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6. ART AND SWADESHI 

eenturies of Christian art. Every time and place 

has its own illusions and superstitions. The modern 

superstition is the superstition of facts, which is 

a very much more dangerous thing than any su- . 

perstition of the imagination. The extremely materia- 

listic character of most European religious thought since 

the Reformation has made it almost impossible for 

European writers to interpret the art of a people who 

regard a belief in the reality of. phenomena as_ in itself 

the worst sort of superstition. Since the Renaissance 

moreover, all ideas of “Gods’ have been coloured by the 

patriarchal types of the Greek Olympus; it is only just 

beginning to be realised that these ‘beautiful humanities’ 

were not in any profound sense religious conceptions ; 

the true Greek religion (which was gradually overwhelmed 

by materialistic thought) was something quite different, 

more passionate, mystic, remote and very much more - 

’ like the religions ofthe Hast. The Indian Gods have so 

far been studied by missionaries and anthropologists, in- — 

stead of by philosophers and artists. But it is only 

when students of Irdian art understand exactly what 

the idea of a God, or any particular God, stands for i in the 

Indian mind and heart, that asane criticism of ‘Indian 

art can be made. The mythologies so far கக are 

useless from this point of view. Ff) 

Perhaps the greatest obstacle to the scientific study of 

Indian art lies in the modern conception of art as essen- 

_ tially imitative, and that general confusion of the aims 

of science and art which is exemplified in ‘photographic



ON THE STUDY OF INDIAN ART 67 

criticism.’ Oriental art as a whole does not aim at the 

reproduction of the facts of nature, objectively consider- 

ed; its aim is suggestion, selection, emphasis, design— 

the representation, not of objective but of subjective fact. 

It is therefore perfectly futile to complain that Indian 

does not represent the so-called facts of nature: ib ex- 

presses the realities of life, and it would mould the facts 

of nature nearer to the heart’s desire. The greatest art is 

creative and living ; it is in its faithfulness to this ideal 

that there lies the significance of Oriental art for Western 

students as a recent writer and critic remarks. Thegreat- 

est practical value of Eastern art for us liesin the fact 

_ “that those essential principles, which in our thirst for 

verisimilitude, we have overlaid, have been upheld with 

far greater constancy by the artists of the Hast. ”’ 

_Itis a tragic thing, however, that in spite of all diffi- 

culties, some Western minds in modern times have under- 

stood Indian art, and been more deeply moyed by it, than 

any Indian. Notone of us in all the nineteenth century 

thought of writing any book on Indian art, even as good 

as those European books that Ihave criticised. Even 

to-day it is far easier to lecture to an ordinary European 

audience on Indian art, and find some understanding of it, 

than ib is to secure this understanding from an Indian 
audience. In all other civilised countries while the 

general public remains indifferent to good art, there are 

small groups of persons who can feel the passion of, and 

_ care for any good art. In India, not only is the good 

part of Indian art quite ignored, but ‘educated’ men are_ 
ச ia
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FACIAL EXPRESSION IN INDIAN SCULPTURE 

To understand the ideal-of expression aimed at in Indian 

religious sculpture, we need to understand the ultimaté 

Indian ideal of character. In Buddhism, the ‘ Ten fetters 

that bind a traveller on the path, and have to be over- 

come before Nirvana is attainable are the illusion of self- 

consciousness, doubt, trust in rites and ceremonies, 

hatred, love of life, longing after heaven, self-righteous- 

ness, and ignorance. The similiar Hindu ideal is 

described in many ,places, 6. g., Bhagavad Gita XII, 

12-19 :—‘‘ Hateless toward all born beings, void of the 

thought of an I and a my, bearing indifferently pain and 

pleasure, before whom the world is not dismayed and who 

is not dismayed before the world, who is void of joy, im- 

patience, fear, dismay, who is desireless, pure, adept, 

impartial, who rejoices not, hates not, grieves not, 

desires not, who renounces alike fair and foul, who is 

indifferent alike to foe and friend, in honour and dis- 

honour, in heat and in cold, in joy andin pain, free of 

attachment.” 

Such is the character predicated of him who is fit for 

Nirvana, the Jivanmukta, he who is “dear to Me.” — 

Perfection in the same sense must also be the character of
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a Buddha or an Isvara, for it is only by self-conquest that 

the status of a god is ever attained. 

The whole ideal might be summed up in the words of 

Eckhardt :—‘‘ Real sanctification consists in this, that 

the spirit remains immovable and unaffected by all 

import of love or hate, joy, or sorrow, honor or shame, 

asa huge mountain is unstirred by a gentle breeze. 

This immovable sanctification causes man to attain the 

nearest likeness to God he is capable of.’ The 

images of Buddha, of Avalokitesvara, of Vishnu, Siva, 

in their sattvic aspects were intended to represent 

' the nearest likeness to God that art could reach: 

Now expression, as Herbert Spencer puts it, is feature 

in the making. All those variations of feature con- 

stituting what we call expression represent departures, 

from a perfect type. A religious art which aims at re- 

presénting a superhuman perfection of character, 

equanimity, in the sense above indicated, can have 

nothing to do with facial expression in the ordinary 

sense; the more, ‘human’ in expression, the less does 

Hindu sculpture approach its own perfection, That 

is to say, there is no room in this sort of art 

for the representation of individual characteristics, 

for portraiture. Such qualities as nobility, peace, 

graciousness, which involve in their perfection 

a superhuman balance of intellect and emotion, 

can alone be rightly ‘expressed’ in a symbol 

(idol) of Divine Life. It is these qualities which in 

fact do find expression in the faces of such images as
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the great Ceylon Buddha, Pl. II, or the Tanjore Ganga- 

dhara (Pl. ITI). ak 

- The ideal which informs the most universally accepted 

Indian Gospel, is that of action without attachment. 

This view of life, thus expressed in words, is equally 

clearly stated in sculpture or painting representing hu- 

man or divine beings engaged in strenuous action, but 

having at the same time upon the face an expression 

of unshaken peace. This peace may be equally ex- 

pressed ina destroying Dharmapala, in an embracing 

Purusha and Prakriti, ands in a meditating Buddha. 

Hyerywhere the Indian images seem to express, perhaps 

unconsciously, the idea that in all work itis but ‘this 

body’ that acts, while the self, serene, unshaken and 

unattached, is but a spectator of the drama where itself 

is manifested as an actor. ; 

Even the divine ideal has its basis in humanity: one 

may see to-day everywhere surviving in India the moun- 

_ tainous, silent human forms, the features immovably com- 

posed, and the indescribable stillness which belongs to 

Indian sculpture : one may see on the ghats of any tirtham 

the lion waist and slender limbsof typesthat might other- 

wise seem to have been carefully exaggerated by the artist: 

and as Lafcardio Hearn so beautifully tells us, the gentle 

mysterious smile of so many Buddhist images is the 

very same that is natural to peoples forwhom the subjec- 

tive life is very real. These significant things emphasised 

by art, have grown into an ideal and a tradition which 

have reacted powerfully on life itself, and find expression
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almost as much in images of saints or kings as in the 

figures of gods. The divine ideal gives to these a certain 

strange and beautiful impersonality that makes them 

like the gods whose servants, or, as some would say, in- 

carnate selves they partly were. Yet in the face and ges- 

ture of a figure like the Ceylon Sundaramurti Swami (PI. 

TV) we find a real humanity: he is a boy, and not a god. If 

we contrast this with the strangeun-humanness of expres- 

sion, the remoteness and repose of contemporary figures 

of Siva himself, we shall realise that it was not because 

the Indian sculptor could not represent character, but 

because we have not always understood the kind of 

character that he wished to represent, that his work 

has seemed monstrous and expressionless. 

Tn another way, moreover, Indian sculpture is extraor- 

dinarily expressive. . This is in its representation of ges- 

ture. “‘ A good painter,” “says Leonardo, “has two chief 

objects to paint, namely, man, and the intention of 

his soul. The first is easy, and the second difficult, 

because he has to represent it through the attitudes 

and movements of the limbs.” It is here that Indian 

sculpture excels all other in the world. Even Egyp- 

tian though it has the wonderful stillness, has not 

the impassioned movement of Indian. In such an 

image as the Sundaramurti Swami from Ceylon, there is 

a sense of breathless eagerness and rapturous surprise 

that give it a quite peculiar beauty; equally impressive 

are the passion of repose in a Dhyani Buddha, and the 

sense of whirlwind movement in a Dharmapala. In
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ON MUGHAL AND RAJPUT PAINTING ரத 

To this last class belong most of the Indian paintings 

(with a few exceptions of paintings on the walls of 

palaces) of the sixteenth, seyenteenth and eighteenth 

centuries. There are also various book illustrations,. 

illuminations, but this is more characterstic of Persian 

than of Indian art. The Indian portfolio paintings. 

‘are not to be dismissed as decorative art: indeed, 

inasmuch as they are entirely independent of environ- 

ment, no kind of. painting could be less accurately 

defined as ‘decorative’ in a depreciatory sense. They 

are most yaried in treatment and the range of subject. 

matter is equally great. They reflect both the life and 

9 

the ideals of men with extraordinary intimacy,—the- 

actual and the dream-world of two great Oriental cultures. 

at the most dramatic moment of their contact. 

Indian portfolio pictures are not a branch of Persian 

art nor an importation of the Mughals. Only certain 

elements in this art are Persian and Mughal (. e., Turki. 

or Mongolian). Persian artis essentially one of book. 

illustrations in which brilliant colours and much gold are 

used. It has small variety of content. Fighting, drink- 

. ing and flirtation are the usual motifs. Other elements 

—such as portraiture (where it occurs)—are due, as in 
India,. to Timurid (Mughal) influence. _ Persian paint- 

_ ing is pretty, even beautiful, it is graceful, lyrical, © 
exquisite in colouring and design, but it is never 
passionate. It tells us of magnificent adventures and of - 
scented gardens, not ofthe love of ஒக or the infinite 

[லல Por of the layer of எமது ormen. It does not. |
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reveal to us the character of men or the souls of animals 

and trees and mountains. Its types are conventional. 

rather than ideal, and one wearies of the languid 

mannerism, notwithstanding its marvellous charm. 

The Indian art is essentially one of picture paintings. 

Book illustrations are few, and with some exceptions, 

unimportant. There is immense variety and depth of 

content, humanistic and religious. The pictures fall into 

two groups, RAJPUT and MUGHAL. I shall speak of 

the latter first. 

The term Indo-Persian should now be definitely 
reserved for certain work, (of whatever date, but mostly 

early, z.e., about 1550—1610) in which there is a real mix- 

ture of two styles : an almost equivalent term would be 

early Mughal, z.e., Work done under Mughal patronage 

up to the earlier part of the reign of Jehangir. This Indo- 

Persian painting includes (a) Indian copies of the illustra- 

tions to Persian epics, usually decidedly inferior to the 

originals ($), Illuminations in a somewhat similar style 

illustrating Persian translations of Hindu books such as 

the Ramayana, Yoa Vashishta, Kalilah and Dimnah 

(Anwar Soheli) and Suz-u-Gudaz. These are often of the 
highest interest and have really great qualities: the 

landscape however remains quite artificial, (c) separate 

pictures, ina style similar to (0), illustrating Persian 

romances such as Laila-Majnun: and (d) portraits with a 

combination of Persian and Indian characteristics. 

This represents the earlier stage of Mughal art in 
India. The true Mughal style in India belongs to the”
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seventeenth century*—before that, it is developing: after, 

itis declining. In the seventeenth century the vigorous. 

Central Asian (i. e., Mongol or Timurid) influence predo- 

minates over the more effeminate Persian element and 

both combine with the art of the country itself to form a. 

self-complete and exquisite new art which attains its 

zenith in the reigns of Jahangir and Shah Jahan. 

This art ig similiar and dramatic in its content, excel- 

ling most in portraiture. Its outlook is essentially upon 

the present moment, it is deeply interested in the doings 

of aristocratic men—it is not an idealisation of life, but a 

representation of it. It other words, the most character- 

istic features of Mughal. painting are its profound inter- 

est in individual character, its analytic rather than 

synthetic method and its concern with the doings of kings 

and courtiers, rather than with the visions of sais or 

the lyric symbolism of an agricultural race. 

The Mughal style of painting, though built up with the 

materials of many different traditions, is most undeniab- 

ly original, in the same sense that the Mughal culture. 

in India is as a whole original. Tt is true that it 
combines Persian, Indian and other elements: but out 
of these it creates something new. The mind of the ௨29, 
essentially synthetic, and not merely eclectic, finds 
its truest expression in the character of such a man as 
Akbar. This type of cultivated mind, now only too rare, 
nourished alike by the streams of Persian and Indian 
religious thought, romanee, and art, is as truly original as 

* The best Mughal work of the 16th century is the most 
of the 17th century, the most Indian, i 2 eet
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ean well be looked for. In Akbar it was combined. with — 

great personal genius, which found full expression, hecause 

it was not opposed to the spirit of his age, but embodied 

in itself the highest ideals and more orless unconscious 

tendencies of that age, developed to their fullest extent. 

It is the same with Mughal architecture—it isa new 

architecture which combines two completely different 

styles to produce what has been called an improved third 

style ;(’) ‘ entirely original. ’(’) 

At the same time it must be recognized that the true 

Mughal paintaing was not fully evolved in the time of 

Akbar himself. He was not perhaps a very good judge 

of art. At any rate very few of his own painters produced 

work of real importance, because they were too much 

employed in imitating Persian mannerisms. But this con- 

dition did not last—after 1600, the new style disengages 

itself from these restrictions with extreme rapidity. 

The Mughal schools of painting in India cover a period 

of barely two centuries, during which the art grows up, 

flourishes and declines. Unlike the Rajput styles, it 

owes very much to toreign sources. The most important 

of these foreign elements is that of the schools of Turki- 

stan (Bokhara and Samarqand), the home of the Timu- 

rids, who became the “ Great Mughals” of India. These 
Timurids were great patrons of literature and art. 

In Babar’s memoirs we find in the midst of ac- 

counts of adventures and campaigns, delightfully simple 

(1) A. Muller, ‘Der Islam in Morgen and Abendland’ I, 386, 
- (2) Von Garbe, Akbar, Emperor of India, p. 25. _
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references to flowers and painters. Akbar's patronage » 

of painters is too well known to need deseription here. 

But of all these Kings Shah Jahan was the greatest artist. 

He himself was an expert calligrapher: and in his reign 

or just before Mughal painting and architecture reached 

their zenith, and exhibited that combination of grandeur 

with feminine elegance of detail, which characterises, for 

example, the great Fort at Agra. 

Akbar seems at first to have employed a number of 

Hindu artists to copy illuminated pictures in the Persian 

Shah Namahs and similar works. These book illustra- 

tions, in what may be called the bastard Persian style, 

have singularly little interest, or value. We find how- 

ever, by the close of Akbar’s reign, a truly ‘ mixed,’ school 

in existence, which though it soon gave place to a more 

completely Indian style, produced some exceedingly 

beautiful and interesting works. The Persian influence 
appears in the scenery and in some detgils of the draw- 
ing, and also in the fact that this Indo-Persian or early 
Mughal art is mainly one of book illustration. 

Certain Indian books (such ass the Yoga Vasishta) 
translated into Persian for the benefit of Akbar himself 
and others like him unfamiliar with Sanskrit gave to the 
Indian painters the opportunity for self-expression which 

the imitation of Persian pictures denied fo them. In 
such books we find illustrations wholly Hindu in senti- 
ment and subject matter, and exceedingly accomplished 

in execution, although the landscape is altogether artifi- © 
cial (Pl. V). :
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Portraiture, however, is the essentially Mughal contri- 

‘bution to Indian art, though it is not wholly unknown to 

the painters of the Rajput schools. This factor is rather 

due to Central Asian than to Persian influence. In Central 

Asian art, Chinese influence is very marked, and it is 

interesting to reflect that the debt which China owed to 

India from so long ago, for her Buddhist art, she partly 

repaid through the hands of the later Mughal (‘Monghol’) 

invaders. J 

The Mughals themselves originated near Samarqand in 

© Turkistan where a remarkable school of draughtsman- 

ship, largely based on Chinese tradition, had long flou- 

rished. Its characteristics are exemplified in the magnifi- 

cent portrait of Tamerlane in the Bodleian and by such 

drawings as the ‘Running Warrior,’ in the collection of 

Mr. Golonbeff. Communication between Samargand 

and India was long maintained, and we cannot doubt 

that, as Mr. Migeon remarks, ‘the Moguls of Delhi 

continued to import those gaily illuminated books from 

Turkistan.’ Moreover we have, in some signed portraits 

preserved in the British Museum, definite proof that 

artists from Turkistan worked at the Mughal Courts in 

India in the seventeenth century. A number of these are 

the work of ‘Muhammad Nadir of Samargand. ’ 

It was, I believe, this art which gave the characteristic 

impulse to portraiture, to Mughal art in India. This was 

no small matter, for, as Mr. Vincent Smith remarks, 

- India possesses, for the period of two centuries under
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influence on a bastard school of European portrait paint- 

ing in oils. 

Very different in character is RAJPUT painting, that 

Hindu art which as Abul Fasl himself said, ‘surpasses our 

conception of things.’ It has a range of content and a depth 

of passion foreign to the sentimental Persian idylls and 

battle and hunting scenes, and rarely touched in the 

Mughal studies of individual character. All the self-res- 

traint and the abandonment, the purity and wild extrava- 

gance, the tenderness and fury of Hinduism find expres- 

sion here. The art is religious, lyrical, and epic. It has 

many of the qualities of folk-song and ballad. Portraiture 

is comparatively rare. Itis an art more deeply rooted in 

the national life, than the courtly secular art of t the 

Mughals, for all its exquisite beauty and refinement, ever 

was or could have been. For the Mughal courtier, life 

was a glorious pageant: for the Rajput and the Brahman, 

life was an eternal sacrament. | 

The Rajput painting is the descendant of that art of 

tempera painting which we lose sight of at Ajanta; and 

of the mediaeval work of which so little trace ‘remains, 

though we cannot doubt that the art existed continuously. 

Tt is still to some extent an art of painting on walls, 

and even the portfolio paintings bear clear traces of their 

mural ancestry. Persian painting belongs to the pages of 

books: but Indian painting even when small belongs to an 

art that has stepped from the walls of palaces and temples. 

Rajput painting is an art in its old age. As, we find it 

in ‘the: sixteenth century, it may be alee in



Plate VII To face page 82 

  
RAJPUT DRAWING FROM JAIPUR BODLEIAN, OXFORD



ON MUGHAL AND RAJPUT PAINTING 83 

the sense thatit has obviously—in spite of a still mar- 

| velloys loveliness, and the scarcely surpassable perfection 

of occasional masterpieces fallen away from a greater 

level of achievement. It is a folk-art descended froma 

more magnificent tradition. Those who possess the 

faculty of imaginative reconstruction will catch in this 

folk-art the accents ofa loftier speech than that of its 

intrinsi¢ achievement. 

- Mughal painting on the contrary is an art in the full 

vigour of youth, with infinite courage for experiment and 

the conditions for almost over-rapid evolution. Wherea§ 
the whole development of Hindu and Buddhist painting 

covers nearly two millenniums, that of Mughal painting 

covers hardly more than two centuries. Hence it is that 

Mughal. work is easy to date, for the styles succeed 

each other rapidly. Itis often difficult to estimate the » + 

date of a Rajput painting—the style itself is almost ட்? 

stant and some bad work was done even in the sixteenth 

century, and some good work ¢éven in the nineteenth. 

Rajput painting indeed is searcely yet extinct. Its popular 

character is curiously illustrated by the enormous sale 

which is found for the garish German after old Hindu | 

pictures, in every டல் ப்பது 

The Rajput paintings are specially serious, ‘epic and’ 

romantic. They often express a profound sense of sym- 

pathy for all natural life and a sense of the fundamental _ 

unity of all created things. The religious symbolism i is 

sometimes mythological, sometimes humanistic. The 

types are ideal rather than.conyentional. 3 poll
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The Rajput paintings geographically considered, fall 

into two related groups, the Himalayan (or‘Pahari’) schools. 

and the schools of Rajputana. The Hindu painting of 

southern India is of a different character: it may fairly 

be called decadent and is almost exclusively mythological. 

The Himalayan style is most typically represented by the 

peculiar Kangra Valley type, those of the plains by the 

artists of Jaipur. It is, at least, in the Kangra Valley 

and.Jaipur that the old traditions have longest survived. 

The strength of the Kangra school lies in the Vaishnava. 

paintings, with their burden of love and their lyric 

humanistic symbolism. They tell of Rama’s wandering 

in the forest: we see Him with Sita, guarded by Laksh- 

mana. We see the bears and monkeys building Rama’s 

bridge and storming the citadel of Lanka, and these 

things live for us as never before, because we are made 

_not merely aware of them but made to feel them. The 

pictures reveal to us the life of Krishna as a child, as a boy 

and as hero. Ali love human and divine (for India these 

_ are one and the game) are told of in the herd-girls’ adora- 

tion of him. This Vaishnava art is an idealisation of 

love in every phase of its expression, a very consecration 

of humanity. Animals are in the bond; and as it is 

written in the Ramayana, the trees themselves bend 

towards the Lord as He passes. 
The Kangra drawings excel in the representation of 

-movement and expressive gesture. The painters were 

‘curiousof certain movements of tenderness and ardour’ of 

which their expression is most passionate. The meeting
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of eyes, the locking of hand in hand, the grace and shy- 

ness of women, their adoration for men, the abandoned 

sadness of desertion or vain desire are rendered with ex- 

quisite purity of sentiment. Again, the hosts of heayen 

are led by Durga against the powers of evil—she is old. 

and ugly and swordin hand rides ona lion, breathing 

flames that consume the asuras; or as a naked woman 

on an open plain she is the guru of an assembly of sages; 

or as an exquisite young girl, as Parvati, she sits by Siva, 

stringing for him the heads of a thousand Brahmas as a 

garland (for she is the destroyer of Time). =e 

Nor does the value of this ari depend solely on iA sub- 

ject matter—its wonderful idealisation of pastoral life or 

its daring contrast of the forces of good and evil, denial 

and desire—or upon the fact that it speaks a language 

of the folk, the mother tongue of all those who love the , 

Bhagavata, the Adorable. For the way in which these 

things are told of is nearly always intrinsically lovely, ம 

or powerful, or amusing. Its*produétions range in 

manner from extreme refinement to extreme crudity; 
but they are never vulgar and very warely without interest. 
Some of the purely mythological work however has little 
in it but a sort of oe arid symbolism, not beautifully 

expressed. Sane 

The pictures of the Jaipur school are somewhat apices? 
and less accomplished than those of Kangra. But amongst த 
them are some of exquisite perfection. Of the Rags 

and Raginis, personified musical modes, there are parti- 5 

cularly fine examples. There is also _some @dmirable |
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animal drawing, and a certain amount of portraiture. 

Moreover the Jaipur school has special interest on ac- 

count of the large scale of some of the work, and because. 

much of it is still to be foundin situ on the walls of 

palaces, as at Udaipur and Bikanir. At Jaipur there. 

* are wonderfully beautiful large pictures of Radha and: 

Krishna, with groups of girl musicians whose remote 

grace reminds us irresistibly of Botticelli. 

In painting of the Jaipur school, in Rajputana, there is 

an unmistakable though very intermittent Chinese 

vlement. This element is of a different character 

from that which enters into Mughal and Persian 

art, and appears to be more direct. It is conspicuous 

in such treatment of scenery as we find represented 

_ on the walls of the island palace at Udaipur, and the 

old Palace at Bikanir. There seems to havelong been 

direct intercourse by sea between Gujerat and China, and 

eyen at the present day there continues a trade in em- 

broidery specially designed for the Indian market. 

An important factor in Rajput painting is the survival 

in it of features directly traceable to the older Buddhist art 

from which it is ultimately descended. Amongst these may 

- be mentioned the composition of a parinirvana, in pic- 

tures of the death of Bhishma ; the spiral convention for 

water: the constant use of lotus lakes and lotus flowers : 

and the tender feeling for birds and animals. 

Amongst other rather characteristic features may be 

“mentioned the fact that the scenery is characteristically 

Indian: ‘the low hills of Rajputana and the white
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peaks of the Himalayas are constantly represented. 

Persian influence when present is always apparent 

in the artificiality of the landscape—ultimately deriv- 

able from the Chinese mountain convention. The 

trees represented are always Indian, most often the 

mango. We never meet with the flowering shrubs 

and wind blown cypress of Persian art. The larger 

trees are often, especially in Kangra work, wreathed 

with flowering anes. The angular margins of lakes 

and ponds are very characteristic : we do not find those 

little streams meandering through flowery meadows that 

adorn the pages of Persian books. The costume of men ~ 
and women is almost purely Indian. There canbe no 
doubt that foreign influence on costume and architecture 
was extensive and early : but this does not of course make 

the style of drawing foreignin anysense. The 3-pointed 

crown, each point with a ball, isa very characteristic 
Hindu element; and the duwpata and bodice (with bare © 
waist) used by women. Of subjéct-matter I have already 
spoken. In Mughal work of the seventeenth century there 
is not a little contemporary Italiah influence. But if we 
consider the Indian work asa whole, especially Rajput, 
what most impresses us is its kinship with earlier, pre- 
Raphaelite Italian painting. We are constantly reminded 
of Giotto, Benozzo Gozzoli, Botticelli, Francesco Francia 

and the earlier Italian wood-cutters. We find expressed | 
in both arts the same childlike purity of soul, the same * 
gentle wonder at the beauty of flowers and animals, the 
‘same mysterious ல் ப the faces of
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women, the same worship of humanity as a symbol 

of the divine. And this is due not to borrowing, 

but to similarity of impulse. For the human spirit is 

not so constructed that it can borrow a nobility of ex- 

pression without possessing that nobility within itself. 

For all its charm, however, this art has definite limita- 

tions. It is no longer developing and as has been already 

pointed out, often needs some faculty of imaginative 

reconstruction in the spectator. It can have no appeal 

to those who are not attuned to its spirit of devotion and 

tenderness, or cannot accept its magnificent but uncom- 

‘promising conventions. I¢ is essentially true to human 

nature, but it makes no pretence to realism. It is the exact 

counterpart of the contemporary Indian poetry, and this 

is as it should be, for all true painting is a sort of poetry. 

It belongs to a time when the fantastic notion of 

representation as the highest aim of art had not been 

imagined in the Hast: it is purely expressive, and 

whether great or humble, it keeps its hold for ever on 

those who have ever felt its spell and who find in it 

the only visible record of a world of wonder and beauty 

that is passing away before our very eyes, unrecognized 

and unregretted. , 

Such are the chief characteristics of painting of th 

Rajput school. If it isever possible to write in full the 

history of painting in India it is this art of the country 

itself, which, after Ajanta, must form its main theme. 

Compared with the significance of this religious art, so 

romantic and impassioned, even, in some respects 

as
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Rajput picture from Kongra
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RIDING AT NIGHT 

(Collection of Mr. C. H. Read)
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0 _ DEVADASI 

By A. N. Tagore
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workers has been to bring back or to create a state of . 

society in which the ideals expressed and implied in In- 

dian culture shall be more nearly realised. ் 

The co-operation of two differently gifted men made 

possible a great change in the public attitude towards art. © 

Mr. Abanindronath Tagore, an Indian painter already of 

great promise, encouraged by Mr. Havvell, then Principal 

of the Calcutta School of Art, began to seek inspiration 

in the seventeenth-century Hindu and Mughal paintings, 

which had, till then, been so little appreciated. At the 

same time Mr. Havell was fortunate in being able to dis- 

pose of the collection of inferior European paintings. 

which belonged to the School of Art, and to replace them 

with fine examples of seventeenth-century Indian work. 

The collection thus begun is now one of the most im- 

portant of its kind. It is remarkable evidence of the 

former state of feeling that this move was not effected 

without strenuous opposition on the part of students dnd 

the Nationalist Pres8, so strong was the belief that 

Europe must be the only source of artistic inspiration. 

Those days have long gone by. 

Mr. Abanindronath Tagore (now Wiee: Principal of the 

School of Art) has been the teacher and leader of a 
small school of painters in Calcutta, whose inspiration 

and technique have been as far as possible Indian. Mr. 
Tagore has painted many pictures himself, and has desiza- 

ed frescoes for the new School of Art building. His pupil, 
Nanda Lal Bose, has already produced much important 
work, Surendranath Ganguly மடப் தண்ட? in portal 

 



Plate XV To face page 128 

   

    
RAMA AND THE MAGIC DEER 

By A. N. Tagore 2
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KAIKEYI 

By Nanda Lal Bose
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KRISHNA AND YASODA 

By Asil Kumar Haidar +47 8
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