
The HMoghul Sgchool, which was a great revival,
a vital blend of Indd- Persian and Buropean Influences
began with the advent of the Moghul Rulg.
The imbial impulée may have come as it has often
happened hlﬂﬁ;g"in the past from outside, in this case
;ﬁ%B/QiSan t@g-great Persian Artists of the School of Bihzaécﬁ4¢ﬂ/
: ‘?fgggzﬁbghul Court, but the Indian creative genius very

soon blended and transmuted these new influences and




absorbing tha new lessons gained from European art
P Nl okt >

o Cn Cread
whlcﬁ\Was Ehen Droug %b to India developed a new and

vitial form of expression. The Moghul School is
characterised by splendid drawing#, a new decorstive
and striking realism, perspective,receding planes,

atmosphere as 'well as a great sense of observation.

series of large paintings were g'g used, as well as books

illustrated, Miniatures 111 strat%gé?court life were
most popular and exguisite studies of flowers and animals
appeared during the time of Jehanghir., Artists were given
L)l
a new status and miniatures FTegsr—Fe=he signed Dby the
Artists. The school reached its zenith under Akbara; and
Jehanghir ané graduslly lost its vitality and stsndards
with the last Moghul Rulers,

o

The so called Rajpubt School of art which must have
existed even at an earlier date than the examples which
we now possess lndicate, covers a large geographic area.
the school in its initial stages displayed extraordinary
vigour, blended with an advanced sense of the %ecorative,
és well as a great knowledge of the elements of pure
composition and formal treatment. These so called
primitives gare mural in their genersl treatment and
often gems of #ecorative splendour., The themes used
were usually illustrations to musical modes, Ragmslsas,
popular poems and epic romancfsr fhe Krishna Legend

acquired a dominant place, ~

The earliest known examples go back to the
end of the 16th ceutury and continued through the
17th century gradually losing thelrﬁgéggzé;LFVitality.
Udaipur in Mewar was a great centre of this arte. _ -
MNA later mixed Rajput - Moghul Sehool which absorbég -
many elements of the Moghul Tradition whigh flourished
at the Courts of the numerous Rajput Hulers and elsewhere
in India during the 17th and 18th centuries and is

responsible for a large number of Paintings,

o
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The Himalayan or Kangra School which comprisesall
the known Hill Schools, beginning with the more primitive
Bash%li and Pahari schools and culminating in the well
known ls ter Kangra style.

These schools have been developed during the end
of the 17th and 18th centuries when the growing lack of
patronage and disturbed conditions made many artists from
down plains migrate to the Hills attracted by the new
patronage and growing importance of the Hill States.

The beginning of this most important school cannotb
be at present factually traiied beyond the end of the
17th century though personally,T am inclined to believe
that some form of paintings must have been practiced
in the Eimalaysn Hill Tracts from very early periods
and some traditional schools and ateliers probably
connected with the Temples must have been locally ab
work throughout. We know that Kashmir had some excellent
artists who in the 11th and 12th centuries were invited

to paint frescoes in the Western Tibetan Kingdom of
cuge at Tsaparang and must have also conbtributed to the
Frescoes in the Templesfa% Spiti. These artists may
have also worked in the areas lying Dbetween Western
Tibet and Kashmir., Some of the landscapes depicted in

these frescoes bear a strange similitude to the landscape

&)
treatment found in the so called Bash@li paintingse.

The Kangra or Himalayan Sehool of art w1th its numerous
branches and ramifications through Kan#ra/rﬁoper,
Nurpur, Guler, Chambg, Suket, Kulu, Sirmoor, Garhwal and
other States has left to us a priceless record of a
great tradition. This infinitely tender, decorative,
fuliy integrated art which in its best examples mush
rank with some of the great treasures of the Art world,
is indeed worthy of the beautiful legends they depicted
y
and the greg% scenery and life which inspired them.
The Kangra School came to an end by the middle of the

19th century though a few traditional artists survived




even at later dates.

‘The so called sikh School is very closely alllcd
to the Kangra School, and undoubtedly many of the later
artists worked for the Sikh Rulers.
S~

Before the emergence of what we must call the

modern Tndian School of Painting there was a general

decline, Through the efforts of E. B. Havell and
Abanidranath Tagore a new impulse was given to the

study of the great classical tradition. A new school
began to form and this revival was often referred to as
the Bengal Renaissance. This movement opened the way to

a new appreciation of the vast artistic heritage of India
and awakened the new artistic life of the country.

The mod;rn trends in Indian art are necessarily very
complex and it must take some time before a definite new
style may be found, if indeed the word style is applicéble
to the modern tendencies of our life which lacks unified
integration and tehds toward individual expression.

In some way it may be a blessing in as much as it presents
us a pattern of infinite variety like the sparkle and
flash of a precious ssone through the thousands of its
facets. Yet, a measure of unity must come through the

'generalltles of environment and experience.
@““”"” )
@ a marked influence on Modern
/{--"‘\\.', @&’0
Indian Painting, /wh some of8ES artists have(ggf;ﬁ)
successfully turned to folk art and themes. These tenden=
cies and influences will no doubt be eventually transmubed
o o2 .
intojgr iew approach-and will stimulste to new research
and experiments when interpreting the fast ehanging scene
of Infiats Life.
ILarge numbers of excellent and serious artists are

now working towards new pictorial c % and already
exhibit highly individual approaches and consummate

mastery of their mediums. Such excellent names as
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Nandalal Bpse, Jamini Roy, Manishi Iey,T(Besﬂre,

Hebbar, Chavda, Raval, Palsikar, Sgmant ané many
others are all working towardés new conquests, new
achievements and are significantly conbribubting towards
India's new expression and enriching the Treasure House

of World Qulture.

It is the duty of the Government and the
public to give them every assistance and extend to them
the facilities of a generous patronagejf The Sacred Fire

of Ipspiration "feeds not well, unless it be first fed".

7
,!reat art flourished wherever

there was adequate patronaﬁe and support, and it is the

Cyé%laaf%rea%vﬂﬁﬁk?of society to help thelﬁatlonal enius to

manifest itself. —

Bangslore, ( S. Roerich )
15-9-1958,




