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CHAPTER |
| NTRODUCTI ON

Art is an universal phenonenon and is as old as
human being. Every society has its own art, which is
encouraged and noul ded by the patronage it gets fromits
menbers. Artists as menbers of society create such works
of art in accordance with the existing relations in the
society. Every work of art is an anal gamation of various
ideas circulating in the society. Political, econonic
and social changes are directly reflected in these cul -
tural aspects which are not often deliberate but becone a
part of the activity. The veracity of the argunent could
be seen in the enmergence of various art trends histori-
cally synchroni sing with new devel opments and changes in
the society. The relation between art and society has
been closely interwined and every work of art can be seen

as an outcome of several sociological factors.

Janet WIf in her book 'The social production of

art' nmentions that every work of art is a product of the

society, involving various sections of the society.! In
support to her argument she classifies the influences of
society on art into three broad categories - social,
econom ¢ and technol ogi cal . Art which is a powerful
nedi um of expression is conditioned by the above three
forces. The devel oprent of new col ours, brushes, papers

and oils have enabl ed the shift frompaintings w th opaque



col ours, done using vegetable colours to the transparent
and translucent effect ,with the use of oil colours on
canvas. Though the influence of technical changes is
visible faster and prom nently, subtler reactions occur
with the influence of the other two forces. The role of
a patron, his tastes and likes have had a definite role
in the progress of art. It is because of this role of
patron that art styles have been changing historically.
Mislim rulers admred secular mniature paintings and
encouraged them while the Hndu rulers preferred reli-
gious themes either in mniature format or on |arge nu-
ral s and scul ptural panels. This support fromthe patron
can be related to the society and social surroundings to
whi ch he bel ongs. It is difficult to think of a H ndu
patron encouraging Persian mniature. There could be
i nstances when Persian miniature style was adopted but
with subtler changes ,nostly in theme. I nfact any new
change in the society could have definite inplications
on the art. Janet WIf's argunent that art is a social
product and every work of art is influenced by the three
major forces is confirmed by the various art novenents

and patterns occurring regularly in Hstory.

As nmentioned earlier, every society has its own art, but
primarily it becomes inportant to know why is art given so
nuch inportance in society or, in other words, what is the
necessity of art in a society and what are its functions or
activities? An understanding of these questions woul d clear

the anbiguity attached to the wunderstanding of art.



Primtive man living in an age devoid of agriculture
or settled living, had a nunber of wall paintings done on
his caves. The works depicting various scenes fromthe
daily life of the cave man, were probably an outcone of
his reactions towards the happenings and experiences in
his life.? Though understanding of the figures on the
caves is a difficult task, owing to the non-availability
of supportive witten records, it nevertheless can be
said that primtive nan was conscious of his work. In
other words it can be said to be a nedium of expression
and woul d precisely mean that drawings on walls of the
caves was substituting for the lack of |anguage or
script. The nmost common figure showing a nman hunting a
wild bull can be observed and anal ysed in different ways.
It could be seen either as a neans of expressing his fear
of the bull or hunting the bull was considered an inpor-
tant ganme in the routine or was just an aesthetic piece
of work. The last statenent that, it was purely for
aesthetic purpose does not support the argument as the
basic needs of the primtive man were not fulfilled and
the purely aesthetic purpose may as such not be of nuch
i nportance, rather the other two statenents could be of
sone inportance. But nore inportant is to see that draw
ing cane much before letters and |anguage cane into
exi stence and served the purpose of being a comunica-

tive | anguage.



For the prinmtive man, drawi ng was a necessity as it
was adhering to his needs before the existence of |an-
guage or script.® The purpose here was direct and defi -
nite. The figures on the caves are considered to be crude
and unsophi sticated but served the purpose of depicting
his activities. Hunting which was found in a mgjority of
scenes was a daily activity or rather was the nost inpor-
tant work for his survival. Depiction of such thenes,
wi thout any elaborate use of colours or decoration em
phasi zes that the works did not aimat aesthetic superi-
ority but were rather, a means of communication and ex-
pression. A few centuries later, the mnute drawi ng on
the walls of Egyptian pyram ds, depicting the life and
i nportance of the buried person, served the purpose of
communi cating the activities undertaken by the dead be-
i ng. Secondly, it helped in communicating the socio-

econom ¢ inportance attached to it.

Art did not recede to the background once |anguage
and script devel oped, rather there was only a change in
the purpose of art. Art was no longer linited only to be
a comuni cative |anguage but rather was used for aes-
thetic and social purposes. It is here that the question
of the need for art arises. Ernst Fischer sees art as a
life's substitute to put man in a state of equilibrium
with the surrounding world and since total equilibrium
bet ween man and surrounding worl d cannot be expected to

exist even in the nost highly devel oped society, he



suggests that art was not only necessary in the past but
will always remain so.* But is not art expressing a
deeper rel ationship between man and the worl d? Does it
not have to satisfy the various needs of nman? A nunber
of such questions which arise can be observed and anal ysed
only after a strong conviction that art has been, still

is and always will be a necessity.

Every one of us read books or watch novies on the
pretext of relaxing, but what kind of relaxing is this,
trying to immerse into soneonelse's life and probl ens?
This comon activity could be seen as an attenpt by man
to be nmore than hinself and trying to absorb the sur-
rounding world and make it his own, in order to have a
conmmunal existence.® And it is this desire of man to
devel op into a social human being that art becomres indis-
pensabl e. COver the years this concept is gaining inpor-
tance and is also energing as a rational process. The
artists exercise to seize, hold and transformexperience
into nenmory, nenory into expression and naterial into
form which makes both artist and the art work a socia
activity. As such ,though initially art was and can be
seen as a necessity to communi cate visual experiences of
every day life of man, gradually it has gai ned morment um
to reach out to the aesthetic values, in the changing
scenario of the society.

H storically ,no tw societies have had simlar art
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forms. Art as such had al ways been associated with the
artist's physical surroundings and cul tural background,
whi ch woul d strengthen the argunent that art is a social
product or rather a social phenonenon. The ever changi ng
art scene in a society can be viewed as a result of
soci o-econom ¢, cultural and patron factors. To under-
stand the close rel ationshi p between art, artist and the
above factors the best exanple could be that of India,
whi ch w tnessed various art trends regularly over the
centuries. Indian art scenario developed and changed
along with the rulers, social beliefs and religious prac-
tices. This change, though vibrant in painting, i n-
cluded all the art forns, such as Literature (Prose and
poetry) rmusic, folklore and dance. The change need not
be | ooked at as the eagerness to grab any new feature or
imtate the master, but a subtle process to accept the
new creative activity. The adaptability and acceptance
of change could differ fromevery society, but it is on
the common principles of accepting the new ,either for
aesthetic superiority or being subtly overpowered by the

new hegenoni c power.

I ndia, which has a vast interesting cultural heri-
tage wtnessed various art trends like the mniature
paintings, nmurals, glass paintings, pat paintings,
scul putres, engravings and many nore over the years. The
earliest miniature paintings nade during the early cen-

turies A D concentrated on the themes of Jainism These
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works were utilised as book illustrations and contained
a text reflecting the content of the work. In other
words the works were religious representations. |Infact
the conmon term coined for these works was 'Jain Mnia-
tures' owing to the display of thenes of Jainismand its
phi | osophy. G adual decline of this religion saw the
gradual di sappearance of this mniature formof painting
which was later replaced by Hndu art, in the form of
huge scul ptural panels and nurals depicting the rich
H ndu nyt hol ogy. The works which were bold, concen-
trated upon intricate designing, ornanentation and were
based on the principles of Rupa, Bheda Prananani, Bhava
| avanya Yoj anam Thus both Jain mniatures and H ndu
scul ptural art were based on religious themes and served

the purpose of religious propagation.®

A mgjor shift fromHndu religious art to secul ar
art, cane with the arrival of Miuslins, who brought al ong
with themthe Persian school of mniature painting. The
themes concentrated on portraits, war scenes and other
social activities and had no depiction of religious el-
ements. A though the artists came fromPersia they adopt ed
to the Indian elenent especially the Indian flora and
f auna. This art gained substantial response from the
Indian artists and patrons, who al so began to take to the
new art form’ Anrmuch nore inportant exanple to show the
shift in the pattern of art work is that which occured

with the arrival of Europeans in the country. Native



Indian artists who were, by the early 18th century, well
versed in mniature style of painting, had to give up
work in that traditional style to work in the nmedia of
oils, enphasising on the transparent and transl ucent

effect on the figures of the works.

Such changes can be viewed firstly, as an outcomne
of the change in the ideas of patrons and secondly, as an
out conme of the new socio — religious ideasoccurringina
soci ety. The shift fromMighal mniature school to Euro-
pean academ c art, seened obvious with the lack of any
strong patrons for the old art form and even the few
smal | rulers taking a passion for academc art.® The role
of patrons for the artist beconmes very inportant and is
practically visible in this context, wherein the art-
ists tried to with the narket trends. Though artists
today may hesitate to speak about the relation between
market and the artists work being practically an outcome
of market policies, Ernst Fi scher observes that con-
sciously or wunconsciously the artist is dependent upon
the market structure, either to earn name or noney. This
concept of relation between nmarket and artist is not new,
for, historically except probably the prinitive man, ev-
ery other society experiences this and it is this concept
of working in accordance with the narket, that there
have been so many changes in art forns over the centu-

ries.



Secondl y, changein socio — religious ideas al sohave
had a vital role to play in the progress of any art
novenent. Shift in the patron's religious beliefs did
have a direct effect historically. H ndu rul ers obliviously
patroni sed H ndu art and even when they adapted to the
Mughal miniature style, the thenes were religious. This
was clear in the Rajasthani miniatures, where the style
adopted was new and content was revolving around Radha

and Krishna, of the H ndu nythol ogy.

Wil e market, patron and socio - religious forces
can be seen as mmjor forces which influenced the art
work, the other institutions like art schools, colleges
and associ ations which are a fairly new phenonmenon al so
had a role in the working pattern for the last two
centuries.? Students of the art schools discussed and
and practiced simlar kind of work. Students of art
school s, worked in acadenic art style and students trai ned
in this pattern had only one option to learn, work and
practise according to the rules of the art schools.
I nportance was attached to what ever was taught to them
and the sanme is foll owed even today throughout the world.
There was absolutely no choice for the students to prac-
tise their traditional art form or experiment in new
forns. It was due to this reason that traditional art
was relegated to background anong the art school stu-
dents in India. This aspect can be seen in today's art

school s too, where in the students specifically work and



develop their art in accordance with the principles of
art taught at the art school. However, much the nodern
artist speaks of his individual effort in devel oping his
own style, the basics of his work if observed intri-
cately relate to the acadenic training he undertook.
Though the concept of art schools and associations m ght
be new, there were artist guilds in the ancient and
medi eval times which encouraged simlar art trends re-

sulting in the devel opnent of major art schools.

The relationship between art and society forns a
pertinent aspect of this study and has been enphasised
throughout this studyl9th century India witnessed a new
situation with the inflowing western culture and tradi-
tions, while the Indian scene was on the threshold of
decline culturally. Wth the stagnant support towards
cultural activities by the later Mughal rulers, the art-
ists and artisans were looking for alternatives. As
such , the artists accepted the new art forns brought in
by the European traders gradually, prinarily to nake a
I'i ving. And it is this econonic power of patronage
together with socio-religious changes which forced the
artists to take to the new art forns. In other words the
artist in order to satisfy his needs had to work accord-
ing to the tastes of the patron. As such, it could be
observed that, however,independent the artist m ght be,
he is dependent on the society and patron for his sur-

vival .
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During the long span of nearly two and half centu-
ries of colonial rule, every area of life - social
econom c, political, and cultural, underwent its inpact.
Changes in economc and political areas have been stud-
ied at length by historians, while changes in social and
cultural spheres are subtler and, it is only in the
recent past that study of cultural transformation under
colonial rule has been taken up. Cultural transforma-
tion, an inportant aspect of colonial conquest, is nedi-
ated by several cultural elenents, producing in the sub-
ject society, various transformations which are not sinple
synthesis or echoes of netropolitan culture but tend
to be conpl ex devel opnents. The present work is an at-
tenpt to study the changes and devel opnents in the field
of painting, in a colonial set up and, how, inspite of
the official pressures and dom nance, the artists tried
to maintain their |ndianness. More specifically, the
work studies the nmajor art trends of the late 19th and
early 20th centuries in the country and, in particular
Andhra, and how the artist worked as an i ndependent cre-
ative individual in a politically charged atmnosphere.
It has to be observed here that art novenent came to
Andhra, much later conpared to Bengal. The two school s
devel oped only after the novement towards swadeshi was
at its peak and spread throughout the country. Thi s
study particularly concentrates on the two art schools
devel oped in the coastal regions of the present day Andhra
Pradesh, during 1900 to 1947.

n



The arrival of the British brought in major changes
in every area of life in the country, including the
education system English had been introduced i n school s
and colleges and a result of this was the growh of an
educated class. The establishment of three universi-
ties at Bonbay, Calcutta and Madras, by the year 1857,
contributed to the creation of a new intellectual fer-

ment in the country.?®

This intellectual ferment was the context in which
the novenents for social reformenerged. Raja Ram Mhun
Roy, Iswar Chandra Vidyasagar, M G Ranade and Kandukuri
Veer esal i ngam stand out as the prom nent exanples of a
new intelligentsia searching for ways to construct a new
social identity for Indian people, partly as a neans of

bui | di ng defences agai nst col onial doni nance.

The work of such people was further facilitated by
a rapid growth in publication of a nunber of new books,
journals, and articles propagating the new i deas of re-
form and devel opnent. This new literature ranging from
political panphlet to the ronmantic novel was not only a
reflection of the intellectual ferment but contributed
significantly to the shaping of this ferment and to the
maki ng of new social and cultural identities. This new
literature was, therefore, at the sane tine a conse-

qguence of colonial conquest and in many different ways
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also an instrunent for resisting colonialism

This was equally true of painting, just as nodern
Indian literature energed in the cultural tensions gen-
erated by the conflict between a doni nant European cul -
ture and a subordinate system of indigenous cultures,
pai nting was al so subjected to these tensions. The flour-
ishing art of mniature paintings, which received pa-
tronage under the Mighal rulers, gradually spread to
ot her regional centres, after the decline of the Mighal
pat ronage under Aurangazeb. The artists who migrated to
the regional centres received patronage in the regional
courts. Prom nent anong these are the courts of CQudh,
Mysore, Mirshi dabad and Lahore. Although the art of the
regional centres was an offshoot of the Mighal school,
they neverthel ess maintained slight variations prom-

nently visible in the content

Maj or changes in the art activity, however, crept in
with the arrival of European artists into the regional
courts. Rul ers of Qudh appointed a Scottish artist,
Robert Honme, as the court artist, Tilley Kettle, a
British portrait artist, was patronised by Shuja-ud-
daul a of Qudh. French artists and arti sans were enpl oyed
in the court of Hyder Ali and Ti ppu. Wil e these are
a few proni nent exanples, a large nunber of artists from
Europe cane to travel in India, a country considered
adventurous in the west. These travelling artists not

only made realistic drawings and |andscapes but also
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wor ked towards maki ng naturalistic drawi ngs of flora and
fauna for the Botanical research society in England.
These artists fromthe Wst introduced the native Indian
artists to a new fromof art and there are many exanpl es
when Indian artists tried to inmtate their western coun-
terparts. The result of which was the devel opnent of

' Company School' of painting.

' Conpany School ' of painting which received pa-
tronage by the East India conpany officials and the
Engli sh educated Indians, remai ned a conbination of
Western and Indian styles. Mniature works with an
European seated on a terrace with attendants holding a
"hukka', a French officer handing his servant his cap or
a Nautch party, became common, wherein the Indian artist
was del i berately show ng new aspects of life in the soci-
ety, in the same old form® This kind of art becane very
popul ar anmong the conpany artists. Slightly different
from this art was the European acadenmic art, showi ng
still portraits of leaders and rulers, |andscapes, and
still lifes wherein transparent and translucent
effect was enphasised . To this group bel ongs Raja Ravi
Verma, a descendant of the royal famly of Travencore.
As an artist, he formul ated a style conbining his know -
edge of Hndu religion and nmythology to that of western
painting. H's acquaintance with the Dutch artists, who
visited the court of Travencore, enabled himto success-

fully develop a new art formwhich gained instant popu-
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larity for its bold expressive figures with soft beauti -
ful facial expression and effective background. The
other reason for his popularity was the easy avail abil -
ity of his work due to the devel opment of ol eography.
Ravi Verma's work began to be conm ssioned by the
royal househol ds of Baroda, Travencore, Msore and nany
educated Indians for whom his work was reflecting the

new taste of European academ sm

Muich in the same way, the Britishers, from their
side, introduced art schools in all the najor cities of
the country and enphasised European academ sm and were
in the process of propagating new aesthetic el ements and
also trying to produce artists with European training.
Students of the schools, in nost cases, got jobs in
educational institutions, survey offices or were engaged
to make natural history drawi ngs.!® The official policy
on art was defended by a few British art historians,
nost inportant being Cecil Burns, who opined that up to
the year 1859, India was entirely isolated fromrest of
the world and it is this isolation, according to him
whi ch enabl ed the Indian craftsmen to have nonopoly only
in local narkets and prevented them frombei ng known to
international market. As aresult of this, the craftsmen
never tried to develop their goods or make any new
goods. He strongly opined that introduction of European
academsm with enphasis on principles of design and

anatony, would nake the students of art expert drafts-
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nen. Burns introduced this formula of teaching art in
the belief that it represented fundanmental principles
governing all art creations.* However, the work done
by Ravi Verma was vehenently criticised for neither be-
ing totally Indian nor European by E. B.Haveli, Ananda
Coorar aswany and Abani ndranath Tagore.'® The above three
artists associated with the Calcutta school of art re-
jected the conbi nation of Indian and European styles and
enphasised on art, purely Indian in formand content.
As a part of their activity, they renoved the acadenic
art displayed at the art school and replaced it with
Indian art, as a source of inspiration for the students.
Havel i and Coonarswany, with the support of Abani ndranath
and Sister N vedita, enphasised on Indianising Indian
art. As such students of the Calcutta art school were
trained to study Indian frescos, nurals and mniature
pai ntings. They also took support of Criental art, spe-
cially that of Japan and China. As such the work pro-
duced under the banner of Bengal school renained a delib-

erate effort to Indianise Indian art.

Thus, by the end of the 19th century, there were two
nmajor trends in the donmain of painting - one explicitly
Wstern in style, idiomand form if not in content and,
the other, a deliberate effort to devel op an I ndi an school,
consciously rooted in the long traditions of Indian art.
It is in this cultural context that a painting tradition

began to emerge in Andhra towards the early 20th century.
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CHAPTERI ZATI ON

The work has six chapters including Introduction
and concl usion. The first chapter which fornms the intro-
ductory chapter of the work, carries a discussion on the
vari ous issues which enable this study to be neaningful.
An attenpt is nade to know the necessity of art through-
out history and secondly how art and society are
interlinked has been putforth. A survey has al so been
made of the various literary sources avail able and used
for this study.

The second chapter titled "Col onialismand culture:
Cultural Transformation Under Colonial Rule: Reference
to Andhra", has a study of the education systemin the
country. British ,who prinarily cane to India as trad-
ers, consolidated their power in nost areas of the coun-
try. As a part of their activity, they introduced cer-
tain economc, political, religious and educational re-
forns. The educational reforns included establishnent
of schools and coll eges, enphasising on English educa-
tion, relegated the old pial systemof |earning to back-
ground. English education introduced in the schools and
col | eges had been accepted by the Indian nasses for whom
it provided an opportunity to enter the privileged group
by acquiring jobs in the government. The chapter has a
di scussion based on the social changes brought through
ref ormnoverment s and how and why new educati on was intro-

duced and encouraged by the colonial rulers. Soci al
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awakeni ng brought about subtle changes in the attitudes
and wonen began to be considered as an inportant and
essential part of the society. A discussion has al so been
made as to why the British officials gave so nuch inpor-
tance to education in India. Mich in the same way, a
di scussion of art education in India which was both an
expensive and el aborate activity is also provided. This
apart, the study also concentrates upon the kind of art
whi ch was devel opi ng throughout the country and how it

was different fromthe native arts.

The effect of the new education was felt in differ-
ent areas. There was a definite change in the attitudes
of peopl e who now began to inmtate their masters in every
way. The new custons, |anguage, literature and behav-
ioral pattern attracted the new educated Indian class
for whomit was considered a matter of privilege to be on
par with their western counter parts. Mich in the same
way, exhi biting paintings in academc style too reflected
their econom c power, as such the craze to show academ c:
art began to spread widely. Thus Indian artists popu-
larly represented by Raja Ravi Verma, took to portraying
of Indian nythology in academ c style. Though the style
was totally new to Indians it began to attract a l|large
nunber of people. The works seemed to be nore attractive
owing to the bold figures with concentration on shadi ng
and achieving a transparent effect on the work. These

pai ntings gained further popularity with the devel opnent
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of ol eographs which were available at a low cost. This
novenent which was a conbination of western and Indian
styles was popularly termed Anglo - Indian school of
pai nti ng.

The works of this school were adnmired by a vast
majority for their bold figures with concentration on
shadi ng and achieving a transparent effect on the dress
worn. The figures representing acadenic realismin which
the figures are depicted as natural, without any unnatu-
ral concentration on ornanentati on or designing. Figures
of Indian gods and godesses becare popular and for |ong

cal ender art depended on this formand style of art.

Ravi Vernma, the pioneering figure of the Angl o- Indian
school of art inspite of overenphasis on acadenmc art,
did create a new dinmension to Indian thenes. This adop-
tion of Indianised content has put himon the forefront
of the argument that he was an artist with national out
| ook.

Though popul ar anong the people, Ravi Verna's art
has been criticised by hardcore nationalists, who ob-
served that his work was neither totally Indian nor west-
ern. The novenent gained further inportance with the
call given by nationalists for "Swadeshi". The art nove-
nent to counter the Angl o-1ndi an school of painting gai ned

further nmonentum with the initiative taken up by
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Abani ndr anat h Tagore, E. B.Haveli, and Ananda Coomar swany
who enphasi sed on retaining Indian el enents in the paint-
ings taking support from folk and traditional arts of
India and the Orient. This deliberate attenpt to devel op
an exclusive school of art was popularly ternmed Bengal

school for its birth and enphasis in the Bengal state.

E. B. Haveli who worked as the principal of Calcutta
art school rejected the academ ¢ art wor ks whi ch ador ned
the walls of the college and displayed works reflecting
Indian and Oiental heritage. A stark difference of this
school fromthe Angl o-1ndi an school of art was the use of
opaque col ours, secular thenmes and subtle ornamentation.
I nffact Bengal school enphasised nore on oriental figures
with long el ongated eyes, plain faces and very delicate
or nament ati on. This movement to develop an art from
totally Indian was worked upon profusely by the art stu-
dents of Bengal. It gained monentum with the support
rendered by the Indian teachers and |iberal western of-
ficials. Thus India wtnessed two broad categories of
art work, first, a mxture of the Indian background wth
the new academ c training and, the second, a deliberate
attenpt to develop a school of art totally Indian in

form style and content.

Though the earlier one was popul ar among the masses
the educated Indians who at one time preferred academc

art now began to take to the new art form This nmovenent
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was not confined to Bengal alone, rather it began to

spread to various other areas of the country.

The third chapter attenpts at a study of the re-
gional dissemnation of the on going art novenent of
Bengal in Andhra. The chapter titled °'Devel opnent of
pai nting: Andhra Jateeya kalasala', is a study of the art
departnent of the institution which was started in the
town of Machlipatnam  The study includes the ainms and
objectives of this institution which was an outcome of
the call for national institutions during the swadeshi
novenent whi ch enphasi sed on ascertaining |ndian iden-
tity. The institution had an exclusive art department
and ained at the devel opnent and spread of art novenent
on the lines of the Bengal school. Various artists who
studied at this school, their style of work, the themes

of the work have been discussed in the chapter.

Wil e the Andhra Jateeya Kal asala was directly in-
fluenced by the Bengal school the second school of art
whi ch devel oped under aegies of Andhra Society for In-
dian Art was slightly different. Students of the school
had their education primarily in the acadenmic style in
the art schools started by the British but back home they
struggled to conply with the art novenment progressing
el sewhere in the country. Their deliberate effort to be
within the framework of the Bengal school can be seen as

aresult of an attenpt to forge ahead in this newform A
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study has been nade of the various artists of this soci-
ety and their work in the fourth chapter titled ' Devel op-
ment of painting: Andhra society for Indian Art'.

The study woul d seeminconplete if the tw n aspects
of content and form are not discussed. Content which
forms a maj or phenonenon of the 19th century painting can
be understood as a reflection of the prevailing circum
stances on the artists' mnd. Though direct representa-
tion of the society, as done, by well known artists like
Pi casso, who reacted to the civil war in Sapin or Chitta
Prasad who reacted towards the arned struggl e i n Tel angana
or the primtive nman who portrayed his surroundi ngs were
known both to the Indian artist and viewer, but did not
attenpt this art during the time of nationalist struggle.
Direct depiction of social realismcould be seen as the
reaction of the happenings around them or it could also
serve as propaganda material to the ongoing novenent.
Such representation of social reality has been histori-
cally credited to be good and functioning art with a
definite purpose. However, art in the early 20th century
I ndia was devoid of such art, with of course a few excep-
tions. Wiile Chitta Prasad was one artist who portrayed
atrocities of the British and NNzamin the 20th Century
Bengal and Andhra, the only other artist who showed the
British attitude towards Indian peopl e was Nandal al Bose
in his panels for the Haripura congress session. The

qguestion which arises is why was the Indian art of the
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20th century devoid of this aspect of social realismor
was there any other formthrough which artist reacted to
the happenings around him  This aspect of content and
formin the 20th century painting in Andhra has been
dealt within the fifth chapter. In this chapter, the
silence if any, regarding the portrayal of social real-

ism, has al so been di scussed.

Anot her naj or issue which has been discussed in this
chapter is regarding the patronage of the nationali st
art in Andhra. Anglo-Indian and academc art did have
regul ar patrons conprising of the English educated m ddl e
classes and of course second grade British officials in
India who could not afford artists from England. The
qguestion which arises is were there patrons of the na-
tionalist art or was the art a protest of the artist

agai nst the col onial hegenony?

The last chapter ,apart from having concluding re-
marks of the work, attenpts at answering the question,
can the two school s of art which devel oped in Machili pat nam
and Raj ahrmundry be terned as separate schools of Andhra
art or can be seen as a continuation of the novenent
started in Bengal. The two schools at Machili pat nam and
Raj ahmundry which, despite their work and contribution
to the Indian art scene, were rel egated to background and

the reasons for it have been discussed at |ength.



NOTE ON SOURCES

The study has been based on a large nunber of pri-
mary and secondary sources supported by oral testino-
nies. Oal testinonies, despite certain short conm ngs,
forman inportant source for this study in ascertaining
certain factors, prinarily because the witten sources
both primary and secondary for this study are conparatively
very few in nunber. As such views of students and art-
ists who worked and are associated with the two art
school s have been taken into consideration for providing
first hand information regarding the subject of this

st udy.

The primary source material relating to the art;
school s introduced by the British has been obtained from
Covernnent Orders of the Devel opnent departnent, Public
I nstruction departnent and Education departnment from
the year 1904 to 1945, available at the Tam| Nadu State
achi eves, Madras and Andhra Pradesh state archives, Hy-
derabad. The Governnent Orders provide infornati on about
the curriculum and courses offered in the school, stu-
dents who took to the courses and the enpl oyrment they got
after conpleting the course. This apart, they have in-
formati on about the regular government policies on art
and art education in the country. These governnment or-
ders have enabled to understand the governnent policies

on art, which underwent regul ar nodification and changes.
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Anot her maj or source to know about the various art
schools, their establishment and functioning has been
found in the home departnents papers relating to mainte-
nance of schools of art in India as state institutions
from the year 1893 to 1896. These papers are detailed
letters of correspondence between the Government in In-
dia and Government in England and gives an account of the
official dialogues as to why art was being introduced in
the country. These letters also highlight the courses
of fered, the structure of the curriculum the exam na-
tion system and the work carried out by the schools of
art in Bonbay, Calcutta and Madras. The letters enphasised
on the Government's policies on the introduction of art

education.

It was, however, nuch difficult to know about the
art of Andhra. I nformati on regardi ng Andhra society for
Indian art has been mainly taken from the articles pub-
lished in Bharati and Triveni. the two leading literary
and art journals in Andhra of that period. The other
i mportant magazines of the tine which carried articles

on art and culture are Sharada. Gruhal axm and much |ater

Andhra Patri ka. These were supported by the unpublished

articles wirtten by Varda Venkata Ratnam a nenber of
the Andhra Society for Indian Art and his student M Rajaji,
avail able at the Damerla Rama Rao menorial art gallery,
Raj ahmundry. M. Raj aj i al so authored the book

" Si ddhahast udyu: Daner| a Rama Rao: Jeevitam Kal akri shi "
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in Telugu, which gives an inpressionistic study of the
artist, his work and the ideas towards which he worked.
These were supported by the interviews conducted with
late Snt. Danerla Satya vani, wife of D Rama Rao, initia-
tor of the school and herself a very active nenber of the
school. Being a nenber of the school, her observations
and remniscences of the school have been utilised at
length in the present work, which have enhanced the au-
thenticity of this work. I nformati on about Varahagiri
Venkat a Bhagi radhi and Sat yanarayana Chankur (S. N Chankur)
has been got from the unpublished diaries of the two
artists. Their work, activities and i deas have al so been
discussed with their famly nenbers. A major portion of
the work of the school are exhibited at the Damerla Art
Gal l ery, Rajahnundry and these have enabl ed the study of
various styles of this school.

Information regarding the Andhra Jateeya Kal asal a
has been taken fromthe articles published in Bharati and
a few Governnent Orders of Devel opnent departnment. Most
i nportant anong t hembei ng Gover nment Order No: 805, which
gives a detailed account of why and how the institution
was started. The order also carries a detailed account of
the syllabus in the various branches of art departnent
and the courses introduced. Information regarding the
art teachers of the school has also been acquired from
the Government Order. Sister Nvedita, in one of her ar-

ticles on Indian art published in Mddern review, mentions
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about the two inportant art teachers Ranendra Chakravart hy
and Pronod Kunmar Chatterjee. Further, infornation about
the Jateeya Kal asala has been obtained from the inter-
views conducted with late P.Hanumanth Rao, a student of
Jateeya Kalasala and Alluri Satyanarayana Raju , a non
formal student of the Kal asala who now |ives at Rayal ema
village near Bhinmavaram Information fromthe two art-

ists enabled to fornmul ate a nunber of new aspects.

This apart, visuals belonging to the tw schools
have been collected from Danerla Rama Rao nenorial art
gallery, Telugu University, Salarjung Muiseum Sudharna
Art Gallery and nany private collections of the rela-
tives of the artists. Anot her major source was the
vi sual s which were published in popular Telugu journals

Bharati. Gruhal axm . Sharada , Andhra Patri ka and Tul i ka.

Col our reproductions of the works began to be published

since 1907 and in every issue a few paintings were repro-
duced.

The work has been substantiated with a nunber of
secondary sources in the formof books. Ernst Fischer's

Necessity of Art: A Marxi st Approach ,gives an insight to

the basic question relating to the necessity of art in
soci ety. The author enphasises that every society has
its own art and artist and his work can be seen as a
reflection of his surroundings. This aspect of art being

a social product, is supported by Janet WIf in her work
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The Social Production of Art. For Fischer, who based his

study in relation to European art, content becomes very
i mportant aspect. Any work without astrong content fails
to attract the viewer and gives a nunber of exanples in
support of his argunment. For himthere is a major rela-
tion between the work of an artist, his surroundings and
his patron. He affirms that content and formin the works
change according to the relation of patronage and this
argument of Fischer seems to be convincing with the vari -

ous shifts in cultural activity in a society.

Janet Wolf in her two works, Sociology of Art and

the Social Production of Art affirms that every work of

art is a social phenomenon and it cannot be denied that
artist as a menmber of the society around him cannot be
devoid of any social influences. These are two books
whi ch have been supportive throughout this study in un-
derstanding the meaning of the art and its role in the
society. An overview of the art movements and the role
of the artist in society has been taken from the four

volume study of Arnold Hauser "The social history of

art". This study deals with the art of Europe over the
centuries. The various schools of art which were wit-
nessed in Europe have been discussed at |ength. The study
apart fromgiving an insight into the European art scene

enables to study the various Indian art movements.

More specifically, the books by Tapati Guha Thakurtha
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and 'Art and Nationalismin Colonial India , 1850-1920

by Partha Mtter speak about the art movenents during
colonial period in India and specifically study the situ-
ation in Bengal, considered to be the hubb of cultural
activity. Mtter expounds that though colonialism was
common for both India and Latin Anerica, there were nany
mar ked differences. The basic difference is that in
India, the freedomnovenent was political rather than a
social revolution as in the case of Mexico. Mexi co
produced a few revolutionary nurals of great intensity
inspired by the violent upheavels of 1909 -17-

However, he observes that in India art did not serve any
direct political end. Rather he observes that |ndian
artists as cultural nationalists were busy in creating
their own private i mages of an authentic indi genous cul-
ture. At the sane tine he does not underestimate the work
done by Indian artists in devel opi ng an i ndi genous school
of art which was | ooked at by western critics as a neans

to uphold India as culturally superior to the west.

More specific study relating to art novenent in Ben-
gal has been done by Tapati Guha Thakurtha in the work

"Making of new Indian Art, Aesthetics and Nationalismin

Bengal . 1850-1920'. The work is an el aborate study of the

various art trends which occured in Bengal and gives a
detail ed account of how and why native artists of Bengal

had to take to the new academc art. These two books



have hel ped in raising a nunber of questions relating to
the art activities in Andhra. Though the cultural nove-
nent as such was not very strong in Andhra as in Benga
there was, however, an awareness to devel op a school of

art upholding Indian cultural heritage.

Wil e these are a fewworks, which helped to a larger
extent in preparing this thesis, there are many others
whi ch have been referred to, and have been very useful
throughout this study, which is an endeavour to explore

a new area.
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CHAPTER I

COLONIALI SM AND CULTURE: CULTURAL TRANSFORVATI ON UNDER
COLONI AL ROLE : REFERENCE TO ANDHRA

The study of cultural transformation in the 19th
century India rests on the assunption that the energence
and growt h of newartistic traditions can only be under-
stood in reference to the colonial context in which they
emerged and were shaped. Mre specifically the emer-
gence of nodern painting in Andhra needs to be exam ned
as a particular cultural practice, firmy located in a
specific social, cultural and historical context. The
study woul d prove to be inconplete if it is in isolation
and has to be analysed as a part of a larger cultural -
hi storical process. It, therefore, becones inportant
here to trace the energence of new education, ideas and
thoughts which helped in creating new ideas anong the

| ndi ans.

This chapter which would be a prelude to the spe-
cific subject of study, primarily contains two parts.
The first has a detail ed discussion on the energence of
new education and ideas, based on the western system
with specific reference to Andhra region. The various
ideas and thoughts relating to the limtations or no-
tives in introducing English education, putforth by his-

torians and academicians will be dealt with. Secondly,
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there would be a discussion on how these ideas were
accepted by the Indians and brought about socia

consci ousness, which influenced the native | anguage, |it-
erature, theater, drama and painting. The study woul d
preci sely be a study of how the alien el ements influenced
the Indian society. The second part in this chapter
specifically deals with the establishment of art school s
throughout the country. A discussion would be there on
the necessity of introducing art education in the cur-
riculumand how it was responsible for the devel opnent of

new art in the country.

PART 1 : EMERCGENCE OF NEWEDUCATI ON AND | TS REPERCUSSI ONS
ON | NDI AN SOCI ETY.

Britishers who had cone as traders in the early 16th
century could establish thenselves politically only by
the first half of 19th centuryl. It was only after they
had legitimsed their supremacy politically that they
tried to penetrate and capture the Indian society cul -
tural |l y2. The process of transformation of a native soci-
ety is a long one and has undergone a nunber of noul di ngs

whi ch need scrutiny before comng to any concl usion.

Society in India until the end of the 18th century
was confined to the feudalistic attitudes. The division
of the society on the basis of religion, caste, class

and tribe, had avital role to play in the social set up.
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This was a pronminent factor for the decaying state of
I ndian society. Blind faith in social custons and
superstitions further added to the decaying of Indian
soci ety. Education which has avital role to play in the
devel opnent was narred by religious beliefs and had been
a monopoly of the priestly classes and a fewaristocratic
fam|ies?® Infact the priestly class, who formed the
foremost group in the social structure, nmintained a few
schools with the financial support from the ruling
cl asses.* Education, inparted under such a system re-
mai ned traditional and superstitious, further, only a
small mnority was allowed to avail the opportunities.
The majority, however, were destined to be in darkness,
shackl ed by the traditional concepts. This social back-
war dness was one of the factors which contributed to the
political supremacy of the Indian country by the En-
glish, who were successful in exploiting the prevailing

ideas and pl ace thensel ves above the natives®.

It was under such circunmstances that the new rulers
tried to bring in a few changes on par with the scien-
tific devel opnent in the world. The new systemwas much
nmore open and practical and played a promnent role in
the removal of certain basic disparities prevailing in
the society, which were considered to be of inportance
for the devel opnent of the natives®. The question which
often arises is, why did the British ever think of intro-

duci ng new education in our country, which was al so made



a state responsibility. The question becones nore per-
tinent because education which was never a state respon-
sibility in England, was allotted a huge sumby the gov-
ernment in India’. Though many answers have been putforth,
it isdifficult to cone to any definite conclusion. The
acceptable version putforth by historians is that the
rulers aimed to create a new class of educated Indians,
which could help themin carrying out adnministration |,
or in other words, tried to create a cheap working force
for thenselves to be enployed in | ower |evels of adm nis-
tration at the governnment of fices® Secondly, it has been
observed that the rulers tried to portray their ideas and
beliefs, thus nonopolising the Indian m nds which could
be trained to cater to the tastes of the rulers. The
above proposal is strengthened by the fact that Lord
Macaul ay had advocated the training of a class of per-
sons, "Indian in blood and col our but English in taste,
opinion and norals"®. This was a goal which was first
approved by East India conpany and then by the Home
Governnent itself and in 1853 Sir Charles Travel yan had
defended it as a necessary instrunent of the inperial
policy!®. The whole idea is the outcone of the enlight-
ened Britishers who were of the opinion that British
culture was the best and nmost liberal in the world and
that if India, South Africa and other countries were
culturally anglicized it could pave way for the unifica-
tion of the world. Cecil Rhodes, a prom nent nenber of

this faction, constructed the idea of a British enpire
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throughout the world, Ilinked together by the bond of
Engl i sh | anguage and cul ture, serving the cause of peace
anong men. ** In other words he ained at the extension of

the British rule, throughout the world.

Anot her accepted feature is the pressure from the
m ssionaries who had to work and interact with the |ower
classes of people in their mssion of proselytization
and there was a necessity for a contact |anguage and
medium to attract the poor and illiterate people to-
wards the new religion. These apart, the natives had
their own criterion and were accepting this new system of
educati on which they considered as nore scientific, pro-
gressive and were confident of fighting the blind
soci o-religious beliefs which were stagnating the devel -

opnment of the country. '

The new educated m ddl e classes were fully aware of
the advantages and di sadvantages which the new Engli sh
education had created. Raja Ram Mbhun Roy advocated the
necessity of inparting English education in India, which
according to himwas the key to the scientific and deno-
cratic devel opnent as in the nodern West.!* He believed
that the old system of education encouraged superstitions
and authority, which are the key factors for the underde-
vel opnent of a country. Secondly, Sanskrit education, how
ever, intellectual it was, could not hel p renmove darkness

from the country or conpete with the outside world.?®
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This veiw is very strongly expressed in a letter which
Raja Ram Mohun Roy wrote to Lord Amherst the Governor-
General , through R. Heber Lord Bishop of Cal cutt a.
This letter had a strong protest against the establish-
ment of Sanskrit schools wunder a Hindu pandit. The

letter is as follows

"This semnary (simlar in character to those
which existed in Europe before the time of
Lord Bacon) can only be expected to |ead
the m nds of the youth with grammatical
niceties and metaphysical distinctions of
little or no practical use to the possessors
of society. The pupils will there acquire what
was known two thousand years ago with the ad-
dition of vain and enpty subtleties since then
produced by speculative nmen, such as is al-

ready commonly taught in all parts of India."

He points out at length how the young students of this
sem nar would merely waste a dozen years of the nmost
val uabl e period of their lives by acquiring the niceties
of Sanskrit grammar, speculative philosophy of Vedanta,
obsolete interpretations of vedic passages in M mansa
and the subtleties of the Nyaya Sastra. He then contin-

ues. . .

"I'n order to enable your lordship to appreci-
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ate the utility of encouragi ng such inaginary
| earni ng as above characterized, | beg your

lordship will be pleased to conpare the state
of science and literature in Europe before the
time of Lord Bacon with the progress of know -

edge nade since he wote".

"If it had been intended to keep the British
nation in ignorance of real know edge, the
Baconi an phil osophy woul d not have been al -
lowed to displace the systemof the school nen
which was the best calculated to perpetuate
ignorance. In the sanme manner the Sanskrit
system of education would be the best cal cu-
lated to keep this country in darkness, if
such had been the policy of the British | egis-
lature. But as the inprovenent of the native
popul ation is the object of the Government, it
will consequently pronote a nore l|iberal and
enl i ghtened system of instruction, enbracing
Mat hematics, Natural philosophy, Chemstry,
Anatony with other useful sciences, which nay
be acconplished with the suns proposed by the
enmploying of a few gentlenmen of talent and
| earning, educated in Europe and providing a
coll ege furnished with necessary books, in-

struments and other apparatus."?*®
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The letter contains the popul ar ideas prevalent in
the society, to encourage new English education and al so

vehenently criticises the traditional system of educa-

tion.

Al t hough new education was supported by many sec-
tions of the society, the orientalists |ed by Janes Prinsep
thought it was inpractical to make English the |anguage
of the people and firmy opined that introduction of such
a system would upset the existing vernacul ar arrange-
ments in the country. Oientalists preferred to have a
system devel oped by the interweaving of native with the
new el enents rather than an al t oget her new system !’ Though
this idea too, was popul ar anong a section of Indians and
British, it could not, however, stop the introduction of

Engli sh education throughout the country.

Subsequently, taking inspiration fromRaj a RamMhan
Roy, numerous organisations such as the Arya Sangj,
Ramakri shna M ssion, Aligarh nmovenent and scores of en-
lightened individuals |ike Ishwar Chandra Vidyasagar,
Ranade, Chil plaunkar, Agarkar, Mganbhai, Karanthand,
Karve, Cokhale, Tilak, Mlavia and Gandhi worked towards
maki ng peopl e understand the advantages of the new edu-
cation system This was explained to people through
lectures and articles in journals and books. Further,
education was linked up to the social awareness,

emani ci pati on of wonen, w dowremarriage, abolishing child
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marriage, infanticide and nore inportant, the renoval of
caste discrimnation and superstitions which were deeply-

rooted in the society.

Educati on was accepted by many, not only for indi-
vi dual progress but also because a degree in the new
education was considered as a passport to a governnent
job, however, small it was.!® Further, many readily
accept ed new educati on because of the criteria and privi -
lege attached to it. The education system was thus an
outconme of the effort of both the rulers and the natives
who ained at the introduction of English education in the
country. The political and econom c necessity of British
capitalismin India, together with a fanatical belief in
the role of British officials as nessiah, to civilize and
unify the world seenms to have pronpted English education

in the country.

Christian m ssionaries who had come to India and the
East had the prine aimof propagating their religion in
the nost backward areas.?® Though this was the prine
aim the process was a difficult and time consuning one
primarily because there was no contact |anguage between
the peopl e and mi ssionaries, without which it was diffi-
cult to make themunderstand about the newreligion.? In
the process, even before the new education system was
introduced in the country, the officials and m ssionar-

ies needed to learn and interpret the various native
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| anguages. Secondly, it becane essential for them to
train a few natives for the propagation of Cospel anong

the natives.??

The missionary activity vis-a-vis the devel opnent
of education began with the arrival of Portuguese cat ho-
lic missionaries in 16th century in Goa, Dutch protes-
tant missionaries in the 17th century in Ceylon, Gernan
m ssionaries in 1727 and nore inportant the English ms-
sionaries by the end of the 16th century. Few of the
institutions started by the mssionaries are the St.Mary's
charity school at Madras founded by Rev.W Stevenson in
1715 and a charity school in Calcutta in 1720, aining at
the devel opnent of education anmong the natives of In-
dia*®. Aninportance result of the efforts of the mis-
sionary societies was to stir up the government both in
India and England, to realise that it was its duty to do
sonmething for the education of the people under their
rul e. Thus missionary activity was tw fold, one of
prosel yti zati on and another of inparting education, both

of which needed to be done sinmultaneously.

It was against such background that the charter of
the conpany act was introduced in 1813, which laid the
foundation for a state education systenf®. Al though the
conpany did not want to take 'Education' as its sole
responsibility in developing education in the country,

it, nevertheless, was made to inprove education and
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encourage natives of India to take to a devel oped system
of learning. Conparatively a substantial anount was sanc-
tioned for educational activities. Between 1813 and 1823
the East India conpany did not devel op any educati onal
policy in India and the nobney sanctioned remained un-
spent; which was basically due to the conpanies policy to
encourage traditional |earning confirmed by the founda-
tion of a Sanskrit college at Calcutta in 1823%. There
was , however, a lot of anbiguity regarding the objec-
tives of the educational policy, the medium of instruc-
tion, the agency for the spread of education and the
nmet hod of spreading it. Though the novenent was started
by Lord Maculay, it was nodified and put into practice by
Lord WIIliam Bentinck.

Before coning to any conclusion regarding the in-
troduction of English education, it has to be noted that
different sections desired it from different points of
vi ew?®. The enlightened H ndus believed in liberal educa-
tion and participation in admnistration. Christian m s-
sionaries regarded it as the agency to convert nore peopl e
to Christianity, while the officials tried to create an
educated niddle class who could think and work for the
British. In one of Macaulay's letters to his father, he
mentions that, if the policy of English education in
India is followed up, there will not be a single idolator
anong the respectable classes in Bengal thirty years

from now and these will help in the proselytization?.
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Wiile this view was supported by a large nunber of
British officials, another probable effect anticipated
from the education inparted in these schools was the

growth of ideas of liberty fromthe British yoke®.

Most of these questions raised had the answer in the
famous Wod's despatch of 1854, described as' the Magna
Carta of English education in India which declared that
the nai n obj ective of the educational policy was to spread
western know edge and science though some encouragenent
was given to oriental learning at the college |evel?°,
Regardi ng the agencies, it was observed that it was dif-
ficult for any one agency to bring about education in the
whol e country and as such missionary or Indian private
agencies were also allowed to take to teaching, which
made things easier for the governnent, it enphasized on
si mul t aneous devel opnent of both English and vernacul ar
| anguage and not substitute the former for later. This
l'i beral approach was readily accepted w thout nuch con-

troversy.

The three Universities at Bonbay, Madras and Cal cutta
had cone as a consequence of the 1854 despatch. Later by
1920 al nost every major city of the country had a Univer-
sity thus maki ng education available not only to the rich
but also to the nmiddle class in society®. The official
policies which ained at the devel opnent of new education

were neverthel ess not w thout problenms. e school rep-
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resented by Macauly believed in the substitution of Wstern
culture for the natives and was in favour of creation of
a new class of people based on English education. This
school was al so supported by the m ssionaries whose nain
aimwas proselytization and the younger servants of the
conpany who were brought up in the tradition of Ronmantic
revival . The other school which was represented by ol der
servants of the conpany believed in the synthesis of
Eastern and Western cultures®. However, it was the
triunph of the earlier school which was expressed by the
1854 despatch, where in the nain objective was to spread
Western know edge and science with only a marginal en-
couragenent to Oiental learning. This attenpt of the
col oni ser to overpower the subject, citizens culturally,
can be | ooked as a part of the colonial policy, which was

carried out in a planned manner.

However, prior to the 1854 despatch, the East India
conpany established a college in Fort St.CGeorge at M-
dras, for giving the civilian officers instruction in
the | anguages of the people. The efforts of this insti-
tution, clubbed with the Mdras School Book Society,
whose prinme aimwas publication of school books for na-
tives and the formation of a sound vernacular litera-
ture, successfully brought out a good nunber of books. 3
An inmportant feature to note was the invol verent of offi -
cials who took to learning of Telugu and helped in the

publication of books which were hel pful to the natives,
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m ssionaries and the governnent.

The nunber of officials who came to India had a
liberal attitude towards |ndian |anguage and literature.
Many began to venture into learning the native |anguages
which sinplified the work of the officials. A large num
ber of officials took interest in learning Telugu but it
is difficult to say who is the first European to |learn
the | anguage. However, the first recorded evi dence shows
that Benjamn Schulze was able to read and wite in
Telugu and has translated Bible into Telugu, which was
printed in Europe in 1747. He was also the author of

ot her books titled 'Catechisnus Telinaicus Mnor' (Halle

1747) ' Col |l oaui m Rel i ai osum Tel uai coe' (Halle 1747) and

al so gives an account of Telugu grammar and al phabet in
"Conspectus Literature" and "Ganmmatic Teluguca" (Unh-
publ i shed) . 3®

Among the British officials A D. Canpbell was one of
the earliest to learn Telugu, under Udayagiri
Venkat anar ayani ah, pandit of Fort St.CGeorge. A D. Canpbell

authored the book "Gammar of Telugu" which was pub-

lished in 1816. He also composed 'Telugu - English

Dictionary' in 1848.3% Another civil servant J.C Mrris

| earned Telugu. He wote 'Telugu Sel ections' with gram

matical analysis in 1832. He also authored an Engli sh-

Tel ugu dictionary and published in two vol unes in 1835. 3



The nmore well known civil servant was C. P.Brown, who
di d yeomen service in reviving Telugu literature. Brown's
contribution to Telugu language and literature is im
nense, and his interest in the |anguage enabled himto
know a nunber of aspects new to the Indian society it-
self. Inspite of the difficulties faced in the process of
| earning, Brown was successful inwiting a fewbooks. A

few of the inportant books being, ' Analysis of Telugu

Prosody' in 1827, Telugu-English dictionary and also

brought about commentaries to kavyas like 'Vasu Charitra'

and 'Manu Charitra', with the hel p of Appaya Sastrulu, a

Telugu Pandit. In fact Brown had devoted all his |eisure

and savings for the devel opment and study of Telugu |an-

guage. ®

There has been a lot of controversy regarding the
interest taken by the officials in propagating the ver-
nacul ar | anguage. e argunent putforth is that, the
main objective of this is to produce a class of good
vernacul ar linguists anong the natives who, by the at-
tainment of a thorough and critical know edge of their
own | anguage, m ght work as teachers in schools or as the
witers or translators of useful books. Though this ar-
gurment is not totally convincing the proposition cannot
be over |ooked. Secondly, it can be said to be a nore
popul ar neans to spread the new i deas as not everyone can

be given English education.



A significant developnent of the English education
was the spread of liberal ideas. There began a protest
agai nst the social, econonmc, gender, caste and reli-
gious discrimnation, which was very pertinent in the
Indian society. In Andhra, as elsewhere, the scene was
sane with simlar kind of problens. It was Kandukuri.
Veer esal i ngam who for the first tinme began questioning
the age old scriptures, custons and practices, thrust
upon the illiterate in the society. He made his |anguage
sinpl e and understandable so as to reach out to as nany
peopl e as possi bl e and devel op a rational thinking anmong
t hem This sinplicity in language is considered to be
a turning point not only in Veeresalingams life but in
Telugu literature and the social reformnovenent in Andhra

as wel|."

Veeresalingamis main attention was to spread educa-
tion anmong wonen which he firmy believed would play a
vital role in the progress of a nation. He strongly
pl eaded for education to wonmen in his speeches and
witings and al so had to face criticismfromnany who did
not consi der wormen's education inportant.* Veeresal i ngam
went to the extent of questioning the H ndu scriptures
and the Brahmanical hegenmony which enphasised on out-
dated custons and superstitions. Secondly, he condemed
caste system and pointed its evil consequences, which,
according to him were stagnating the progress of the

country. He propagated and suggested Indian nmasses to
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basically nove away from the conservative and supersti-
tious beliefs which are hazardous for any progress and
nove towards nore nodern and scientific education i.e.,
the new educati on. He began his work towards social
reform through his witing skills and speeches along
with a few like m nded col |l eagues. He created a novenent
anong the people and officials and thus began social
reform activity in Andhra. Veeresalinganis reform ac-
tivities inspired in the begi nning of a nunber of wonen's
journals in Telugu. A few of the inportant being

"Vivekavardhini ' , ' Satihitabodhini’ which were own edi -

tions of Veerasalingam 'Sundari', 'Zenana', Telugu

Zenana' , 'Kamaleshwari' . ' Chintamani', ' Savitri' .

"Vivekavardhini' infact contained introductory articles

on English |anguage. However, nost of these journals
carried articles enphasising emanicipation of women.*
The works strongly enphasised on wonen's education and
emani ci pati on of women and condemmed any social atrocity
on wonen. H's wi de reading of western scriptures enabl ed
himto propagate these ideas through his sinple yet pow
erful witings.

By the early 1920's wonen's education and their rights
became an inportant subject and paved way for the estab-
i shment of a nunber of wonen's associations. |nportant
anong them being 'Arya Bala Samajami at Endagandi in
1907, 'Stree Santana Dharma Mandali' in Quntur, 'Brindavana
Stree Sammjam in Machilipatnam in 1902, 'Stree

Vi dyabhi var dhanee Samajam, in districts of Krishna and
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CGodavari in 1907, 'Si Bharati Samajami in Vi sakhapat nam
in 1905 and 'Sarada Mandirami in Anantapur district in
1909. ** These associ ations, apart fromdiscussing prob-
lems of women also stressed on the necessity of wonen
to take to new education. Establishment of these asso-
ciations can be seen as a positive note in the devel op-
ment of wonen's education in the state. Mst of these
institutions had school s exclusively for wonen. Thus the

inpact of this reformactivity was felt throughout Andhra.

Apart from Veeresalingam others who have witten
on wonen's education and contributed to the novenent are
P. Lakshm Narsamanba, who wote 'Mhila Kal abodhini'.

M Venkai ah's, 'Dharnma Bodhini' and ' Stree Vi dya Panchar at na

Vi shavamu', B. Pattabhirama Sharma's, 'Stree Vidya Seva

Sanarahamu' . M Bal akri shan Moorthy's, 'Balika

H t abodhini’ and R Venkatasi vudu's 'Henents of Dones-

tic econony'.*® Al these witings propagated the need
for wonen's education. They were put into practical ac-
tivity by the establishment of schools exclusively for
wonen at various towns of the state. Prinmarily it has to
be seen that new literature devel oped for a set of new

readers who were educated on the new |ines.

In Andhra education wuntil the 19th century was
confined to pial school system where in teachers gave
education to their pupils either in their house or under

atree. The subjects were linted to Telugu, Sanskrit and
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Arithrmetic. These schools existed for a long time but
the system of education did not have a scientific or
i magi nati ve met hod of teaching or learning. A D. Canpbel l
the collector of Bellary in a report to Lord Minro de-
scribes the indigenous system of education in which ev-
ery student is able to repeat verbatima vast nunber of
verses, the meaning of which he knows no nore than the
parrot that has been taught to utter a fewwords. This
systemwas consi dered as unscientific and not of nuch use

in the new nodern worl d.

Efforts to i nprovise on the educati on systemin south
India began as early as 1795, with the London M ssionary
Soci ety opening its centres in Vishakapatnamin 1805 and
Cuddapah in 1822 . Later the centres extended their ac-
tivities to the districts of Ganjam and Chiacole and
Chatterpore. Wrk in this direction was al so carried out
by the Church M ssionary Society. The society under the
| eadership of Robert Noble started two schools and a
college in Machlipatnam®’ It later spread to the towns
of Huru and Vijayawada. The Pennsylvania Synod Society
organi sed schools in Quntur, Prattipadu and Nal | apadu.
Sinul t aneousl y the American Baptist Mssion society started
two elenmentary schools in Quntur district, established
centres at Quntur, and Qurzala. Sinmlarly the free church
m ssion started work in Nellore district while in Quddapah,
Kurnool and Bellary districts ,London mission society

started the work. The endeavours of the m ssionaries,
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though religiously notivated, did spread enlightennent
anmong the society by renoving certain misconceptions.

Education inparted in the schools contributed towards
m ssionary activities and also hel ped in devel opi ng new

scientific ideas anong the people.

The next progressive programre towards the devel op-
ment of education in Andhra began with the establishnent
of rate schools by G N. Tayl or, who was the sub-collector
to the Revenue commissioners of the northern Grcars.
G N Taylor was the spirit behind the opening of schools
in 1852 on an experimental basis at Narsapur, Palcole,
Penugonda and Auchunta and further pleaded for introduc-
tion of Telugu in schools of Andhra. This proposal was
accepted and cane to be known as M. Taylor's system of
schooling. The growth of education in Andhra regi on of
the Madras presidency was phenomenal during the second
half of the 19th century. The devel opnent of education
is faster in the Grcars rather than the Ceded districts
and anong the Circars, the coastal districts of Quntur

and Godavari were promi nent.

The widespread know edge of English |anguage and
its literature drew the Indian mnd into an entirely new
line of thinking and new concepts such as freedom of
speech, realisation of an individual's role in the so-
ciety, coupled with rational and scientific way of think-

ing, putting the Indian mind at unrest. The result was
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the development of 'New literature' enphasizing on the
happenings in the society then. This feature devel oped
t hroughout the country and Andhra was no exception. Witers
of the time expressed certain strong feelings experi-

enced in the daily life, which until then were negl ect ed.

The first generation of Telugu witers under the
i nfluence of English |anguage appeared in the late 19th
century cane by way of translations fromEnglish. Trans-
lation can be seen as only one aspect of nodern Tel ugu
l[iterature. Anong the nmodern Telugu witers, Vavilala
Vasudeva Shastri who worked as an English assistant in
the Government Arts Coll ege, Rajahmundry was one anong

the first to attenpt at translation fromEnglish to Tel ugu.

He based his work 'Matru Swarupa Snruti' on Cowper's poem
"on the receipt of ny nothers picture'. However, the
contribution of Kandukuri Veeresalingam in this regard
in much nore. He was successful in the translation of
Cowper's work 'John Glpin' and Goldsmth's 'Traveller'
which was titled in Telugu as 'Pathika Vilasamu'. Dasu
Nar ayana Rao, who was a nmenber of Andhra Bhashabhi vart hi ni

Samaj am of Madras Presidency college translated two po-
ens of Tennyson, 'Locksly Hall' retitled as 'Kanuka
C ntanamu' and 'Lotus eaters' as 'Visnruti Vriksha
Prabhavanmu' . Sistu Jagannadha Shastri, a pleader at
Raj ahmundry, translated Byron's 'Prisoner of Chillon' as

"Chilanu Bandhi' . He also translated Gray's 'Eegy'.

P. Srinivasacharyulu translated Tennyson's 'Aylners field
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and named it +sati mani‘’ while Hanumantha Vajjala
Ver ar aghavi ah, a clerk at Tal uk of fi ce, Rajahnundry, took

inspiration from'Vicar of wake field’ and wote ‘Padmini

vilasamu’. Chenna Praggada Bhanumurthi, an assistant at
Nobel college, Masulipatnamwote ‘Munivinodi’ a trans-
lation of Parnell's ‘Hermit’. These are a few inportant
translations of the time and can be seen as a first step

towards the devel opnent of new literature in the state.

Wiile translations nerely projected the new |an-
guage, original creations showed the creativity of Telugu
witers. Most of the early works sought their thenes
fromindian tradition and folklore. One of the earliest

works is by C R Reddy who wote ‘Musalamma Maranamu’' in

1900. % This work has a story taken fromthe fol klore of
Andhra, but the framework, the narration, devel opnent of
sentinments and description in the poem bear direct in-
fluence of English poenms. The works ‘soddu katha' and

"Lalitha Lata Vil asamu' of K.N.G.Rajamany al SO come un-

der this category where the style of witing is an adop-
tion fromEnglish works. Adibhatla Narayana Das, a ver-
satile scholar deeply influenced by western literature
wote a poem 'Batasari', owing its conception and conpo-
sition to English literature. Achanta Sankhyayana Sharna

also attenpted to wite short poens in the new style. >

The English poetry seens to have influenced the two

great poets, popul arly known as Ti rupat hi Vent akat akavul u. 53
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Though not directly influenced by English literature they
were the first to nmove with tine. They created a new

pattern of poetry defying the conventional nornms preva-

lent in witing Telugu poetry. They laid enphasis on
original ideas, independent views and devel oped a style
of their own. In fact it is observed that they were

founders of a new movement in classical poetry and al so

with them began the romantic school of poetry in Tel ugu.

But more inmportant are the witers who devel oped
original poetry based on the western form The group is
popul arly represented by Kandukuri Veeresalingam and
Gurazada Appa Rao.%* Gurazada, a product of the western
education, was a confirmed social reformer, a national-
ist, a dramatist and a poet. He devel oped a new prosody
form called Mutyala Saramu in Telugu poetry. His poetry
is a result of his strong feelings attached towards the
society, which he put in the new formi.e in which the
| anguage is sinple and nuch simlar to the spoken |an-
guage and the prevailing theme, his original feelings
and the rhythemic neter was innovative, suitable to the
thenes. Gurazada‘s npost fanmpus work ‘ Kanvasul akaml speaks
about the social evils such as bride-price, child mar-
ri age, w dowhood and nautch problem The work was under -
stood by even the common man due to the strength in theme
and sinple |anguage. Simlar views can be observed in

his other works 'Nlagiri Patalu’. ' Lavana Raiju Katha‘.

"BPurpamma ' , ' Kasulu', and* Kanyaka ' .
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Anot her poet of the period who was enmerging as a
pi oneer of the nodern school of Tel ugu peotry was Rayaprol u
Subba Rao, who was well known for his contribution to
*Bhavakavithvam’ (ronantic school of poetry) which was a
new formof witing corresponding to the romantic poetry
in English literature. The enphasis in such poetry is on
nature and pastoralism H's poetical conposition ‘Lalitha’
derived its inspiration from a English work 'The Her-
mt ' . Hsother work ' anumati’ i s an adoption of Tennyson's
‘Dora’. However, the [ater works were original and anong
themthe famous works are ‘gnehalata‘’., ‘Ramvalokamu’ and

‘Swapna Kumaramu’ .

A renarkable developnent in Telugu literature is
the growth of Nationalist literature which gained popu-
larity anmong the people. The ongoi ng struggl e agai nst
the colonizer took the form of patrioctic poetry and
literature. The subject as the title suggests was direct
and was understandable to the people. The newliterature
with the sinple language and famliar thene served the
pur pose of invoking nationalist sentinent, which was be-
ing gradual ly overshadowed by the new Wstern influenced
literature. Thus the new literature served two definite
purposes, firstly, in the devel opnent of new styles of
witing and, secondly, in propagating the ideas of re-

formand creating a nationalist thinking anong the peopl e.



Apart fromdirect notifications, essays and stories
on social reformin papers and journals, there was sone-
thing nore in the form of theatre and drama which was
nore effective. Though Telugu literature has had the
traditional drama, w th the Puranic and nyt hol ogi cal sto-
ries, acquaintance with the Europeans has enabl ed intro-
duction of new and contenporary aspects in these works.
Early 19th century saw the springing up of a nunber of
theatrical societies in India which performed both En-
glish and Sanskrit dramas.®® A few original dramas were
also witten for the purpose. |In Andhra the interest in
drama began with the touring theatrical groups of Parsees
and Marathas from Poona and Dharwar. Though the plays
were in Hndi and Marathi, the performances with attrac-
tive curtains, backdrops and scenic arrangenents created
an enthusiasm for sinilar activity in Andhra. Popul ar
theatrical groups |ike Bala Gandharva and Proudha Gandharva
from Maharashtra and Surabhi from Andhra, perforned in

Andhra and invoked enthusiasm for revival of drama in

Theatre novenent in Andhra got its inpetus with the
establishnent of a theatrical conpany in Bellary under
the aegis of Sri. Dharmavaram Kri shnamachrayul u, an ad-
vocate and a reputed poet and actor. A pioneer of the
theatre novenment in Andhra, he wote a nunber of Telugu
plays and performed them under the banner of

‘Sarasavinodini‘. H'S contenporary, KXolachalam Srinivas
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Rao, also an advocate from Bellary, started a theatre
called the ‘sumanocrama Sabha' at Bellary. | mmaneni
Hanumant ha Rao, a teacher who founded the ‘Hindu Nataka
Samajamt to enact Telugu dramas at Rajahnmundry is the
other noted personality in the field. Many other mnor
theatrical conpanies began to emerge in various other
towns of Andhra |ike Kakinada, Machilipatnam E uru,
Quntur, Vizianagaramand Vi sakhapatnam At Vizi anagaram
Mahar aj a Ananda Gaj apathi Raju constructed a theatre for
the public performances. It was, however, the estab-
i shnent and energence of Andhra Nataka Kala Parishad in
1929 which was a great landmark in the history of Andhra
Theatre. Drama conpani es had attracted a | arge nunber of
people to witness the dramas conpared to witings in

journal s and newspapers.

As in other forns, drama in Telugu too began with
translations of English plays. The first English dranma
translated into Telugu was ‘Julius Ceaser' in 1876 by
Vavi |l al a Vasudeva Shastri, an assistant teacher in
Raj ahmundry, followed by Quruzada Srirama murthi’s trans-

lation of 'Mrchant of Venice' in 1880. An intersting

feature to note is the translation of nearly twel ve works
of Shakespeare into Telugu. Kandukuri Veeresali ngamwas
al so one anong the first to make adaptations of English
pl ays. H's adoptions were nade to suit the Indian tradi-
tion and culture. Two of his fanmus works are

‘Ragamanjari' , an adaptation of ‘Dvenna‘’ and ‘'Kalyana
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Kal paval Ii' an adaptation of ‘rivals of Sheridan'. Both
these have been staged by H ndu Nataka Samgjam at

Raj ahmundry.

New and original dramas cane only with the dranatic
associ ations of Kolachalam Srinivas Rao and Dhar mavaram
Kri shnamacharyul u.®® Original Telugu dramas were a de-
vel opnent of the English influence and as such were in-
fluenced by it. The first original Telugu dramatist is
Vavil al a Vasudeva Shastri, who wote, ‘Nandaka Rajyanu'
in 1880 in a conplete verse form As such w thout dia-
| ogues and songs the whole play was unfit to be staged.
This problem was rectified in the works of
Kri shnanacharyul u, who had a w der exposure to the dra-
matic circles in the country. Popularly known as Andhra

Nat aka Pitamaha, his first work is ‘Chitranalivamu’ in

1886, which i ncluded songs, duets and solilogues.
Prefering the nodern dramatergy to the old one, he intro-
duced scenes and acts as in the English dramas, which
were according to the new tastes. Krishnamacharyulu, a
product of English education, was the first to introduce
tragedy in Telugu in his work ‘vishada Sarangadhara’. |t
was in this work that prol ogues and epil ogues were intro-
duced in Telugu plays as seen in English plays. He
aut hored nearly 30 plays.

Kol achal am Sreenivasa Rao, a contenporary of

Krishnamacharyulu, had a rival theatre and his contri bu-



tion to the historical dramas is imrense.®® Hs work,
‘Vijavanagara Samraiva Patanamu’ OF ‘Fall of Vijayanagara’,
is a remarkable one in the history of Telugu drama for
creating a new approach to historical dramas by includ-
ing songs, poens and dial ogues, thus renoving the no-
notony among the viewers. It was for the first tine that
hi storical dranmas consi dered | engthy, boring and conpli -
cated came to be liked by the masses owing to the sinple

| anguage and t henes.

The nore inportant feature of nodern drama in Tel ugu
is the introduction of ‘'social realism’ as a serious
subject. * ‘Mancrama’,a drama wittenin 1895, by Achanta
Sankyayana Sharma intends to devel op enli ght ennent anong
woren through his work. Ideas such as w dow renarri age,
|'i beral education, post-puberty narriages are convenyed
in this play and are beautifully put in the form of a
story of two cousins Mandarika and Manorama. ' Sagarika',
another play witten in 1897 by Valluri Bapiraju, a so-
cial reforner and ardent follower of Veeresalingam re-
flects the problem of w dowhood and how youth have to
come forward and marry themto give a social status in
the society. The nore acclainmed drama * Kanyasulkam’ Of
Qurzada Appa Rao projects the three new forces - social

reform |anguage reformand the nascent nationalism

It was found that the dramas with a nessage to the

society proved to be very popul ar among the people, not



only for the sinple |anguage and entertai nment but also
for the strong nessage whi ch supported the creation of a
rational attitude anong the vast majority of people.The
themes of these works came from experiences of the
people in society and representation of these themes

seened to attract the nmsses.

Al the above devel oprments and changes coul d be pos-
sible only with the devel opnent of printing and publish-
ing, which has created a novenment for the propagation of
new i deas and changes. Though it is not clear regarding
the origin of Telugu press, it is an agency which was
devel oped by the Christian missionaries for the progress
of new ideas concerning religion. Wiile the initial
journals were based on nissionary activity, the latter
journal s seemed to be concerned with the social devel op-
ment, speaki ng about the advantages of social reformand
wi dow renmarriage and rights, new education and finally
cultivating a nationalist feeling among the masses. ®?
Though the devel opnent of the nationalist feeling was
not what the missionaries ainmed at, it was an outcone of

the new education and rational ideas which devel oped.

The necessity for Tel ugu books was felt trenendously
by the Madras government intending to serve the purpose
of helping civilians, mssionaries and Europeans. The
result was the establishement of ‘Madras School Book

Society’ with a printing press to provi de useful books in
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native |anguages, under the agies of Madras School Book
Society,a nunber of books were printed catering to vari-
ous needs of the people. Publication of journals and
newspapers too played an inportant part in propagating

new ideas.$?

Early 19th century saw the devel opnent of
a nunber of journals and newspapers. A few well known
papers and journals were ‘Hitavadi’, a missionary jour-

nal, 'Vartanana Taranaini', a newspaper, 'Tatwa Bodhini’,

a nonthly nagazi ne of the Chennapuri Veda Sangjam (Pre-

cursor of Brahma Samaj) ‘sSuiana Ranjani’. a short lived

nmagazi ne brought out by B. Seet haramacharyul u, and Vi nj anuri
Krishnamacharyulu for the propagati on of education, ‘'Dina

Vartamani’. a mSssionary nagazi ne and nany nore.

Thus the new education had its inpact in every area
of the Andhra culture either directly or indirectly and
has created a new enthusiasm in the cultural devel opment
of the area. The area of art education, which is di-
rectly releated to our study, has al so been influenced by
the new education policies of the British governnent.
The second part of this chapter has a study of the art

education and its inpact on the Andhra Society.

PART 2 : ART EDUCATI ON
Change in the cultural sphere was specificially
felt through an organi sed and systematic approach. The

British officials in the country seemto have ained at a
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long termprocess to introduce the subject society to the
alien culture. As nentioned earlier English educa-

tion had brought about changes in the native |anguage,

literature and other allied fields, gradually and was
aimng at a country which was nore like the British
nation. Anore specific activity towards this ai mwas the
introduction of art schools and teaching of new art and
aesthetics. It becones inportant to note why and how art

education was inparted and inplenented in India, in or-
der to study the process of cultural hegenony by the
colonial power. This study of the introduction of art
education through schools of art enables us to under-
stand why the Indian artist and artisans took to the new
style of working and at the sane tine why did they accept

the new cul ture, unknown to them

I ndian society had its own art tradition with reli-
gion as the prine subject. |Indian nythology and tradi-
tion provided anple scope to conceptualize Indian art as
a uni que phenorenon. Considered aesthetically superior
by the Indian mnd, Indian art nevertheless did not at-
tract the European travellers who began to cone regu-
larly to India as traders fromthe early 14th century. To
them | ndi an Gods, |ooked nonstrous and the seermed to have
no aesthetic val ue. Fi gures of Hanuman, the nonkey-
faced god, Narasinmha, the lion-faced god, Garuda, the
bi rd-faced god and Ganesh, the el ephant faced god, which

are elaborately depicted in Indian frescoes and sculp-
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tural panels, seenmed rediculous and unworthy of any

praise.

eller

Taverni er,

Speaking of Indian art J.H.vVan Linschoten, a trav-

who visited India in 1583, renmarks,

*The pagodas and inmages are nmany and innu-
mer abl e throughout the oreintal countries...
By the town of Byssaym . . there lyeth an
island called Salsettee. There are two of
the nost renowned pagodas or tenples or

rather holes where in the pagodas stand in

all India. I mges therein cut out of rocks
of the sanme hill, wth npst horrible and
fearful shapes. . . all the chanbers are full
of carved pagodas of so fearful, horrible

and devilish forns, that it is an aboni na-
tion to see. The other tenple... which so
evil favoured and uglie shapes that to en-
ter there in it would nake man's hayre

standup' . ®°

a French traveller of the md 17th century,

during his travels in India, gave a description of Puri,

Banaras and Mathura in his book dated 1676. He says,

‘In the Jagannatha tenple in Puri he found
niches fill'd with ... idols; the greatest
part where of represent nost hideous npbn-

sters, being all of different colours. Simi-
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larly he found in Mathura Round the Dumos
are niches fill'd with the figures of dae-
nons. some With four arms, sone with four
| egs, sone with nen's heads upon bodies of
beasts and long tails that hang down to
their thighes : There are an abundance of
apes and indeed it is an ugly sight to be-
hol d so many deforned spectacles. |Inside
too he saw a ratha or charriot covered with

painted ‘cailicut’ depicting the shapes of
Devils '€

Simlarly, Jean Thevenot, a young traveller who was
an admrer of Indian tenples, particularly Ellora, could
not help but remark that the ‘pagodas’ at Masulipat nam
were so full of lascivious figures of nonsters that one

cannot enter themwi thout horror.®

Such biased reactions and m sunderstandi ngs of the
Western travellers on Indian art were, firstly, a re-
flection of prejudices stemming from the travellers
Christian background and the constrast taste of two very
different societies. Secondly, there was a pre-concep-
tion anmong the aliens about Indian art which underlines
the early interpretation of Indian gods and thirdly, the
total ignorance on the part of aliens about I|ndian ico-
nography, created a wide gap between Indian art and the

Western world. These ideas were further spread by illus-
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trated books and travel ogues published by the European

travellers.

Wiile this was the general attitude towards the an-
cient and medival decorative art in India, ideas regard-
ing Indian handicrafts and designs were contradictory.
I nffact between 1600 and 1800 India was the nmj or producer
and exporter of textiles and revol utioni sed European taste
and fashion. Indian textiles becanme so popul ar that
Eur opean weavers had to face a lot of hardship, provoked
riots and nmany satirical poens were also witten about
how nobl e | adi es of Europe preferred exotic finery to the
handspun cloth of England.® Owming Indian nuslin was
considered a matter of privilege by the aristocracy, the

phenonenon later influenced the mddle classes too.

Interest in Indian design is considered as an out-
come of Industrial revolution which led to serious de-
cline in crattsmanship.® It is believed that due to
Industrial revolution there was a mechani cal production
of goods but the quality in design and craftsmanship was
decl i ni ng. Inspiration from Indian crafts was consid-
ered to be the only renedy to rejuvenate Western arts and
crafts. Sinilarly Indian crafts were al so popul ar anong
the English who appreciated the excell ent craftsmanship.
British designers Henery Cole, Richard Redgrave, D gbay
Watt, Ownen Jones and WIliam Dyce were in favour of

taking inspiration from the Indian designs and rejuve-
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nate Western crafts which had totally becone uninterest-
ing due to the nechanical production of goods, with no
aesthetic value.’® Even John Ruskin, the well known art
critic of the 19th century who was hostile to Indian art
did not go back in appreciating Indian crafts. The
inferiority of English design was constantly spoken about
in nmeetings and journals. The catal ogue of the Miseum of
O namental Art in 1853 and Union Journal or Art Journal
carried articles on the declining state of designing in
Engl and. > As such in 1835 a conmittee was appointed to
di scuss on inproving designing in England. This comit-
tee recommended to train the English artisans on design-
ing and thus came about the beginning of art schools in
England. ® The art schools which were introduced in
Engl and had the prinme notive of rejuvenating crafts and
desi gni ng. However, the question which concerns this

study is why were they started in India?

Est abli shnent of art schools in India had contra-
dictory ainms and notives. However, one factor is clear,
they did make an inpact on the native mnd and taste.
Native artists began to take to the new art, owing to
certain social and economc factors. This study ains to
answer a few questions such as, the need for the intro-
duction of art schools, the curriculumin the schools,
the social background of the students and the Indian

response to new art.



R chness of Indian crafts was shown in the exhibi-
tion organised in 1851 with a najority of Indian crafts
gai ning popul arity anong the visitors.’® The Indian sec-
tion which was put up after a lot of thinking and di scus-
sions by the art educators, attracted the |argest nunber
of visitors. Flaubert, the well known witer remarked
that he found solace in the Indian section of the exhibi-
tion. Owen Jones undertook an extensive analysis of the
basic strength of Indian designs and regarded the exhib-
its as being exceptionally valuable for teaching prin-
ciples of design.” Qher liberal art educators Ferrgueson,
Morris and Henry Col e believed in inproving the talent of
Indian artisans by introducing themto designi ng on Wst ern
pattern, which, they felt woul d serve the dual purpose of
an alternative to English crafts and also to regain the

losing charm of Indian crafts.

Charles Trevelyan an enthusiast of art schools,
though not very clear on the art policy, had a two fold
pur pose about the schools of art. Firstly, that it would
mai ntain, restore and inprove the application of orien-
tal art to Industry and manufacturers. Secondly, it could
nmodi fy existing designs in the light of British taste so
as to make themnore suitable for export.’’ Thus the new
rulers and art educators continued the scheme of art
schools in India to redefine the talents of artisans in
India and to further develop arts and crafts in India

with the training on Wstern lines or, in other words,
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aimed at rejuvenating Indian crafts for western consunp-

tion.

More inmportant, the Indian artist and craftsman were
thensel ves on a path to change. Historicaly, patronised
by the rulers and the rich, there was no dearth of artis-
tic activity in India. Decline of the Mghal rulers
brought in regional patrons for a short while and dif-
fused later under the colonial hegenmony. The artisans
now | ooked for an alternative with the lack of interest
in native Indian arts anong the officials fromthe west
pulled Indian artisans to accepting new principles of
art for mere survival.’ The exanple of traditiona
Kal i ghat pat painters who noved to the towns or the
mniature artists of Deccan school who migrated to Tanjore
and took to the new art, enphasises the above statenent.
Secondly, the newly energing English educated mddl e cl ass
was | ooking for an alternative to the expensive Western

masters, which the migrant artists struggled to cater.

The establishnment of art schools in India was never-
thel ess prone with a nunber of contradictory and anbi gi ous
ains through out. The group supported by Henery Col e,
James Ferrgueson, Cecil Burns believed ininparting Wstern
training to Indian artisans to produce best results.
This was contradi cted by the second group consisting of
E. B. Havel i and Ananda Coonaraswany who wanted | ndian art

to be free of western influence to produce the best of
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results.’®

Cecil Burns, who was the Principal of Bonbay school
of art, expounds and defends his views on teaching of art

which represents accurately the official policy in art
SO

adm nistration for the last 50 years. He observes that
until 1850 India was isolated from rest of the world
which prevented Indian craftsnen from conpeting wth
the rest of the world and they had practical nonopoly
over local markets alone. This isolation prevented In-
dian artists from inproving their methods and patterns
and as such | ost whatever the original thinking they had.
Wth the coming of the British and the opening up of
markets, Indian artisans could not conpete with the out-
side world. But these are one sided views according to
E.B.Havell. He firnly believed that Indian art was not
dead. Wiat Haveli believed was that Indian craftsmen
have not suffered from isolation but it was from the
Anglo - Indian systemof education. He observed that as a
result of this education public taste in India deterio-
rated and the new education pattern was trying to repro-
duce sub-urban England in India, furthering the official
fashi ons.® The role of E.B.Havell in the devel opment of
art education would, however, be discussed later in the

chapter.

What ever be the notives private art school s began to

be established in various towns in the country. |n Poona
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the first art school was started in 1788 by the British
resident Sir Charles Malet and was run by James Wil es
followed by one in Calcutta in 1839, in Madras under the
aegi s of Al exander Hunter in 1850 and i n Bonbay by Jansethji

Jijibhai in 1856.% But it was since 1858 that the
83

gover nment began to take over and finance these school s.

From the begi nning these art schools were indecisive as
to whether they should train artisans or artists. Jijibhai
wi shed to inprove applied arts rather than trying to nmake
creative and inaginative artists. Wil e Hunter ained
at ‘*humanising’ Indian sensibility and at the same tine
nmake profit through the art wares. The official policy
in encouraging crafts and students fromthe arti san com

munity is evident fromthe report bel ow :

" Techni cal education is still very ill un-
derstood in Madras as in other parts of
I ndi a. But the fact that nore and nore
children of artisans are taking it up shows
that the school is being appreciated by the
class who would naturally understand its

worth better than others'.

The two tables confirmthat art education was popu-
lar anong the artisan community in the country and this
confirns the aimof the British to devel op I ndian desi gn-
ing and crafts (See Appendix |I & Il) . The art schools

generally had two seperate departments - artistic and
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industrial. To these general education was added. The
report on the Madras school nentions that adm ssi on woul d
be given to those who have either passed general educa-
tion to the standard of prinmary level or should have
gained skills in various crafts, working in a ordinary
bazar workshop under the guidance of their parents or
relatives at their own caste trade.® The idea of
pronmoting craft oriented education in the school is
confirmed by the pattern of admtting students. Wile

drawi ng and pai nting had 50 seats, wood work, engraving,

88
netal work and goldsmithery had nearly 249 seats.

Haveli, who worked in the school of arts, Mardas,
for few years did not see any formal distinction betwen
the artistic and industrial departments For hi msuch a
di stinction broke down the continuity in the creativity
of an artist. The institution, he observed, was to train
students in certain arts that can make hi mconpetent for
any artistic treatnment. For him the teaching of draw ng
is not technical instruction, unless it is applied to
some special industry. Simlarly drawing is not suffi-
cient if not applied to paper, cardboard, wood, or clay.
Unl ess the element of construction is added draw ng nust
fail toyield the full nmessage of good drawing. As such

the distinction between the two need not be enphasi sed.

In 1905 the Government of Madras expressed the wi sh

that the scope of school of art should be confined to
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teaching of i) design ii) decorative or pure design and
design applied to such industries as those of artists in
netal s, lacquer or wood, w thout conconitant of conmer-
cial devel opnent on an anbitious scale and with in linits
narrower than those of an ordinary technical school. It
was also laid down that the function of the school shoul d
be to provide encouragenent to Indian art industries
fromthe aesthetic and not fromthe utilitarian motive.
It was, however, not possible as najority of the art
educators felt that instruction in drawing is necessary
for both Industrial art and creative artist in order to
give an artistic treatnent to any work. A review of the
syl l abus of various schools i.e., Calcutta, Mudras and
Bonbay show that there are two courses, |ower and hi gher.
The syllabus for two year course conprised of eleven
stages which included a study and training in elenentary
linear drawing, higher free hand drawing in light and
shade, geonetrical drawi ng, nodelling, elenentary de-
sign, technical design, |ithography and wood engravi ng. %
The art school of Madras had few specialised syllabus in
freehand outline drawi ng, geonetrical design, painting,
model | i ng, wood engravi ng, copper pl ate engraving, cabi-
net naking, nmetal work, jewellery, carpet weaving and
| acquer wor k%2 (Appendix I11). This study, brought about
good grounding for the arts student not only to be a

creative artist but also to be a creative artisan.

Al t hough the main aimof the art educators was not to
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breed a new cult of artists, it neverthel ess becane an
important aspect as there was a growh in the new genre
art and artists. The influence of the new education and
training was specifically felt in the work produced by
the students of the art schools. The new group repre-
sented by Raja Ravi Verna, M.v. Dhrundhar, a.p. Bhagchi,
B.P. Banerjee, Ganpatrao Mahate and Fizee Rahim Wwere
popul ar for their work, anmong the nasses. Their art was
recei ved ent husi astically by the new educat ed m ddl e cl ass
and the ruling classes who conditioned their aesthetics
to appreciate the 'new art'. The syndrone of taking to

anyt hi ng which was Western or new was prom nent.

Raja Ravi Vermm, the forerunner of this group, though
was not a student of any art school, was influenced by
the the new art, due to his acquaintence with the visit-
ing Europeans artists. He was anong the first fewto lay
the foundations for new genre of art . Vernma's works
concentrated on popul ar Indian themes of the Indian m nd
enphasi zi ng on H ndu nmyt hol ogy, gods and godesses, while
he took to the nediumof oil colours. Basically his art
was near to European acadenic realism The adoption of
Indian theme in the new style seemed to be far away from
the traditional Indian painting. Gls as paint natter
, flesh,

cloth, jewels, gold, masonry, marble and the capturing

encourages the stinulation of substances i.e.

of atnospheric sensation like the translucent depth of

shadows and the gl ossiness of 1light®®(plate |) . It was
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this depiction of H ndu goddesses and ot her nythol ogi cal

figures in western setting and styl e which made them seem
different fromthe traditional I|ndian painting wth opaque
colours and flat figures with over enphasis on jewellery
and designing. There is no historical tradition of shad-

ing of transperant effect in Indian work. The work
gai ned further popul arity by the introduction of ol eographs
in the market making them available for the conmon man,

while the rich opted for original work. Rulers of Mysore
and Baroda conmm ssioned Ravi Verna for adorning their
pal aces with the new art, other wise terned as ‘aAnglo-

I ndi an art °S.

Wil e Ravi Verma was an artist apart, the art school
trained artists showed slight variation in their work.
Apart from the new medi umand style the influence of the
western training is clearly felt in the conposition and
figures . The art school training in figurative draw ng
keepi ng Greek and Ronman nodels was stark as the figures
in the works seened nuch simlar, inspite of the native
dress and jewellery ie., the effect of academc natural -
ismwas very stringently conveyed through the works of
the art school students. The raging conflict in the
Indian artists nmnd was felt through the non -accept-
ability of the Western idiomin totality and cul ninating
in the Western and eastern patterns. This aspect of
inculcating Hndu nmotifs in the new art had been |ooked

at by Partha Mtter as a neans of asserting one's own



cultural heritage®. Even anong this group, who are con-
sidered to have been nore European than |ndian by
Nationalists school, the Indian aspect is not m ssing.
In other words, the native Indian artist, however nuch
i nfluenced by the Western style and medium did not move
away from their roots and were conscious of the back
ground whi ch surrounded them

The above artists, inspite of being popular anong
the masses, were criticised by the group of nationali st
educators for creating works which were neither totally
I ndi an nor European. The school supported by the Ii beral
English art teacher E. B. Havel i, Ananda Coomar swany,
Sister Niveditha and Abani ndranath Tagore did believe in
the superiority of traditional Indian culture and art®.
they observed that true Indian art can boom only if
artists take support fromlndian art. As the Principal
of Calcutta school of art, E B. Haveli got all the Euro-
pean works and nodels displayed for study in the art
school s renoved and replaced themwi th Indian nodel s of
mniature paintings and frescos of Ajanta and El | ora.
Havel i made two demands, firstly, that the west should
recogni se that Indian art is not dead and did not require
revival. It only demanded the right to survive. Sec-
ondly, he appealed to the educated Indians to take the
initiative of keeping alive traditional arts even wth-
out governments support. Haveli observed that I ndi an

craftsnen had good know edge of traditional arts and
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they only needed slight guidance in developing their own
art, rather than seeking an altogether new art . He
observed that as a result of this education public taste
in India deteriorated. Engli sh educated Indians tried
to reproduce sub-urban England in India furthering offi-
cial fashions and as a consequence deterioration crept

in.

Consequently the Bangiya Kala Sansad, an associa-
tion of artists, was started in 1905 and the Society of
Oiental Art with the help of l|and hol ders association
was devel oped with the aim of popularizing traditional
Indian art. These art associations worked towards re-
constructing the Indian art, which began to loose its
creativity , owing to the western penetration. This propa-
gation of traditional Indian art included introduction
to the native art of India and the other oriental arts
fromJapan and China. This apparently brought about the
rise of a new school of art popularly known as 'Bengal
school of art', with a firm dependence on Indian and
oriental art forms (Pate Il). The medium of oil gave
pl ace to water col our and wash techni que while the trans-

parent effect gave place to opaque col ours®®

Indian art of this period became a subject of con-
tention because of the protest against the colonialists
spoken aloud by the swadeshists was only subtle. The

del i berate avoiding of Western el enents can be seen as a
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protest against the alien rulers. Secondly, the protest
was aimng at placing the Indian ‘Culture’, ‘Heritage’,

and ‘art‘ superior to the new western art.

Wiile there was a controversy in the pattern of art
education to be introduced in India. A basic question
putforth by Honourable the Earl of Kinberly KG, Her
maj esty's secretary of state for India, to the Governor
General of India in council was whether schools of art in
India should continue to be supported as state institu-
tions. He opined that art education was not serving any
great purpose and it has becone very difficult to procure
European teachers to teach in the schools. He further
decl ared that the purpose of spending so much amount from
the inperial revenue iS unjustifiable. However, this
was contradicted at the art conference held in Delhi in
1894. (Observing that the art schools have served a nost
beneficial purpose in protecting arts and artisans of
the country from any external influence. They opined
that true principles of art, espicially oriental art
have been taught in the school. Menbers at the confer-
ence supported the establishment of art schools and the
work which was undertaken by them.The conference con-
firmed that the teaching of drawing is absol utely neces-
sary for the artisan classes and proposed that it should
be nade a conpul sory subject in all district schools and

for all pupils above the upper primary grade.%?



M .w. Jobbins, Principal school of art, Calcutta,
who attended the conference observed that draw ngs were
an absol ute necessity for the students to enable themto
understand even a ordinary nmap. Further, extracts by
M. Ablett at the national art congress held at Birnmng-
ham in 1891 which enphasized on drawing being made
cumpulsory Subject in English education were read out by
Lt.Colonel T.H.Handley, C.I.E, Jeypore. The vi ewwas con-
firmed in a memorandum by colonel S.S.Jacob,
C.I.E.superintendent Engi neer, Jeypore to introduce draw
ing at the elenentary level. According to him draw ng
devel ops hi gher and purer taste and tends to nake people

desire better surroundi ngs'®.

Thus with the enphasis on drawing in schools, the
need for drawi ng teachers was nore in India who could not
be brought from England for various practical reasons.
The alternative would be to train students in art school s
to be enployed in other elenentary schools as draw ng
teachers. The |arge nunber of jobs in schools as draw ng
teachers was an added attraction for the native stu-
dents, nore so as a government job is considered to place
hi m higher in the new social structure. Art students
were al so enpl oyed as draftsnen under various governnent
organi sations (public works departnents and survey of-
fices) and under private engineers and architects
They were al so being enployed as surveyors in botanical

gardens to make a study and draw the various species of
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plants and animals. Printing press, for illustrating
books and poster maki ng houses al so enpl oyed a good num
ber of art students. Students of Bonmbay school of art
drawn from various regions such as Baroda, Bhavnagar,
Hyder abad, Kol hapur, Berar seened to have been working
in public works departnent, Railway conpani es, schools,
Archeol ogi cal survey offices and a few privately prac-
ticing architects and engineers . There were nany nore
students who worked i ndependently catering to the tastes
of the English officials and English educated mddle

cl ass.

Anot her controversy regarding the art school is to
convert the art schools into technical schools, which
was clearly demanded by the secretary of state in India
in 1883 . Art schools were not credited of anything
creative or new, nor did the art exam nati ons structured
on the nodel of the South Kensington colleges turned out
artisans and art teachers of repute. This was, however,
rejected by the experts on art who further recomrended
certain necessities for the training of craftsmen. One
was to have an Art gall ery housi ng works fromboth Europe
and India in the art schools, where by the student could
get conprehensive view of the work produced by him and
ot hers. Secondly, the need to have Indianised way of
| ooki ng at things was also felt a necessity. For exanple,
Hunter recommended the Indianisation of art |essons

whi ch meant that copies should be fromnodels of Indian
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tribals rather than the Geek., which was a common
practice and |essons from nature should include speci -
mens of Indian flora and fauna . However, this was put
to practice only nuch later under the |eadership of

E.B.Havell.

The new policies on art had succeded in creating a
nunber of changes in the Indian society, firstly, educa-
tion was available for every one without any disparity
on the basis of caste, religion or financial status.
St udents bel ongi ng to various castes irrespective of their
famly occupation took to painting. Wellknown artists
Raja Ravi Vernma, M.v.bhrundhar, A. P.Bagchi, belonged to
the higher castes but took to this profession which,
until the introduction of art schools, was considered a
| ow profession, and nonopoly of a few famlies. How
ever, a conparative study of the school of art in Mdras
and Governnent Arts Col |l ege, Rajahmundry shows that the
nunber of non-brahnmin students in art schools of Madras
was nmore, while in the academc college at Raj ahnundry,
the nunber of non-brahm n students was very less. This
study shows that the aimof the Britishers was to educate
and train artisan classes in designing and was success-
fu to a great exent (Appendix I1). Secondly, by this
diffussion of social strata has helped in creating a
soci al change in the Indian society, in a noninal manner.

Introduction of art education suitable to the In-

dian situation was an anbitious plan of the Britishers
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who ultinately aimed to hegemonise the native culture
and create new aesthetics. The anbguity arises whens
both the introducer and the opposer belong to the same
group,i.e. art schools were started by the British and
al so opposed by the British. This inperatively would
mean an arbitrary and contradictory plan on art educa-
tion by the British Governnent in India. It nevert he-
less, left its repercussions of the Indian mnd to adapt
to the new education. Inspite of the changes there
devel oped two broad categories of artists, one who adapted
to the new education and training and were conscious of
their society, its culture and heritage. In the process
the artists of this group were successful in devel oping a
new genre of art, popularly termed as the Anglo-Indian
school . The second group of artists believed in taking
inspiration fromthe traditional Indian art which delib-
erated conscious avoiding of the alien elenents which
was a consequence of the call of the swadeshists to
avoid anything alien or western. Though not as popul ar
as the forner, this group did have a major role to play

in the cultural renaissance of the country.

Thus it could be seen that British had a definite
aimin introducing English education and art education
in the country. Wile the forner aimed to bring about a
total change in the society with the spread of new | an-
guage, the later aimed at a nore specific change. This

policy of the British was accepted by the Indians, firstly,
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as it provided econom c support. English education hel ped
in acquiring jobs in various governnent organisations
nmostly at clerical level, art education provided jobs in
survey of fices and schools. Secondly, the new education
was accepted by the Indians, for, it had official support
and it nmeant a step ahead towards nodernity. Despite
certain anbiguity, both the schemes of the British were

succesful and had long lasting effect on the Indian mnd
and soci ety.
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APPENDI X - |
Enrol Il ment of students of different groups in the

School of Art, Madras.

G oups 1914 1915 1916 1917 1918
Eur opeans 15 17 25 10 19
Indian Christians 27 29 35 35 35
Muhammadans 5 14 17 22 21
Br ahmanas 9 13 14 14 20
Non-Brahmanans 208 170 186 200 201
Panchanamas 14 4 3 2 5
Buddhists 3 3 3 3 2
SOURCES

1914: Public Instruction Department, G.o.NO;822, 13th
July, 1914, School of arts Madras report for the year
1913- 14.

1915 & 1916:Education Department, G.0.No:759, (Govern-
nent of Madras dt:IIth July, 1916.

1917: Education Departnment, G O No: 1038, Government of
Madras, dt:10th August, 1917.

1918:Education departnent, G.0.No:961, CGover nrent  of
Madr as, dt:6th August, 1919.



APPENDI X - 11

Enrol I ment of Students of different groups
Degree Course Year 1914
(Government col |l ege of Arts, Rajahnundry)
G oups 1st year 2nd year 3rd year 4th year
Brahmans 69 85 35 36
Non-Brahmans 15 13 4
Muhanmmadi n 4 4
I ndian Chri st 1 1 1

Source: Education Department, Government of Madras, GO
No: 803, dated 8-7-1914.
Degree Course Year 1915

(Government college of Arts, Rajahmundry)
G oups 1st year 2nd year 3rd year 4th year
Br ahmans 70 92 43 54
Non-Brahmans 13 17 6 4
Mihamradi n 2 6 2
I ndian Chri st 1 1
Source: Education Department, Government of Madras ,G.O

No: 701, dated 30-6-1915.



APPENDI X 111

Details of syllabus in Calcutta school of Arts and Bonmbay
school of Arts, published in selections fromthe records

of Government of India, Honme departnment, Calcutta 1898.

St age | 1. Elenmentary linear draw ng
a) By aid of instruments, elenmentary/practical
geometry.
b) Freehand outlines of sinmple rigid forms from

the flat ie., flat copies.

Stage Il: 1.Higher Free hand drawi ng
a) Outline fromthe flat: Ornanment, flowers,
foliage, Human figures, animal forns from
copies.
b) Qut line from the round: Model draw ng
outlines of ornament figures etc.

c) Outlines of nature.

Stage III:1. Free hand drawing in light and shade
a) From falt, ornanent, flowers, human figures.
b) From round, Models, solid objects.

c) FromNature, flowers etc.

Stage |V: Geonmetrical draw ng



St age V:

a) Higher practical geometry
b) Projection, perspectives and projection of
shadows

c) Architectural drawi ng: Method of getting out

bl ock and fair plans.

d) Mechanical drawi ng: the delination of spur
and Bovel wheels, working drasigns of the

ordinary kinds of machinery.

Pai nting: (Lower course):

a) Sinple timpting: The use of the brush in
wat er col our and tenpera.

b) Painting from flat in water colour and
tempera.

c) Painting fromthe round in oil, water col our

and tenpera in Monochrome.

Stage VI: Painting (Higher courses)

a) Flowers, fruit, foilage, still Ilife.
b) Human figure

c) Exercise in conposition

Stage VI I: Model |'i ng:

a) Fromcasts, ornaments, flowers, human
figures etc.
b) From sketches etc, from nature

c) Exercise in conposition.



Stage VII1: Elenentary design:

Stage I X

a) Study of conventional treatnent of natural
forms, the elenent of ornanent.

b) Study of arrangenment of form in ornamental
conposition - the filling of given spaces
with ornanmental arrangement in monochromne.

c) Study of colour in ornamental design. The
filling of space given with ornanental
arrangenent in colour.

d) Study of various Historic styles of

ornament.

Techni cal Design
a) Surface design applied in textiles,
printing, weaving etc.

b) Relief designs applied in carving, casting,

jewel lery, metal work etc.

Stage X

Stage Xl :

Li t hography
a) In pen and Ink
b) In chalk

c) In colour: sinple chrome lithography.

Wood Engravi ng.
a) In nonochrome (One bl ock)

b) In colour (Two or nore bl ocks)
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Il Courses offered in art school of Madras:

a.Freehand outline draw ng
b.Geometrical draw ng
c.Design

d.Painting

e.Modelling

f.Wood engraving

g.Copper plate engraving
h.Cabinet maki ng and wood carvi ng
i.Metal work

j.Jwellery

k.Carpet weavi ng

1.Lacquer Work.
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CHAPTER I11

DEVELCPMENT OF PAINTING A STUDY OF ANDHRA JATEEYA
KALASALA:  MACH LI PATNAM

" Swadeshi ', an outcome of the Nationalist novenent,
propagating the concept of 'Atma Shakti' and 'Self reli-
ance' evoked tremendous support from Indians all over.
The deci sion of the col onial government to partition the
large state of Bengal, hurt the sentinments of Indian
masses and provoked the already suppressed Indians to
respond to the occasion and show their unhappi ness over
the policies of the alien governnent and enhance the
unity of Indians all over the country.! Indians through-
out the country joined together to protest against this
injustice neated out to the people of Bengal and assert
their strength. The concept of 'Swadeshi' or 'lIndig-
enous' becane popular with the acceptance of all native
goods and neans whol eheartedly. Sl ogans elevating 'In-
dian Idiom becanme common with people taking pride in

their own culture and its rich heritage.

' Swadeshi' was an econom c war against the Raj on
two fronts, firstly, boycotting British goods and sec-
ondly, devel oping al ternate indi genous manuf acturers. ?The
novenent spread with the discarding and distruction of

al i en goods which included not only the luxury itens but
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also sinple day-to-day itens. Machine nade cloth, ac-
cepted for its quality and affordable price, was being
relinqui shed and nore and nore people began to take to
handspun * Khadi ' inspite of the fact that ‘Khadi’ was
nmore expensive and its production a tine consum ng one.
Infact it becane so popul ar that wonen and nmen, irrespec-
tive of their age, began to work on ‘charka’ to produce
handspun cloth. ‘:charka‘’ and ‘kKhadi’ becane the popul ar
terns with al nost every house having themand whol e fam
ily working on it. This idea was carried by Gandhiji
later, who popularised the idea of self respect and self

reliance.

The ideol ogy of Swadeshi sphearheaded both viol ent
and non-viol ent novenents. Boycott of foreign goods
i ncl uded mass burning and destruction of the goods on the
one hand and on the other hand, deliberately trying to
redevel op the i ndi genous industries. The novenent activised
by educated intelligentsia, who could grasp the probl ens
prevalent in a subject society, felt the necessity for
"Self rule' and 'self reliance' .2 Thus the call of swadeshi
recei ved whol ehearted support fromthe people of various
wal ks of life and the first step in this direction was to
assertain the national identity and prove that 'Indians'
and 'Indian culture' is on par with the rest of the
world. Efforts towards self help began with the use of

traditional indigenous nethods being stressed upon. The
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whol e country was seen flooded with Swadeshi schenes.
Est abl i shment of new textile mills, inproved hand | oons,
river transport concerns, natch and soap factories be-
cane a conmon feature.* Together, with the economc as-
pect, the use of indigenous elenents was portrayed as a
feature of respect for nmotherland. Traditional festivals
like nel as, fairs and jataras were regarded to be met hods
at drawing the nasses into the nmovenent. Inplenentation
of the novenents was so strong that people voluntarily
began di scarding alien goods and took to native goods, to
set up a swadeshi approach on a strong ideol ogi cal back-
ground.

The idea of swadeshi spread to every arena including
education. It was during this time that Indian |eaders
proposed the establishnent of a native education sys-
tem Inspiring speeches and panphl ets enabl ed the estab-
lishnent of parallel educational institutions giving
inportance to traditional values and culture, in con-
trast to the ones started by the British. Establishnent
of National schools and colleges invoking the spirit of
swadeshi and nationali smbecane a common feature. These
institutions did attract a good nunber of nationalists,
who withdrew fromthe English schools, foregoing the new
scientific concept of education which was accepted by

Indians as a necessity and had nore job opportunities.®
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In Andhra a nationalist school was established at
Rajhmundry Whil e at Machili pat nama national coll ege popu-
larly known as the Andhra Jateeya Kal asala was started.
Both these institutions had a popul ar footing in coastal
Andhra and had a vital role in popul arising the phil oso-
phy of ‘'swadeshi’. Wile the national school | ooked
after the basic eduction, the Jateeya Kal asal a concen-

trated upon higher education and vocational training.

Andhra Jateeya Kal asala had its origin in a resol u-
tion of the congress in the year 1906.7 The institution
is the brain child of three great luminaries of Andhra
K. Hanumanth Rao, a noted educationist, Mitnuri Krishna

Rao, editor of the popular journal 'Krishna Patrika' and

Dr.B.Pattabhi Seetharamayya, an educationi st and politi-
ci an who served the Indian National Congress as its presi-
dent for an year.® These three ained at a nodel institu-
tion whi ch woul d hel p peopl e of the region in understand-
ing the nationalist ideology and contribute to the ongo-
ing ‘sSwadeshi’ novenent. Infact this was the forenost
national institution in South India with varied and com
posite courses of instruction in literary, scientific,
artistic and industrial subjects. The institution had
been drawing to its courses students fromdistant parts
of the country to equip themfor the struggle of life and
enabl e themin near future to sol ve various probl ens that

the nation has to face.
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The institution was supported nostly by local resi-
dents in the form of physical and material help. The
governi ng council of the Kal asal a al so appeal ed to peopl e

for donations. (ne of the appeals is as foll ows

"V wish to bring to notice of the public
that we have been able to corel ate the various
branches of education, necessary for the
hi gher evolution of our nation and request
the noble hearted Gihastas of the country
to strengthen the sane by their handsone
gifts to their children for the service of

motherland. ”

Though an institution of protest, there are instances
when the colonial governnent provided Jateeya Kal asal a
with substantial funds, towards itS maintainance. This
support by the colonial rulers could be owing to the
controverisies among the alien educationi sts who believed
and enphasi sed on the devel opnent of native arts, |an-
guage and literature. There are, neverthless, instances
when funds were stopped to the schools on the pretext
that the teachers in Jateeya Kal asala were encouragi ng
students to participate in the freedom struggle. In a
letter to the Mnister of Local Self Governnent departent,

CGovernnent of Madras, the Secretary, governing body and
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the council of Jateeya Kal asal a nenti oned that the Kal asal a
gi ves instruction in Mechani cal Engi neering, Carpet \Wav-
ingy, Drawing and Painting in addition to the general
education. In the year 1912, the department of indus-
tries recognised the industrial section of the institu-
tion and the government gave teaching grants from 1913-
14 to the end of 1916-17 at the rate of RrRs.400 per annum
Rs.800/- was given for 1917-18 . |In 1918 grant was
suddenl y wi t hdrawn on the ground that some of the Kal asal a
teachers took part in the political noverment . Recogni-
tion was again granted in 1920 and grant of Rs.1000/- for
1919- 1920 was sancti oned. The grants were di scontinued
for a second time in 1921 on the ground that teachers
were taking part in political novenents. The GO also
carries the words of the secretary who inforned that
through the school was being naintai ned by the generous
contributions of the public, it was not able to become
self supporting. Hence the governi ng body of Andhra Jateeya
Kal asala resolved in its neeting of 17-12-1927 to ap-
proach the government for recognition and grant in aid to

run the institution regularly.®

Supporting Jateeya Kalasala was a nutual benefit
programme for both the founders of the institution and
the government. The school run on partial governnent
grant was on the path to fulfill the liberal educator's

goal to develop indigenous arts and crafts and nake the
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school self sufficient as visualised by E.B.Havell and
his group. Mre specifically, devel opnent of indigenous
arts and crafts had been the idea of nany educators to
find an alternative to the nachine made crafts of En-
gland. Special assistence was given to the branches of
Mechani cal Enginering and Carpet Waving which had re-
ceived excellent reports. Secondly, these courses en-
abled students to live off his talent and skill without
much rel ai nce on governnent jobs. Thirdly, financial grant
to the institution would involve the British Governnent
inits activities and this invol venent woul d also help in
checking the Nationalist activity in the institution

through regular inspection of the various departnents.

The institution was naned Andhra Jateeya Kal asal a
not with the narrow view that it was intended only for
the projection of Andhra culture but to enphasize that
culture in every one, in every arena is to be rooted in
the soil, draw ng sustenance fromthe |ocal vernacul ars
and lead on gradually to a federation of Indian cul-
ture.

It has been clearly nentioned in the objectives of the
institution that ‘zt is our aimto prepare for the day
when we can give up the use of foreign tongue for the
acqui sition of know edge, when the vernacul ar of our own
country are much nearly related to one another than they

to a foreign tongue. To seek to realise our common br ot h-
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erhood in thought and feeling through a foreign mediumis
not only a |aborious process for our children to pass
through, but also a degrading one into which we are
forced agai nst our will and our conciousness at the imm -
nent risk of loosing the very soul of our nation and its

culture' . 2

Keeping this in view, the curriculum at Jateeya
Kal asal a enphasised to teach the students to |ove and
revere his own nother tongue.!® The second | anguage that
the child was made to learn was Hindi, which has the
greater chance of becomng the National |anguage. En-
glish cane only at a later stage when the student could
have good grounding in English, but it was not a cumpulsory
subject. This attitude was not the outcone of hatred
towards the English race or |anguage or of a lack of
circunstance when the nation was subject to foreign dom -
nation but the teachers at Andhra Jateeya Kal asala felt
that a student is bound to neglect the essence of his own
literature and secondly, could be terned as the effect of
the nascent swadeshi movenent and the quest to construct

a national idiom

An interesting feature of the courses in Jateeya
Kal asala was that all the courses had been correl ated
with technical and art courses.!* This accordingly gave

necessary training to the hand and the eye, which was
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essential to every one not only as an aid to bread earn-
ing but as being hel pful towards the growth of intellec-
tual powers and real culture, ultimately. Every student
of the general course was nmade to go through a course of
manual training such as spinning, carpentry, smithery,
drawi ng and painting as they help in the progress of the
general education. This concept of training in voca-
tional courses was also reflected later in Gandhiji's
call for self reliance. Simlarly drawi ng was al so nade a
compul sory subject for all technical courses, as it was
consi dered a necessary subject.'>The cul nination and cor-
relation of such ideas resulted in a congenial and co-
operative atnosphere in the institution, which enabl ed
the progression of new ideas through discussions and
meetings. It also gave the students nmore confidence, to

do their work all by thenselves w thout depending on

others.

The institution which had a special status for striv-
ing to revive Indian culture had a seperate art depart-
ment, with two sections.!® ne devoted to drawing and
painting and the other for oriental art. The founders of
the school did not have an insight into art education but
had cultivated a taste and felt it was a necessity to
have art education in order to enphasize on the superior-
ity of Indian culture. None of the three founders had any

training in art but the fact that intoduction of art, a
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new subject, by these educationi sts shows how inportant
art was, not only for enphasising Indian cultural heri-
tage but also in earning bread. Art education provided a
| arge nunber of governnent and private jobs and nade a
| arge nunber of students self reliant and sufficient. In
fact Jateeya Kal asal a provi ded the schools of the region
with art teachers and also nmany of the students took to
working in survey offices. A fewwho were nore adventur-
ous went into art direction in filnms and adverti sing,

thus nmaking 'Art' an inportant subject of study and |iv-

ing. Y’

The departnent was thoroughly pl anned and programmed
with regular advice from Abanindranath Tagore and his
student Nandal al Bose. The departnent of oriental art
was nonopol i sed by the teachers fromBengal, draw ng and
pai nti ng departnent was |ooked after by Erranki Venkata
Shastri, while the departrment of oriental art had Pronod

Kumar Chatterjee and Ranmendra Chakravarthy, both of whom
18
were established artists and students of Nandal al Bose.

Though inviting teachers from Bengal was expensive, the
founders did not conpromise in creating an anal ogous
i deol ogi cal association relating to the broader concept
of "Swadeshi' . The notive to have an institution based on
the ideological framework of the "Swadeshi' seens to

have made them start such an institution.

104



The course in drawing and painting, including a
speci alised course in oriental design, was formulated in
such a way that no |onger were students made to copy from
G eek statues and nodel s nor was inportance attached to
academc realism This concept was replaced by copying
fromlndian culture, nodels, architecture, mnythol ogy and
pai nti ng, as advocated by E B. Haveli. Another nore proni-
nent factor was the solemnity attached to creativities
which was | ooked at as a basic factor for understanding
and appreciating any Indian art.?® Subsequently it was
the concept of excellent creativity which has provoked
Engl i sh educationists, officials and rulers to appreci-
ate Indian arts and crafts and further take exanple of it
and help revive the fast dininishing creativity in \Wst-
ern arts and crafts. The course in drawing was nmade to
concentrate upon, keeping in view the necessity to have
perfection in drawing, to enable any further creative
work. Infact drawing was a conpul sory subject and later
the student could proceed to the specialised course in
oriental art or go in for orientation in crafts section

of the institution. °

Erranki Venkata Shastri was a self taught artist
with a brief stay at Madras school of arts. He enphasi sed
on having good back ground of drawi ng, which, he firmy
bel i eved, helped in the creative work. This aspect of

Shastri was hel ped and supported by his friend, Gadicherla
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RamMuirthy, who was a regul ar visitor at Jateeya Kal asal a.

Gadi cherla Ram Murthy, an art teacher at the National
school, Rajahmundry did give a few denonstrations of
drawi ng classes at Jateeya Kal asala and encouraged the

students in perfecting drawing first and later take to

22
speci al i sed courses.

Students of the school seened to be aware of the
"cultural conflict' donminating the art scene in the early
19th century India, but the sole goal of the art students
at Andhra Jateeya Kal asala was to fornulate and devel op
new I ndian art placing Indian culture superior to that of
the West. This was admtted by Aluri Satyanarayana
Raju, an arist, who had been attached indirectly to the
Kal asala, and its teachers and students for long.? He
observed that if he had taken to the Anglo-1ndi an school
of art, i.e. academc realism he would have defiantly
earned nore, as there was a ready market, but the fact
that he nor his friends at Jateeya Kal asal a did not take
to this was due to the strong ' Snadeshi' i deol ogy preval ent
in all classes of the society. The credit for this goes
to the teachers of the art departnment who vehenently
supported the new noverment. Al though the teachers from
Bengal had a conparatively short stay, they were even-
tually successful in spreading their mssion of devel op-
ing Indian art.?* The teachers infact set an exanple for

their students with their work. Janes H Cousi ns observed
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that promod Kumar chatterjee’s work was a conbi nati on of
the phil osophical and sentinental idea together with the
strong notion of placing Indian art high and this nade
his work very interesting and set an exanple for the
young |ndian students of art (Plate 111).°° Promod Kunar
Chatterjee was a wdely travelled artist. He visited
Kai | ash Manasarover, Tibet and various Buddhist viharas
by wal k and made number of sketches and painted severa
pai nti ngs whi ch have been published along with his wit-

ings in Bengali journal ‘parabhashi’.?®

Pronod Kunmar Chatterjee, the dedicated teacher of
the Jateeya Kal asala worked profusely on thenes which
concentrated on H ndu nythol ogy and vari ous dazzling sto-
ries which left the Europeans totally confused. Vr ks
such as 'In praise of Lord Chaitanya' shows a disciple in
ecstatic nbod, a common feature in any Indian religious
festival. The picture shows a large nunber of devotees
assenbled to sing in priase of lord Chaitanya. The work
‘Shankara Tandava’ shows Shiva in an angry nood, Kkilling
an evil Rakshasa. Hs interest towards Buddhi sm enabl ed
him to nmake a series of works showing ‘Buddha’ as a
uni que hurman being. H's works published in Telugu jour-
nals. ‘sharada’ and ‘Gruhalaxmi’ regularly, showed the
artists effort to maintain the Indianness in the works.
O ange colour has been profusely used for maintaining

the serenity in the saintly figures. Wile the darker
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shades are used for elevating the main theme of the work.
The works have a saintly feeling with nmost of his works
concentrating on religious and nythol ogi cal thenes. Pronod
Kunar Chatterjee was as a conscientious teacher, been a

great influence on his students at Machilipatnam

Potluri Hanumantha Rao, an artist and a student of
the Jateeya Kal asal a, recalled that Ramendra Chakravarthy

was a versatile artist who firmy believed in the superi -
28
ority of Indian tradition and cul ture. | nbi bed with the

i deol ogy of the tinmes, Chakravarthy worked on the lines
of the Bengal school and it was his thorough know edge of
Indian culture and heritage which provided himan oppor-
tunity to teach at Jateeya Kal asal a. Under the gui dance
of these two teachers, students of the school were suc-
cessful in devel oping and continuing the new pattern of

art, which had subtle but very powerful inplications.

The school also had a few |l ectures by emnent per-
sonalities to instruct the students about Indian art and
aesthetics. Afewnonths after the starting of the Kal asal a
in 1910, Ananda K Coonarswany visited the institution
and delivered few lecturers on Indian art. It was also
observed that Nandalal Bose too visited the institution
and participated with the students in working on a few
pai ntings. %°

Jateeya Kal asala attracted a |arge nunber of stu-
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dents fromall over the country, irrespective of their
soci al and econonic background. Being the only premer
institution in the south, under the nationalist banner,
it had attracted students from the whole of south In-
dia.® Students of all castes and religions joined this
institution as the education inparted was not only prac-
tical and job oriented but also secular. Secondly, it
had al so | owered the m ni num gualification for technica
education. The minimm gualification for drawing and
painting course was third formor eighth class and for
oriental art, first formor sixth class as the ninimm
qualification. Finally the fee charged was conpara-
tively less, with Rs 2/- for drawing and painting and Rs
3/- per year for oriental art. More inportant, par-
ents of the students willingly sent their children to the
institution as it was |ess expensive conparatively and
they were confident that there would be no cultural con-
flict, as the ideology was just native, w thin the pur-
vi ew of swadeshi.® They were al so sure of the job oppor-

tunities putforth in this type of college education.

The oriental art course had directly taken its sup-
port fromthe Bengal school with the students bei ng trained
to copy Indian works of art, Chinese and Japanese prints
and designs and finally devel opi ng new works of art on
the sane lines. At no instance they were encouraged to

academc art inspite of the popularity it gained in the
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society. After an initial training in nornal Draw ng and
Pai nting, which was a common course for all in Andhra
Jateeya Kal asala, students of Oiental art section, had
a well constructed course to appreciate and take support
fromthe ‘indianart', while nost specinens for the train-
ing belonged to Indian art. Students were also intro-
duced to Chi nese, Japanese and Mughal art patterns, anal o-
gous to Sister Nvedita's advise to Indians to first |ove
and respect their own cul ture which, according to her was
in the broader concept of Asia.® At a later stage of the
course students were left free to concentrate on their
own creativity and the teachers encouraged themto cre-

ate works of art with |ocalised scenes and subjects.

Though the school had two seperate sections, there
were practically no strict rules, restricting students
to share or work together. The friendly atnosphere with
caring shoulders of the teachers for ready support and

di scussion encouraged the progress of art.

The institution had many visitors and appreciators.

pinions of a few illustrious visitors are as follows

"The institution is unique and has done ex-
cellent work for the spread of National In-
dustry and National art. Recently with the

support of an artist, promod Kumar Chatterjee
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fromCal cutta, they have been teaching the
new and venerated Indian art and the re-
sult, thanks to M. Chatterjee, has been ex-
cellent, as can be seen fromthe exhibits

inthe Bengal art section of the Kal asala."

"Visited the Kalasala today saw nuch that
is interesting and useful. Wth nore pub-
lic support the institution would be able
to help the renaissance of Indian culture
and art even nore than it does at present.
The painting section is unique in a way and
I would suggest that special attention
should be devoted to scenes and objects

peculiar to Andhradesa. "

"l saw the art section very interesting and
the work is of a high standard in the work
shop where practical as well as instruc-
tional work is being done in the |abora-
tory, the library and carpet shop. The
at mosphere of its place, very good and the
associ ati on of caste boys and non-caste boys
is excellent. A nost interesting institu-

tion, the staff struck me as of its best."?®

The institution as such was a worthy one, with in-



teresting work being produced. An inportant provision of
Jateeya Kal asala was to send students to various other
institutions |ike Shantiniketan, Msore and Madras to
further their talents by providing them schol arships.
These schol arships were not regular but depended upon
the tastes and generosity of the Royal households of

Pi t hapuram Chal l apalli, N zamof Hyderabad and, of course,

38
the Government itself.

Art at Machilipatnam as understood, took support
from Bengal school of art, not only in the formof con-
tent but was based on the same ideol ogical franework.
Firstly, work conducted at Jateeya Kal asal a was no doubt
a reflection of the education and training inparted.
Teachers of the school were thenselves a new breed of
nationalist artists, showing the students various ex-
anpl es of the new developing art in the country. Sec-
ondly, the strength of Indian art, literature, nythol ogy
and religion were stressed which helped the students.
The pertinent question which arises is, can the work of
the students be terned as a separate novenent for was
it only a passing phase which disappeared after initial
exi stence. The question needs to be answered and ex-
pl ai ned systenatically, taking into account the |arge
chunk of work turned out in the school and the interest
shown by the students, teachers and public in |earning

and creating newworks of art, the social background of
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the artists. Andhra Jateeya Kalasala in its role as a
pioneering art institution attracted not only regular
art students who could join the department as regul ar
students but many nore who were interested and coul d not
join the institution for various reasons, but took ac-
tive advises and gui dance fromthe teachers and students
t here. *°

According to Alluri Satyanarayana Raju the atno-
sphere in the institution was so congenial that students
like him who did not join the institution on regualr
basis, and never felt any conplexities in approaching
the teachers and students and |earning new patterns.
I nf act evey one was welconed to attend the regular
eveni ng di scussions on various subjects like politics,
theol ogy, religion, economics, literature and the upcom
ing theatre movement.*® |t was this feature which nade
the department so very well known anong art |overs of

the region with in a short span.

Thus the institution achieved a two fold devel op-
ment. It was started with an aimto project and devel op
Indian art and crafts enabling students from South India
to participate in this long term process and thus en-
abling the spread of the sprit of ‘Nationalism’ and
‘Swadeshi’ . Secondly, Jateeya Kal asal a seens to have en-

abled students of the region to be self sufficient and



self reliant, which was sonething Gandhiji and his fol-

| owers stressed upon throughout the freedom struggl e.

Adavi Bapi Raju, the well known witer, artist, nu-
sician and art director from Saripalle village near
Bhi mavaram had been interested in draw ng and painting
since chil dhood.** It was, however, his nmeeting with Gswal d
Jennings Couldry, Principal of Governnent arts coll ge,
Raj ahmundry, who was influential in the devel opment of a
nmoverent in Raj ahnundry, which nade him concentrate on
English literature and learn painting. Unlike his con-
tenporaries at Rajahmundry, Bapiraju could not join
J.J.School of Art Bonbay, due to financial constraints.
But due to his regular discussions at Andhra Jateeya
Kal asala where he learnt wash technique and learnt to
give prine inportance to Indian subject. Though ini-
tially, before comng to Jateeya Kal asala he had a stint
in copying European acadenic art, he later concentrated
only on Indian themes and styles. Bapi Raju being a poet
was sucessful in picturising lyrical nystycismin his
works 'Gowri poja’, ' Swet ha Tara',
*Samudraguptudu’, ‘Bharati’, "Telugu Thalli' and
' Sasikala' (PatelV).

In his works ‘Swetatara’ and ‘Sasikala’, the use of
Oiental figures, jewellery and anotony reflects his as-
sociation with the teachers at Jateeya Kal asala and his

exposure to the Bengal School of art.* As an ardent
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follower of the nationalist ideology he plunged into the
nmovenent in 1922 and was imprisioned for two years. H's
spirit of naionalisim though not direct in his witings
and paintings, did nake an effort in placing the Indian
culture and heritage superior. For the people of Andhra,
the works seemed sinple, without any Wstern conpl exi -
ties and as such Bapi Raju was successful in creating
aesthetic awareness anong the nassess. H's works becane
nore popular with many of thembeing utilised as cover
pages in magazines. It was probably for the first time
that paintings were used as cover pages. ‘Sharada’ a
journal highlighting the cultural devel opnent of the coun-
try, started by a noted nationalist Kowa srirama Shastri,
carried a nunber of paintings on the cover pages. A few
i ssues of Sharda carried a picture of goddess ‘saraswati’
(Goddess of learning) with her veena. It conveyed the
power ful communi cation of the notive of the magazine
i.e. to spread the cultural heritage of the Indian nation
anong its people who were gradually being taken over by
the new Western culture.* The cover pages of the maga-
zines were not nonotonous which showed the artists zeal
for creativity. Bapi Raju became well known for his

pai nti ngs which paved way for naking new art.

He enhanced the prestige of Indian culture by incor-
porating native and oriental elenents which had philo-

sophi cal content. ‘Bharatmata’ a fanmpus work of
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Abi ni ndranat h, created during the Swadeshi novenent in-
spired Bapi Raju much later to work on the sane theme
whi ch he named 'Bharati' .* This was as fanous in Andhra
as was Bharatmata in Bengal. H's literary background and
personal interest in the literature of the country had
enhanced the creativity of the artist in evolving a style

propounding a nationalist ideology.

Bapi Raju undoubtedly was a great influence on his
contenporaries and this was furthered after he was in-
vited by K Hanumanth Rao to head the art departnent at
Jateeya Kalasala in 1935 where he worked for three
years. As the principal of the institution the work of
the students in the departnent had great influence of the
phi | osophy of Advai Bapi Raju. According to A luri
Sat yanarayana Raj u, Bapi Raju's know edge, sincerity and
skill acted as a great influence on the work of his
students at the Kal asala, while the regul ar discussions
on various subjects paved way for the devel opnent of

creativity anobng the students of the Kal asal a.

Hs works 'Sasikala" an imaginary diety on whom he

has al sowitten a fewpoens, 'Swayanmavaram , 'Swetatara' ,
' Sanmudr agupt udu’' , ' Mutyunj aya', 'Suryadeva', 'Bharati',
"Naganrityam, 'Veni bhangami, ' Godhuli', 'Tikkana',

"Rundramadevi' and ' Brindavani Geetami affirmthe artist's

interest towards the native thenes and style. Mst of
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these works were accepted by the people as 'God I ndi an'
art which were popul ari sed by various cul tural nagazi nes
whi ch began to be published by the early 19th century in
Andhra. Bapi Raju's inclination towards ‘Indianart' can
also be seen in filnms Sati Anasuya (1935) , Mirabai and
Dhurva vijayam (1939-40) for which he worked as the
art director.?*

If lyrical nysticismwas domnant in the works of
Bapi Raju, it was also visible in the work of Ankala
Venkata Subba Rao, a contenporary of Bapi Raju. Subba
Rao, like many others, initially was taken over by the
academ c style of painting in which he worked until he
joined the Kalasala.*® As a direct student of Pronod
Kunar Chatterjee he was introduced to the new Indian art
whi ch was devel opi ng. Further to enhance the artists
talent and skill, he was sent to Shantiniketan for a
short stay. And it was here that Subba Rao learnt the
intricacies of the new art. As a student of Jateeya
Kal asal a he concentrated on thenes like fantasy, nyths
and nyt hol ogy, which could be progressed only after the
artist has an insight in to Indian nythology (P ate V).
However, he gradual |y began to work on regional themes of
Andhr a. Hs paintings titled ‘'village Maids' and
"Vishranti Bhangamu‘ picturising rural Andhra evoked im
nense praise fromhis naster Chatterjee, who encouraged

him to wrk on such themes showing the regional cul-
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ture.*® As such his later work began to concentrate on
subjects relating to farnmers, festivals, village life
and wonmen which were accepted by the people for the
direct content, which could be related to their experi-

ences in daily life(Plate VI).

Subba Rao in one of his nythic series ‘'solar fan-
tasy' depited the sun god on a charriot of the tradi-
tional seven horses, with tw nythical bodygaurds. This
picture becane a popular work not only for the deft
handling of the work in water colours but the creative
theme highlighting the vast arena of creativity in In-
di an nyt hol ogy. Subba Rao's series of works, reflecting
I ndian nythol ogy are not as direct as the works of ‘Ravi
Verma', but make the viewer think about the instances and
| ocations of the work. Subba Rao generally concentrated
on conplicated themes and conpositions while his han-
dling of the medium and style in water colours is very
intricate and passionate. ‘Solar Fantasy', which he
regarded as his best creation, projects the chariot and
horses fromthe cl ouds, nesnerise the viewer in seeing a
heavenly body comming towards the earth. Mich on the
sane lines are his works ‘Takshaka’, 'Pagatikala', and
‘Nagarjuna’. H's colleague and friend Potluri Hanunmanth
Rao observes that Ankala Subba Rao, apart from being a
skilled artist, technically believed in giving his audi-

ence i.e., the natives of India a clear picture of their
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life. He had once observed that 'we can elevate Andhra
culture and prestige by projecting our own cultural heri-
tage and life'. S*Ankala's later works follow this obser-
vance strictly. It was such discussions which were com
non at Jateeya Kal asala that pronpted Hanumanth Rao al so

to work on regionalised themnes.

Hanumant ha Rao was both a student of Promed Kunar
Chatterjee and Ramendra Chakravarthy at Jateeya Kal asal a.
Taking support and encouragenent from his teacher he
firmy believed in regionalising Indian themes. H's work
“Pellipalakki”, showing a bride in a palanquin, isa
reflection of the narriage procession in Andhra in the
early years of the 19th century. This work, a conplicated
one show ng nore than 50 acconpanists, dressed in Indian
attire i.e., wonen in sarees and pavadas(skirts), nen
and children in dhoti and kurtas. There is absolutely no
trace of the new attire especially among the nen folk.
The highlight of the picture is a nman wearing dhoti
kurta, with a Gandhi cap, deliberating the Nationali st
fervour anong people. Son of a worthy brahmn, Potluri
had to break traditional grounds and take to painting.
According to him especially until 1947, his notive was
to have thenatic paintings which highlight Indian art,
culture and heritage. The ideol ogy was nmore strong as the
teachers and the general educated people also firnly

believed in this and appreciated his work. Regular speeches
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by intellectuals, including A K Coonaraswany, encouraged
students of the school to follow the devel opi ng Indian
art novenent.® A nationalist to the core, he even be-
lieved in using Hndi script to sign on his works as the
feeling of self respect was so nuch that they were trained

to avoid anything alien.

Hanumant h Rao in his work ' Motabavi', show ng a farmer
working on his fields with two bullocks, pulling water
out of the well, shows the work done by the farnmer in
Andhra. H's other work is ‘Gorumudda’ showi ng a nother
feeding rice to her young child. The wonen shown admist a
ramshackl e house shows inmmense satisfaction in feeding
rice to her child. This, according to the artist, was to
show how inportant the nother figure is in Indian cul-
ture. Considered to be the protector of her child, she
takes care of her child in every way and this picturising
is one sinple manner to show the interest of the nother
in her son. Hs other work ‘akshraabhyasam’ Showi ng an
ol d brahm n teachi ng a young non-caste boy, was a revol u-
tionary thenme of that time(plate VII). Having been in-
spired by the social reformmovenent of the tine, Hanumanth
Rao believed in projecting the ideol ogy of a conmon pl at -
form for all and unhesitatingly portrayed this thene.
Being a product of the rural background he successfully

picturised rural Andhra in his work(Plate VII1).
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Mich younger to Hanumanth Rao was Mdhavapeddi
CGokhal e, also a student of Jateeya Kal asal a, who worked
on local themes. An ardent believer in the freedom of
expression and Nationalist ideology he worked on many
inportant thenes like 'Brahmanaidu', a warrior of the
Pal anadu war, who evoked lot of self respect among Andhra
people (Plate | X) . Gokhale’'s work has strong ideol ogi cal
content reflecting the Indian social background. The work
‘Shantikapotam’ a painting full of white pegions, a sym
bol of peace, reflects the artists idea in naintaining
peace and harnmony throughout the world, which has been
portrayed synbolically giving a very reflective title.
Hs participation in the freedom novenent, especially
the, Salt Satyagraha novenent of Gandhiji, nade hi mun-
dergo imprisionment Whi ch has probably provoked CGokhal e
to make paintings such as * shantikapotam’ to synbolize
peace for his disturbed mind. As an associate editor of
Andhra Patri ka and nore inportant, 'Praja Shakti' he was
able to putforth his nationalist ideology not only in his
editorial witings but also illustrations. Wile Andhra
Patrika was a nore liberal and denocratic paper, Praja
Shakti was a paper whi ch el evated the work of Gokhal e and
showed various aspects of life under the British rule. As
an associ ate editor of this newspaper, his work was pow
erful in conveying the nessage for soci o-econom ¢ changes,
but was not provocative. A creative genius, Gokhale's

work concentrated on social aspects of life. Hs work
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' Avva Manumaralu' , 'Hanpi Kathalu' , 'Jatayu'
' Kasht aj eevul u' are popular for the sinple content and
the style which took off fromthe Bengal school of art.

However, the deliberate deviation fromhis earlier work
was due to his advanced training at the Madras school of

art.

Also from the sane college hailed Gurram Ml l ai ah
who was a direct student of Pronod Kumar Chatterjee.
After an initial stay at Jateeya kal asala for three years,
he secured a fellowship to visit Shantiniketan to work
there for three nonths.® Malliah, a native of a small
village Macherla in Quntur district had initially a short
stint at academc art but it was the training and di scus-
sions at Kalasala which enabled him to work towards a
conceptual frameworKk. Mal Iiah's works were basically of
two types - one is, which has a concentration of orienta
themes like 'Varudhm ' where an angle of Indian nythol -
ogy is nade to stand in a garden. This work of Malliah is
done in the regular Bengal school style, using opaque
colours with transparent effect on the dress, while the
face of the lady in the work resenbles nore an Arabian
queen rather than a Andhra woman. This is considered to
be an outcone of his long association with artists of
Bengal school (Plate X )e Sinilarly in his other work
"Qeeshma Sayankalami a lady is seen siting on the ter-
race with her veena and book. Here too the lady, her

face, the building and the whol e formul ation of the work
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is near to a Persian mniature. Simlar work has been
done by V.R Chitra who was al so a student of both Jateeya

Kal asal a and Shanti ni ket an.

Such work, cultivated directly out of training and
exposure, did not really seemto have satisfied an arti st
like Malliah who was nore innovative and creative. Hs
other work concentrated profusely on sinple day to day
themes of the society, inwhich, apart fromthe interest-
ing subjects, the style too was not rigid with the flow
of line and sinple colour schenes. In a work "Kuteera
pari shrama" he has shown a famly conprising of four
i.e., ayoung woren, a young man an old w dow and a smal |
child. Al the four people in the painting are seen to be
wor ki ng on the nost popul ar thene- 'weaving cloth' during
the era of swadeshi in a thatched house. This work of
Mal I'i ah evoked trenendous support from his colleagues
and teachers(Plate XI). The old lady is seen working on
charkha whil e the young man is weaving on a handl oom and
the young lady and the boy are seen making spindles of
the thread. This work had evoked trenendous response in
the society as every one could place thenselves in this
role, which was a popular activity during that peri od.
Mal liah hinself was an ardent believer of such work in-

volving the majority in the society.

Mal liah had started an institution in his native
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village Macherla and naned it Navayuga Chitrakal a Samthi,

much on the lines of Jateeya Kal asala.® H's institution
of Malliah was supposed to have concentrated on the rura

children of Macherla and its neighbouring villages who
could not afford to go to even Jateeya Kal asala. Wth the
help of a few like mnded friends the institution was
started and regular visitors to the institution included
Gaganendr anat h Tagore, Pranmod Kunar Chatterjee, Ranendra
Charkravarthy and Devi Prasad Roy Choudary from Bengal

apart from a host of artists from Andhra itself. The
visits of such artists, their lectures and training did
contribute to the spreading of nationalist fervour in
the renmote village. Though the institution was not a
very successful one due to regular floods and severe
financial crunch, it did help in creating enthusiasm
anong the locals to know what Indian art exactly is. The
m sconception regarding the cultural conflict between
the Angl o-1ndian school and Bengal school was also re-
noved to a larger extent. Malliah as an artist and an
art educationi st was partly successful in his two projects.

This was shown at the exhibition of works of his students
exhibited at Jateeya kalasala and gai ned considerable
recognition. Mlliah like the teachers of kal asal a con-

centrated on drawing at the early stage of the course. He
enphasi sed the necessity for efficiency in draw ng, prac-
tised and trained with native nodels and speci nens. This
he firmy believed would help the students in under-

standing Indian art and help in the maki ng of new I ndi an
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art as visualised by the art educationists of the nation.

The result of the influence of Bengal school saw
many students going to Shantini ketan to undergo traini ng
in painting. Vinna Sesha Rao and Chitra Veerabhadra Rao
were two such students. The later popularly known as
V.R Chitra, was at Shantini ketan from 1920-28, studying
pai nting as well as handicrafts. Hs stay at Shanti ni ket an
provided himwith excellent job opportunities. He worked
as lecturer at Lucknow art school and |ater at the Madras
school of art. Mre inportant he is the only Andhrite to

be the principal of kalabhavan of Shantiniketan nuch
58

| ater. Chitra's initial work is difficult to be dis-
crimnated fromany picture of the Bengal school. n par
with the training at the school the works reflected his
association with the Bengal school not only in style and
techni que but al so the themes. Wnen seened to have pl ayed
a conspicuous role in his works. These wonen resenbl ed
wonren from persia, draped in Indian attire, while the
background is flat coloured, with delicate trees and a
half moon in the sky. These works which are many in
nunber resenbled the Persian mniatures (Plate XI1). The
wonen, their facial expression, and physical features
resenbled the Eastern women but not the Indian women.
There is however a drastic change in the figures after he
cane back to south India. The figures were nore Indianised
and | ocal which could be associated to the society he was
living in. It was, however, not the sane with Sesha Rao,
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who wor ked on | ocal thenes. Shesha Rao al so established a
small art school for students at Bhi ravaram and taught
themIndian art. A luri Satyanarayana Raju, a disciple
and a friend of Sesha Rao, recollects how Sesha Rao read
out scenes from H ndu nythol ogy and encouraged students
to paint on such themes. Raju hinself worked on a nunber
of nythol ogi cal themes which he feels was an out come of

his association with his friends fromthe kal asal a. *°

Raj u al so worked on a nunber of portraits of nation-
alist |eaders, few of which are displayed in his house in
Rayal em a village near Bhimavaram It is, however, his
themati ¢ work which provoked the masses, the press and
his own col | eagues. In one of his works he shows the life
of an Indian farmer who is being forced to cultivate and
sell his produce to the narket. The farnmer and his
famly are shown wth shrunken cheeks and absolutely
thin bodies, the bullocks carrying the load are also
shown shrunken. At the other corner of the work is the
rich English officer, seen living in a palatial struc-
ture and travelling in an open car with his famly. The
hi ghlight of the picture is the British flag seen flying
on the pal ace |ike house, show ng precisely howthe English
exploited the Indians in his area(Plate XIl11). This paint-
ing of Raju was exhibited at Andhra Jateeya Kal asal a and
at Vijayawada and earned him excellent name from the
nationalists who liked the direct thene and expression.

An ardent believer of Gandhi, he has made a nunber of
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portraits of Gandhi and also paintings instilling in a
feeling of self respect and self reliance. which, ac-
cording to him was an outcone of the necessity of the
time and as an artist he played his role in a small way. ®

Among the other serious artists of Jateeya Kal asal a
are two people, Kowa RamMhan Shastri, and his younger
brother Kowta Ananda Mhan Shastri, sons of Kowa Sri
Rama Shastri, editor of ' Sharada' . Both the brothers had
their initial training at Jateeya Kal asal a under Pronod
Kumar Chatterjee for four years. RamMhan's work during
his stay at Kalasala was a conbination of the Indian
nyt hol ogy and the new energing Indian art. Hs well known
works are 'Saraswati', 'Nereekshana' and 'Nataraju’'. He
was sent to learn print naking and etching at Royal col -
lege of art, London. H's training programme was partly
funded by the Maharaja of Pithapuram?® The art of print
maki ng encouraged Kowa to make a nunber of excellent
portraits of various |eaders of Indian freedomnovenent,
a set of which has been published in the formof a book.
Hs brother, Anand Mhan Shastri had his specialised
training with a governnent scholarship at Mysore under
the fanous artist Venkatappa, who is hinself a student of
Shantini ketan. Unlike his brother whose work reflected
his western training, Ananda Mbhan's work was totally
i ndi genous. His fanobus works are 'Ajantanartaki ' ,
, ' Tikkana

Somayaji', YSri krishna', 'Varudhini pravara'. The titles

'Ekal avya', 'Gollapilla', 'Ganma veedhi'
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of his works show that Ananda was not influenced by the
academc art. Sinple and specific, he was |like his teacher,
who wor ked on sinple native thenes, highlitning the com
non aspects of human life, in a style, popularisedby the

teachers of Jateeya Kalasala(Plate Xl V).

Jateeya Kalasala had nmany nore inportant artists
who worked profusely during their stay at the institu-
tion but gradually receeded to the background. A common
factor for this recession is their accepting jobs in the
school s whi ch comparitively were many, w th al nost every
i nportant school having a post of an art teacher. Secur-
ing a government job in schools was nuch easier due to
the relaxation given by the officials. Infact, a student
havi ng undergone training in art shcool for three years
or having passed the governnent technical exam nation
privately, along with a teacher training course for 6
weeks, was accepted as a qualified art teacher. Artists
li ke Susarla venkatramaya, Venkat Rama Rao, Goli Seshayya,
S. Vasudev, Y. Satyanarayana Rao, Vedulu Venkata Shastri,
Arya Dasu, Taliseti Rama Rao, Jagannadha Raj u whose wor ks
were published in Bharati, though have a say in
conceptualising the work of Jateeya Kalasala seem to
have relegated to background having secured a confort-
able living as art teachers in school. Taliseti Rana Rao
who apart frombeing an art student was also a graduate

and had contributed a nunber of articles on art.

Swadeshi novenment seemed to have inspired the art-
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ists fromthe Kal asal a. The ideol ogy of the novement nade
the artists incorporate certain elenents directly re-
lated to the then popul ar novenent. Charka, Gandhi caps,

dhoti, kurta as whi ch can be seen as synbol s of *Swadeshi’,

began to be included at every necessary stage. This would
seemthat the artist is aware of the socio-policital and
econom ¢ changes, taking place in the Indian society and
was subtly elevating the phil osophy of the tine through
their paintings. ‘rRatnapu Sandeshami a work by WA Arya
Dasu, a non formal student at Machili pat nam shows a na-
tive woman of Andhra carrying the charka over her shoul -
der, while her child is seen with a spindle. The I|ady
wi t h dusky conpl exi on, wearing a traditional cotton saree
and wish palm trees in the background (a feature of
coastal Andhra villages) shows that Charkha had an im
portant role(Plate XV). The title ‘Ratnapu sandesham
which literally neans ‘message Of charkha', is the work
showi ng the inportance of charkha in Indian society dur-
ing the struggle for freedom This particular work re-
cei ved tremendous support from the nationalist |eaders
who appreciated the artists contribution in taking the
mesage Of charkha to the public. The lady in the picture
is devoid of sophisticated | ooks or the newattire adopted
from the west and probably is shown keeping in mind the
wonen of rural coastal Andhra. similary, another work
‘Nooluvadukuta’ (spinning of yarn), awork by S Eshwariah
al so of the Jateeya Kal asal a shows a |ady naking thread

out of cotton(Plate XVI) . Wile these are two such works
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whi ch propounded the nmessage of swadeshi directly, works
hi ghl i ghti ng I ndi an nyt hol ogy, society, the new ideas of
people, their way of |life and dress hel ped in visualising
the Indianness in the works and al so showexplicitly the
life in rural India. Chedavada S. Krishnayya's work,
"Dassara G lakalu', shows the youngesters wth various
toys during the festival of Dassara (Plate XVIl1). Al the
youngesters in the work are in their best clothes and the
remarkable feature in the work is the Swadeshi cap or
Gandhi cap worn by nearly four people. There is abso-
lutely no sophistication in the showing the people ex-
cept that there are few figures wearing coats over on
their dhoties, which can be seen as the popular attire of
the tinme.

Jat eeya kal asal a as understood was an outcone of the
political philosophy in the early 1900's. The education
inparted and the ideas propounded together with new po-
litical ideology played an inportant role in the artists
m nd, who is not immune to the happeni ngs around him The
work of the artist at the Kalasala was with in the frane-
work of the National noverment and nore specifically the
swadeshi novenent, aimng at India using Indian art.
Despite the certain shortcom ngs when conpared to the
Bengal School of art, the artist and teachers of the

institution had a definite aim and worked towards it.

130



NOTES & REFERENCES

1.sumit Sarkar, Modern India-1885-1947.Madras. 1983

pp 111-112.
2.Ibid., This idea has been el aborately discussed in
chapter IV titled political and social novenments - 1905-
1917.

3. See sumit Sarkar, Swadeshi in Bengal.New Delhi, 1973

for further details on Swedeshi novenents and its reper-
cussions on the Indian society.
4.Ibid.,

5.Aamit Bhattacharya, Swadeshi enterprise in Bengal, 1900-

1920 ,Calcutta,1986,chapter | & II.

6.Ibid., p. 22

7.Development Departnment, Governnment Order No:805,
dated:2-5-1928, Andhra Jateeya Vidya Pari shad.

8 .Andhra Jateeya Kalasala Golden +dubilee souvenir,

Machilipatnam,pp 6-9.

9.6.0.805, dated:2.5.1928,0p.cit.,

10.Ibid., The G QO also has extracts from various Cov-
ernnent Orders issued regularly.

11 .Development Departnent Governnent Order No. 60, dated
28.12.1927, Andhra Jateeya Vidya Pari shad.
12.G.0.No:805, dated:2.5.1928,0p.cit.,

13.1Ibid.,

14.1bid.,

15.Development Department,G.0.No.60,dt 28.12.1927

16 .Development Department,G.0.No 1253 ,dt 21. 3. 1928.

131



17.G. 0. No. 805, . cit;see “Curriculamandsyl | abusrel at -
ing to art departnent.

18. Andhra Jat eeva Kal asal a gol den diubilee gouvenir.Qp.cit

p. 14

19.Emphasis on creativity by the teachers of the Kal asal a
was confirmed by Sri Potuluri Hanumanth Rao, interview
dated 6-7-1993, at Vinukonda.

20. Andhra Jateeva Kal asal a Gol den Jubi | ee Souvenir.Op.cit

P. 23.
21.1bid ., p. 46.

22.M.Rajaji, Siddhahastudu : Damerla Rana Rao : Jeevetam

Kalakrishi.Raiahmundry, 1978,p. 23

23 .andhra Jateeva Kalasala Golden Jubilee Souvenir,

Op.ci t:p.86.

24 . InterviewWwith Sri.Alluri Satyanarayana Raju, who was

associated with the Jateeya Kal asala and its teachers on

5.6. 1993 at Rayalem.

25.James H Cousins, ‘'Promod Kumar Chatterjee' Mbdern
Revi ew , Novenber, 1910.

26.Ibid.,

27.Ibid.,

28. Interview Wwith Pot ul uri Hanumant h Rao,

dated:6.7.1993,Vinukonda.

29.1Ibid.,

30.T.Keshava Rao, ‘Andhra Jateeya Kal asala : Naa

Smruthulu’, Andhra Prabha, (weekly 14th July, 1993).

31l. G.0.No.805, dated:2-5-1928,0p.cit;.

132



32. Potul uri Hanumant ha Rao.,Op.cit;

33.sister Nivedita, ‘Art and Nationalism , Mddern Re-
vi ew August, 1910.

34.G.0. No.805 ,dated 2.5.1928,0p.cit.

35.G6.0. No.1253 dated 21 .3.28,0p.cit; extract from the
opi nion of P. subbarayan, chief mnister, in local self
government of Madras dt:5-7-1927

36.Ibid., extract from the opinion of C V.Krishna Swam
lyer, wunder secretary to the governnent of Mdras dt :
4-10-27.

37.1Ibid.., extract from the opinion of s.H.Slater, com
m ssi oner of |abour, Madras.

38.1Ibid.,

39.Aandhra Jat eeva Kal asal a Gol den Jubi | ee Souyenir,Op.cit

p. 35.
40.Interview with Al luri Satyanarayana Raju,Op.cit;

41.Teluau Prati bha Prabhata Rekhalu, Telugu University

Exhiition catal ogue, 1988.

42.Ibid.,

43.1Ibid.,

44 .See Cover Page Sharada. May 1914

45. Andhra Jateeya Kal asal a Gol den Jubil ee Souvenir.Op.cit
p. 59.

46. Interview with Alluri Satyanarayana Raju

Op.cit;47.Telugu Prati bha Prabhata Rekhulu. Op.cit;
48.As nentioned by Sri.Alluri.Satyanarayan Raju,Op.cit;

49 . Ibid.,

133



50.This painting received wi de acclaimand is now housed
at Sudharma Art Gallery, Hyderabad

51.Interview With Potuluri Hanumanth Rao,Op.cit;
52.Ibid.,

53.more details on the artist can be had from Tel ugu

Prati bha Prabhata Rekhalu,Op.cit;

54, M.Rajaji,Op.cit; p.64.
55. Punna Krisha mMurthy, Telugu Pratibha Prabhata Rekha:

Gurram Malliah, Andhra Jvothi dt:22.1.1989

56.Ibid.,
57.1Ibid., A so nentioned by Potuluri Hanumantha Rao.

58. Chal apati Rao. S. , Andhra Ghitra Sl pul u (Vi sakhapat nam
1987 p. 6.

59. Al luri Satyanarayana Raju,Op.cit;
60.Ibid.,

61.Teluau Prati bha Prabhata Rekhalu. op.cit;

134



CHAPTER | V

DEVELOPMENT OF PAI NTI NG A STUDY OF ANDHRA SOCI -
ETY FOR | NDI AN ART

The second inportant town where artistic work was
under taken in the pre-independent Andhra was Raj ahrmundry,
a town known  historically for cultural and literary
activity. By the early 19th century, it became a major
soci o-econom c, political and cultural centre. Firstly,
the town witnessed economc and commercial growh with
the inprovenent in irrigation system wth the construc-
tion of Godavari anicut. The inproved agricultural
systens in the district of Godavari enabled the growth
of new mddle class, domnated by the ryots and
nmerchants. And with the econom c success the emergent
mddl e classes felt the need for the schools based on
progressive western ideas. Secondly, the need for these
new schools were revolving around the two fold concept
of accepting the superiority of English education system
over the native systemof learning on the one had and,
on the other, clanmouring for the second grade jobs in

governnent of fices.

The district of Godavari, apart fromthe rol e played
by the missionaries and CGovernnent officials, was

suppl enented with the enthusiasm of the local ryots in
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creating and mai ntai ni ng schools of English education on
their own. This enthusiasmof the ryots was streamined
by the then sub-collector to the revenue conmm ssioner of
the Northern Grcars in the sub-division of Rajahmundry,
M.G N Taylor.! As apart of his actives, Taylor encouraged
the idea of rate schools in which the ryots had to con-
tribute an yearly cess for the mai ntenance of schools,
thus enabling their children to study in the schools,
popul arly termed 'Rate schools'. Such school s were opened
in the villages of Penoogondah, Palcole, Narsapur, and
Auchanta and attracted a nunber of students in undertak-

ing their education.?

This initial interest anmong the ryots and other
m ddl e cl asses seemto have paved way for the establish-
nent of governnment college in the town of Rajahnundry.
In 1877 Rajahnundry had a First grade Governmnent degree
college and by 1910 it had a polytechnic college and a
B. Ed. Col | ege.

Thus along with an enlightened mddle class rose an
intellectual community with rational and progressive ideas.
The town of Rajahmundry becane a centre of all progres-
sive activities which included denouncenent of social
evils on wonen and underprivileged. At the sane time the
ongoi ng nationalist struggle w tnessed its repercussions

anong the new intellectual class of of the region.
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It was in such an intellectual and cultural context
that a new kind of painting began to energe i n Rajahmundry.
(e of the major sources of painting was the introduction
of photo-realism by drama troupes in the town.?® The
initial devel opnent of painting began with the new ener-
gent theater enacting both original and dubbed versions
of English plays. Dranma becane a popul ar medi um of
interaction for people who took interest in this new
form of art. The plays were made nore colourful and
interesting wth the introduction of paintings as back-
grounds to give scenic and effective |ook to the ongoi ng
play. Most theatre conpanies which came to Raj ahnundry
had artists to work on the backdrops. The backdrop
artists who visited Raj ahnmundry becane very popul ar arong

the students who wi tnessed these dransas.

A. S.Ram a popul ar backdrop artist, who was trained
at Madras school of art seened to be a najor source of
inspiration for the art loving students of the town who
were fascinated by the artists saga with colours. Infact,
A S.Ramwas the first artist who had a long stay at the
town, after being enployed by the ‘Hindu Theatrical Com

pany' owned by kruthiventi Nageswara Rao.

An inspiring figure for the art students of

Raj ahmundry and its surrounding villages, A S Raminiti-
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ated a group of students from the Desiya Vidyalaya (Na-
tional school) , interested in painting, to photo realism
wherein the student was made to copy from the photo-
graphs. Students were trained in the sane style by their
teachers Gadi cherla Rammurthy and Erranki Venkata Shastri
at Desiya Vidyal aya.® However, the only fascination at
the new nasters to the students ,venue was the size of
the paintings, which were very huge and were vi ewed by a
vast majority. The experiment of copying photographs
continued for over two years during which the group of
students conprising of D Rana Rao, Varda venkatratnam,
S.N.Chamkur, C B.Rao, v.v.Bhagiradhi and Dasari Atchiraju
and his brother Dasari Rangiah |earned the art of making
backdrops and al so helped a.s.ram in naking a nunber of

huge backdrops for theatre conpanies.

a.s.Ram’'s studio did initiate the students to
learn the basics of photo realism but was unable to
develop their creativity. As such the students becane
mere copyi sts. Though their work was appreciated and
liked by the teachers and viewers, students did not re-
ally get a chance to experinent their inner creativity
and this can be treated as the only drawback in a system
whi ch enphasi sed photo realism The systemneverthel ess
contributed to the students understanding of |ine, colour
and various nedium to be worked upon. Infact, in the

early stages three teachers, A S Ram Gadicherla Ramamurthy
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and Erranki Venkata Shastri, were responsible to a large
extent in initiating students into art as a profession
and earn their living. Followi ng the foot steps of aA.s.ram,
a fewstudents |ike Dasari Atchiraju, Rangaih, and Amajal a
Ragamohan Rao took to maki ng of backdrops as a profession
and earned their living. They catered to the needs of the
owners of the dramatic troupes who otherw se had to hire

artists elsewhere fromthe country.

For those who were nore creative and financially
sound, the initial work with AS Ramwas a part of the
training in becomng creative artists. Breakthrough for
such artists fromthe routine work came with the arrival
of OJ.Couldry, aBritish officer, appointed as the prin-
cipal of the CGovernnent arts college, Rajahnundry.
Couldry was hinself an artist and poet and underwent a
course in painting at the Royal college of art, London.
A rational British officer, he was nuch interested in
exploring Indian territory and gather first hand infor-
mation regarding the various forms of Indian art which
becane the topic of discussionin the 19th century, Brit-
ain. As apart of his explorations, he gathered inforna-
tion on Indian art over the centuries and placed the art
as a phenomenon unique to India alone. At the sane junc-
ture he also opined that, though there was 'art' in the
land it could not be conpared with the art of the world

and it was far fromthe art and aesthetics of Europe.



Couldry‘'s hegenonic attitude was apparent with his ob-
servation that Indian art needs to be on par with the art

of the world.

The ent husi astic students were introduced to Coul dry
by Danerla Venkat Rao, elder brother of D Rana Rao, who
was a lecturer at the same institution as that of the
Coul dry. They had already heard of the English officer
and the new art which he practised. Taking by the inter-
est of the youngesters, Couldry began to have regul ar
practice sesions and discussions, highlighting the new
art trends of the world. Rel ati onshi p between Coul dry
and the group of students consisting of D Rana Rao, Varada
Venkatratnam C B.Rao, S$.N.Chamkur, Racherla Narayan Rao
and a few others grew cl ose. Coul dry introduced these
students to the basics of western art and initiated them
into | andscape painting. The students along with their
new art teacher went in for landscaping in the country-
side regularly. simlarly, they were made to copy Euro-
pean nasters and nodel s whi ch was consi dered as a neces-
sity by Coul dry. During one of the holiday sessions
Coul dry acconpani ned his group of students to Ajanta and
Ellora caves, not only for |andscaping but to have a
first hand experience of Indian art through the mnurals
and sculptures there.® while the trip to A anta and
Ellora caves was a long one, regular outings to the

countrysi de around Raj ahnundry seens to have been a com



mon feature.

As an intellectual he showed great regard for an-
cient Indian art and credited it to be of very high
quality in creativity and technique. During one of his
tours of Ajanta and Ellora, he confessed the superiority
of Indian artists of the ancient tine. However, he
firmy opined that Indian artist in the 19th and 20th
century setting needed to change, to conpete and be on
par with the western world. Firstly, being a pactical
administrator the view to commercialize art work nust
have topped his priorities. The argunent stands out as
Coul dry encouraged students to take to western academc
art as it had nore market and were popular anmong the
European officers living in India and also anong the
new y energent English educated Indian mddle classes;.
Secondly, education in a Covernnent art schools provided

wi der chances of enploynent in Governnent offices and

schools.

Couldry an ardent lover of teaching ,held regular
di scussions on art at his house or at any scenic sur-
roundi ngs of the town and gave the group of students an
insight into what ‘Europeanart' actually is. He becane
popul ar anong his students who adnmired his intelligence,
humlity, interest, skill and,in short, people of

Raj ahmundry admired and respected him



The group of students who visited Couldry regularly
were informed about the art schools else where in the
country and were also told about the need and advant ages
of undergoing training in art college. A though Raj ahmundry
had becone an inportant centre for education and liter-
ary activities, there was no one except Couldry to edu-
cate peopl e about the art schools in the country. Though
the idea of joining art schools was good, it nevert hel ess
was expensive and seened risky. However, Couldry after
knowi ng the financial background of a few sudents, en-
couraged them to undergo training at Jamshedji Jiji bhoy
school of art, Bombay.® The institution was suggested
firstly, as he believed that the instruction at Bonbay
school was certainly the best when conpared to the
school of art at Madras ,which stressed upon the crafts,
while Calcutta was amidst controversy due to the stress
upon i ndi genous art. Secondly, the institution was headed

by his good friend Cecil Burns.'’

Taking personal interest in the activities of the
students, the British officer was successful in persuad-
ing and convincing the famlies of a few students to take
to studying in Jamshedji Jijibhoy School of art,Bombay,
who, despite the lack of know edge and financi al
constriants, sent their children to Bonbay to study art

thereby giving an inpetus to the art novenent. The
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advant ages of the art school were accepted both by the
students and their famlies who were convinced by the
need and stress upon art education and a vital role was
pl ayed by Couldry who 1s credited to be the progressive
teacher for these students.'®

Thus by 1908 students from Raj ahmundry began to join
J.J.school of art for further training. First anong those
who went in for higher education was Danmerla Rana Rao,
who was directly adnitted in the third year of the five
year course. He was later joined by his friends C B. Rao,
S.N.Chamkur,Vv.v. Bhagiradhi, while a few others who coul d
not make it to Bombay, stayed back at Rajahmundry and
practiced art, wth regular correspondence and denon-

strations by their friends from Bonbay.*®

As a part of their curriculumthe artists seemto
have been trained in European academc art, concentrat-
ing upon | andscapes and figurative drawing with the help
of G eek models.The training which the artists undertook
seened very hercul ean and left a very stark inpact on the
artists, who after their training remained to work in the
style they were trained. A though students of Rajahmundry
were not really newto this particular style as they were
i ntroduced to European academismby ©0.J.Couldry, it was

only now that their work was formalised.
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The performance of alnmost all the students from
Raj ahmundry seenmed to have attracted the teachers and
officials at J.J.school. Rama Rao, the initiator, was
invited by the Miharaja of Bhavnagar to work on fanly
portraits of the royal household. This invitation was
granted to the artist after a visit of the Maharaja to
the annual show at J.3.school. The acadenic work at the
col l ege seens to have won acclaination for the artist as
Rama Rao was given the opportunity to work as an instruc-
tor in the sane art college, for an year.?' The princi-
pal of the college Sol omon d adstone remarked that 'ser-
vices of young artists like Rama Rao, with a quest to
learn and teach are needed for the institution which is
pioneering inthe field of art inlIndia. ' Simlar privi-
lege was extended to C B.Rao who |ater becane the nuch
sought after artist for his portraits.? Rama Rao al so
had the credit of being invited by the authorities of the
school of art, Lucknow to join the institution as its
vice principal.? Though the offer was not accepted by
Rama Rao, it reflects the official's admration for the

artist's talent and workmanshi p.

The raging conflict among the artists trained in
J.J. School seemed to be with the new art devel opnents
whi ch were concentrated upon by the artists of Bengal and
came to be known as the Nationalist Artists, while the

training which the artists underwent at J.J.School was



based on the principles of art schools of suburban En-
gland. Though credited as ‘'good artists' by the various
agencies, the artists seemed to have conflict over the
new changes or the struggle of the Bengal school artists.
Artists were made to think over this with the appraisal
of the work bei ng done by Abani ndranath by none | ess than
Rabi ndranat h Tagore, who net Rama Rao at Bhavanagar. He
also invited Rama Rao to Shantiniketan. This apart ar-
ticles on national literature and art,published in vari -
ous journals of the tinme, were sources of these discus-

sions & understanding new art.

Back at Raj ahnundry, Rama Rao, along with his friends
and col | eagues of J.J.school,C. B.Rao, V. V.Bhagiradhi,
and s.N.chamkur and a few other friends began to work
under the banner of the newy formed Andhra society for
Indian art. The society was started with a specific
i deol ogy of creating awareness of art anong the peopl e of
the region and secondly, to create a formof art which
coul d be called Indian.? These ideas were furthered with
the artists visiti ng and understandi ng the work done at
Andhra Jateeya Kalasala at the first instance and sec-
ondly, travels of the artists all over the country, paved
way for a new thinking. Rama Rao had obtained a schol ar-
ship fromthe Maharaj a of Pithapuramto visit Shantini ketan
for three months. As such the saga towards the new art

began by the year 1912 when the artists of Rajahmundry,
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including both the artists trained at J.J.school ar

those who practised at Rajahmundry cane together and
formed the Andhra society for Indian art wth D. Venkat
Rao, brother of D Rama Rao as the secretary, O J.Coul dry
who had already left to London as the president,A.S.Ram

who left for Lahore as the vice-president.?®

The Andhra society for Indian art seens to have been
acentrewithartistic activities. Artists of this asso-
ciation had now the prime aimof creating works based on
the new ragi ng phil osophy of Indianising Indian art. The
task virtually is a very difficult one as the artists
trained in one particular style had to deviate from it

and create new forms on par with the nationalist works.

As such began a virtual deliberation towards creat-
ing newworks of art and the practise of infusing Indian
el ements began. The group, domnated by the art school
educated artists as a part of their mission conducted art
classes to teach the interested drawi ng and painting, rather
than sending the students to schools in other towns. The
school attracted a good nunber of students and nmost stu-
dents trained at the society took the exam nations con-
ducted by the Technical Board of the Madras GCovernnent,
along with a course of six weeks in teaching proficiency.
This enabl ed a | arge nunber of students in securing jobs

as art teachers either in governnent or private schools.?®



They were even selected in other related jobs of drafts-
men or tracers in survey offices. The courses offered at
the society inspired many students to take to painting as
a profession. As a part of the curricul umstudents were
taught the intricacies of European academi c art and were
al so nmade conscious of the ideol ogy of society to strive
and restore the Indianness in the works. Danerl a
Satyavani, w fe of Rama Rao, who was herself a nenber of
the Society recalls that they were taught as their
teachers were taught at the J.J. School , Bonbay. Life
study, |andscapi ng, sketching became a prom nent part of
their curriculum and only when they nmastered this that
they were nmade to work on creative comnpositions. She
further adds that, though the training was not related to
the ideology of the Society, it was felt a necessity to
understand the intricacies of space,line, anatony and

perspective. 30

This was confirmed not only by the later
students of the Society but also by Varada Venkatrat nam
a teacher of the society.® Though not a student of the
J.J. School, he learnt much fromQJ. Couldry and Rama
Rao, his childhood friend and teacher. Inspite of the
fact that Venkatratnam had no formal art school educa-
tion he observed that unl ess a student masters the basics
of academc art it was difficult to enhance their cre-

ativity.

As a part of their work, regular discussions were
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hel d upon the devel opnent of art in the country. The
meetings were attended by the art loving public and art-
ists. This was a platformfor the artists to discuss the
work they were doing and the new devel opnents of the art
world. Artists fromother areas, espicially Machilipatnam
were attracted to these discussions. Rama Rao's experi -
ence wi t h Abani ndranat h, Nandal al Bose, Venkatappa, Abdul
Rahman, Chugtai and Devi Prasad Roychaudhri were regu-
larly discussed and it was such di scussions which paved
way for the new novenent.3 Adavi Bapi Raju and Gurram
Malliah, students of Andhra Jateeya Kal asal a were regu-
lar visitors at the Andhra society of Indian art and
exchanged their views regarding the works done in India.
Infact Ranma Rao and Qurram Mal liah visited Shantini ketan

during the sane tine and their experiences seem to be

similar.

Students and teachers of Machlipatnamwere as such
nearer to the work done by Abanindranath and his stu-
dents, as the teachers of Andhra Jateeya Kal asal a were
ardent believers and propagators of abanindranath's ide-
ology as far as art is concerned. The teachers at Jateeya
Kal asal a had been a source of inspiration to these art-
ists who were determned to devel op new art which would

instill the feeling of Indianess in them?3
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The work attenpted at by the menbers of Andhra soci -
ety for Indian art, if not in totality, seens to have
paved way for a novenent in Indian art to retain socio-
cultural and religious segnments of the native society.
Serious attenpt in this regard has been made by Rana Rao,

the initiator of the novenent in Andhra.

Pai nting seens to have been a childhood fascination
for Rama Rao, who belonged to a |earned and progressive
Brahmn famly. H's father was an ayurvedic doctor, with
fair know edge of allopathy, while his brother was a
lecturer of Hstory. Rana Rao's nmain inspiration to take
to painting was his maternal uncle Gadi cherl a Rama Murthy
who was apparently his first teacher. Hs training
under various teachers at Rajahnmundry and Bonbay put him
on the threshold of being an academic artist, until he
understood the need for specification oOf Indian art,

rather than practising in the style considerd alien.

As a student of OJ.Couldry and J.J.school, Rana Rao
wor ked profusely on academic oriented art |aying enpha-
sis on realism rather than creativity. But his
acquai ntence and understanding of the nission of artists
of Bengal school foresaw a new change in this artist who
now began to work on works which would seemto highlight
the society in which he was living. Vital role in this

regard seens to have been played by Andhra society for



Indian art, which was a common platform for artists to

exchange ideas on new art.

Though a believer of the necessity for academc ori -
ented training, Ranma Rao began to work on popul ar Indian
thenmes, picturising the society he was in. The mural s of
Ajanta and Scul ptures of Ellora seemto have fascinated
the artist. A series of works on Ajanta and Elora
highlighting the Indian creativity and beauty were done.
Hs work' Ajanta Sundari attracted a nunber of witers
and artists of the time.% The work of the series were
neither realistic in nature nor were they copies of the
murals in totality, but seem to be a cul mnation of
creativity and ideology of redefining Indian art. The
series of works on this topic evoked tremendous response
fromthe friends, artists and masses, who seened to have
taken a liking towards the handling of the subject, which
magni fi ed the spl endour of Indian art. Rama Rao visited
the caves with QJ.Couldry for the first time and since
then during his four year tenure at J.J.school, it had
been an abode for the artist to work.* Wth no el aborate
ornanentation the works in the sinple form and col our
added to the artist's nmastery of skill and technique.
Ranma Rao's nore populistic art was his work on social
t hemes. His works, ' Siddhardha Ragodayam |,
" Pushpal ankarana', are considered to be anong the best

in the new pattern. The works show the use of Indian
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el ements profusely. The work, 'Pushpal ankarna', was an
outcone of the inspiration after seeing his wife cel-
ebrating a festival during her first pregnancy. The
hori zontal work shows wonen as the nain characters as
this is a celebration for wonen by wormen. The neticu-
| ously worked upon figures in traditional attaire, high-
light the popular social activity in Andhra society.
El egant woren are portrayed in sarees, while one wonen is
seen decorating the lady with flowers in her head, an-
other is shown sprinkling panir (scented water) over the
visitors. The mattress on which wonmen are shown sitting
and chatting rem nds one of the regular features in the
any such celebrations which is popularly terned as
"Perantam (Plate XVII1).

However the work is not devoid of European setting
(back ground) show ng the vast clouded sky. Secondly,
the anatony of fermale figures in the work too seens to be
an outcome of the training from G eek nodels. It was
seeing such figures ,where wonen are seen leaning in
specific areas that Rama Rao is credited to be highly

i nfluenced by the work of Lord Leighton. 3®

H s other popul ar work 'Siddhardha Ragodayani shows
wonmen in an attire simlar to that of the one shown in
Ajanta nural s,while the backdrop designs seem to have

been a culnination of the new designs developed in the
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schools of Industrial art. Here too the enphasis on
academc oriented anatony of the figures renmind the viewer
of the artist's training in academc art. |Inspite of the
mnor contradictions, the work seened to have been popu-
lar among nmasses for the strong content, which they were
able to relate with, and among his col | eagues who adm red
him for adapting the subject and the style to form a
different pattern altogether. Rama Rao wor ked on many
such thenmes whi ch popul ari sed the artist anmong the peopl e
but, unfortunately, he died at a young age of 28, |eaving
his anbitions and ains unfulfilled. Though a severe bl ow
to the art noverrent in Andhra it need not be |ooked at as
a disadvantage as his influence was very strong on his

col | eagues.

Hs close friend and student Varada Venkataratnam
was an ardent follower of his master. As such Venkatrat nam
may not fill in the gap created by the denise of Rama
Rao, but perhaps is a good substitute in trying to fulfil
the vision of his nmaster. 'Draksharama’ tenple a work of
Venkataratnam picturises a scene at the tenple of
Dr aksharanma(Pl ate XI X) . The work shows woren wor shi ppi ng
in the tenple premises, a fewon the way to the worship,
a few vendors selling coconuts and fruits to be placed
before the god and a beggar begging alns fromthe visi-
tors. The topic, a common feature in any tenple seens to

be a nmeticulous study of the tenple premses by the
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content. Every work is neticul ously worked upon show ng
the native el ements such as wonen carrying fruits & veg-
etables , the decoration of tenple architecture, the
various idols in the prem ses and how wonen wor ship them
This work of Varada Venkataratnam done in 1927 seens to
have been appreci ated by all sections of the society. Not
only for the aesthetic beauty but also the content which
could be related to regular activities in society.®
Venkataratnam’s Other inportant works 'Vilasani', ‘sri
Mahavishnu’ and ‘virahini’ are again a conbination of
his systematic training under QJ.Couldry and D Rana Rao

and the deliberate attenpt to create a new style.

The two principles are vibrant as the figures in
the works seem to be an outcone of copying European
statues. The element of nativity in the female figures
is shown only in the dress and its textural quality. The
setting in nost works is taken or visualised in an alien

soci ety which cannot be related to our society.

Wrks of D Ranma Rao and his student friend Varda
Venkat rat namdi d evoke tremendous response w th nany stu-
dents taking training at Andhra society for Indian art .
Popul ar anmong the representatives of the society are two
wonen: D. Satyavani and Butchi Xrishnamma, wife and sis-
ter of D Rama Rao respectively. Though not trained in
any art school the tw ladies seem to have taken an

inclination to painting and support from the society
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played a vital role in formulating their artistic ca-

reer .

According to D. Satyavani, even though her husband
was not alive to teach her the intricacies of line and
colour, his paintings and nore inportant, his sketch
books have enabled her to learn drawing and painting.
The works of the two ladies profusely concentrated on
worren - oriented thenes and as such nmost of their works
have been reproduced in colour either as cover pages or
illustrations in Telugu journals, which include the ex-

cl usi ve magazi ne for women, ‘Gruhalaxmi’(Plate XX).

‘Nooluthiyuta’ , (Spinning of yarn) is awork of Butchi
Krishnamma showing a house wife taking out thread from
Charkha while her infant son is playing with cotton. The
popul arity of the charkha nmovenent in the country and in
the town of Rajahmundry and its surrounding villages
were inspiration for the artists, who herself worked on
charkha and mobalised wonen of her nei ghbourhood and
famly (Plate xx1).*° while social realismfornmed only a
part of the work of the artists, creative thenes such as
Andhra Adapaduchu, Radha, Bhiksha, Collapilla were nu-
nmer ous. Art for both the wonmen was only a nedi um of
expression of their feelings and generally did not send
their works for exhibitions or conpetitions, inspite of

the popularity their works received through publications
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in various nagazi nes.

The relationship between the figures of Rama Rao,
Venkatratnam and that of the two |adies was very strong
as the work of these two men was what the |adies saw and
copied. Wrk was what inspired themat the society and
it was here they found sol ace while working. The themes
which were protrayed by these wonen seened an apparent
factor, as they were not exposed to any other society as
in the case of other nale artists. According to
D. Satyavani, every work which she and her sister-in-law
did were within the purview of what they read and saw,
and followed strictly the discussions at the Andhra So-
ciety for Indian art, where the need to retain Indian

el enents was stressed upon. %

Both the women artists took to painting as a seri-
ous hobby and not a profession which was the case with
D. Rama Rao. The two wonen being wi dows at a very young
age found i nmense pl easure in working on paintings. Their
wor ks whi ch represented a fem nine nind, portrayed m nute
and intricate designs and features, naking the works
nore interesting. In the work 'Radha’ (1924) by Butchi
Kri shnanma, the figure of Radha sitting near arailing is
delicately dealt with showing every mnute jewellery which
Radha has worn, even from the transparent veil. Thi s

particul ar work seenms to have taken support froma Raj put



m ni ature painting. However, the opaque colours of In-

dia miniature have given way to the new transparant ef-
fect.

O the two, Butchi krishnamma seens to have been a
much nore serious worker than p.satyavani as there are
nunerous works of the forner both in original and in
print, for reference. However, it could be seen that
inspite of the fact that nobst Telugu journals have pub-
lished the work of these two wonen artists, they, never-
theless, did not seemto have cone into the mainstream
art of the state. As nentioned earlier, the work of the
two ladies was a direct reflection of the work done by

D.Rama Rao and Varada Venkat ar at nam

Var ahagi ri Venkat a Bhagi radhi another inportant arti st
of the time, also had his initial trainingwth QJ.Coul dry
and was inspired by Rama Rao to study at Bombay. Though
he coul d secure admission at J.J.school, he had to return
to Raj ahmundry due to ill health. Landscapes seemto have
inspired the artist as nost work which are available for
reference are landscapes(pPlate XXl ). Bhagiradhi, ini-
tially seems to have been influenced by European arti st
Constabl e, which made his works on Indian scenes also
seem Eur opean. Bhagi radhi was invited by many royal
househol ds to execute paintings for their pal aces. These

include the princely states of Bhavnagar, Travencore,
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Zam ndari estates of Jaggampeta, Jeypore, Vyure, Bobbli

Vizianagaram, Gampalagudem and N zam of Hyderabad. H's
paintings also attracted a nunber of educated Indian
officers who admred his work. These include Ramaseshiah,
Assi stant Dewan at Jeypore estate, P.Satyanarayana Raj u,
a translator, Justice p.v.Rajamannar, S.Sripathi, D rec-
tor of public instruction, Oissa, S.v.Ramamurthy, I.C.S.
and a fewBritish officers in India. Bhagiradhi's |and-
scapes concentrated on Indian setting using the acadenic
style and owni ng such work was deemed as a privilege for
the officials. Mst Indians could purchase his work due
to their nomnal prices when conpared to the prices of

the European artists, who visited India

Bhagi radhi who was also a poet by hinself visited
various ruseuns and pal aces on invitation and worked on
the settings near to the palace and it was this factor of
nmobi l ity which made hi ma nuch sought after artist by the
officials. H s work though cannot be termed as replica
of the academ c |andscape art,it neverthel ess reflected

the popul ar taste.

Wil e this was one aspect of Bhagiradhi’s work which
popul ari sed the artist, the other phase of the artist was
to struggle and contribute to the ongoing novenent at
Cal cutta and whi ch was accepted by Andhra Jat eeya Kal asal a,

Machi |l i patnam and the Andhra society for Indian art,
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Raj ahmundry. Though | andscape painting earned him nore
noney and fane, ideologically he was inclined to work on
figurative style but this did not make hi mdisrespect the
f ormer. He observed that both conmmercial success and
artistic satisfaction are necessary and only this woul d

make him a genuine artist.

Keeping these principles in mnd, Bhagiradhi took
to figurative work during 1920s to 1930s. It is was
during such a phase that the artist is seen deliberating
astylenewto him keeping innindthe social responsibility
and according to him the second phase of the work did
not provi de himany nonetary success but gave hi mimense
satisfaction. As such the new work of Bhagigradhi re-
flected the society he was in and was starkly seen in the
human figures, the dress, ornanentation, setting, flora
and fauna. H's work Andhra Paduchu shows a Andhra wonan
in white saree. Basically white clothes are worn by
widows and the figure in the work does not seemto be a
widow, inspite of not having a bindi and she is shown
wearing a lot of jewellery in the neck, around her wai st,
head and hands. The work, though is good and appeal i ng,
seens to be an outcone of the artists training in Euro-
pean art. Infact the figure seenms nore European in
Indian attire and background. However, this was a delib-
erate struggle of the artist in creating a work which

woul d highlight Indian elenments and in other words place
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Indian art superior to the new western art.

The ideology of the newart initiated artists of the
region in accepting it inspite of wvarious hurdles and
difficulties they had to face. s.N.chamkur and his el der
brother chamakura Bhasyakarula Rao were both good por-
trait artists. They were conm ssioned to work on por-
traits of Indian |eaders by the Madras Governnent and
Andhra Pradesh Governnent after independence.*  Por-
traits done by C B.Rao were conm ssioned by European
officers in India and of the new educated Indian mddle
classes. Infact it has been observed by his coll eagues
that the two brothers were very successful commrercially.
Though C. B.Rao concentrated mainly on work giving him
commerci al successes, his brother S. N Chankur took in-
spiration towards the devel opment of new art which he was

| ooking for.

Leaving the work which fetched him materialistic
conforts, S N Chankur, began to work in a different style.
He had regular contact with the teachers and students of
Andhra Jateeya Kal asala, . from whom he understood the
intricacies and the necessity for the new art. The
contact and influnce of the Jateeya Kalasala is clearly
visible in the works done from 1923 to 1930, the period
during which he concentrated to work upon a new style.

Hi s wor ks 'Radha', ' Virahini',' Damayanti ',
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'Kal i yamardanudu' , 'Gouri Kalyanami, 'Gll of Mirali',
show how neticul ously he took support from the art of
Jat eeya Kal asal a and Bengal school. Heavy ornanentation
on the main figure, the subtle discrepancies in dress-
ing, the stiff elaborately worked background, nake the
works seem very interesting. Though the figures again
are areflection of the artists training in acadenic art,
the pattern of placing the main figure in dull colours
wi th opaque shadi ng techni ques enphasi ze the artists work
in the new style(Plate XXII1).

In the work, 'Damayanti' , the main figure is seen
worried about the snake | ooking towards her. The figure,
its anatony and the colouring technique seem to be an
outconme of the acadenic training, but the tree, the pat-
tern of placing the leaves, the boulders and the tree
with twines are surely a study of the Bengal school art.
A good friend of GurramMal i ah, whom Chankur admred for
his creativity ,zeal and passionate feeling towards the
new art. Though it would seen inexpedient to say that
S. N Chankur copied his friends work, it would neverthe-

less seemright to say he was inspired by his friend.

Hs largest conposition, 'The Call of Miurali' wth
nore than 20 figures show the artists deft handling of
the subject, relating to Krishna, Radha and Copi kas.
Each figure including that of Children has been pro-
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fusely worked upon. Though the wonen ,do not renind one
of the beauty of the Andhra woren they undoubtedly can be
said to be a reflection of the wonen from India, basi-
cally due to the dress and ornamentation. The influence
of the Bengal school as far as this work is concerned is
again, in the background which is full and static. The
trees, the distant nmountains and the | eaves on the trees
| eave no doubt in saying that they have been a reflection

of the artists saga with the Bengal school of art.

Apart from these major artists, there were a few
others who continued the |egacy of Rajahmundry school.
Yekel i Subba Rao, Raganohan Rao, Rangi ah, Darerla Prabodh,
A. Venkat eshwara Rao, M Rajaji, C.N Venkat Rao,
D. Sarveshwar Rao, P.L.Krishnamurthy, R Narayana Rao,
S. Durga Rao, Desika Ranalingeshwar Rao and G V. Subba Rao,
who were all students of Andhra society for Indian art,
did continue in the style for few years but they coul d

not make it very conspi ci ous.

The conscious effort to retain Nationalism in the
art of Rajahnundry artists, is a result, it can be ar-
gued, of the conjuncture of several factors. Firstly,
this was a period in which the awakening of Nationali st
spirit was becomng all pervasive. The swadeshi nove-
ment had it echoes and repercussions at Rajahmundry as

wel |, which becanme a centre of political activity and the
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artists there could not remain uninfluenced by the events
around them These artists too, working as they were in
a politically charged atnosphere, nust have absorbed na-
tionalist ideology which was ultimately reflected in their
paintings. Secondly, it could also be seen as a result
of the larger process of constructing cultural defences
against the apparently overwhelmng cultural power of

col oni ali sm

Artists of the Andhra society for Indian art did
make a serious attenpt in creating a distinct school of
art which would place the Andhra art on par with the
Bengal school, but sustaining the adverse novenents seem
to have been the greatest ordeal. The first blowto the
novement came with the death of Rama Rao,with in three
years of establishment of the society. Though the death
of the initiator of the novenment need not effect the
artists, subtle changes in the attitudes of the artists
did seemto have come. Wrk based on the principles of
rejuvenating Indian art, did continue till independence.
But there is a gradual shift in the work of the inportant
senior artists, who seened to have deviated into conmer-
cially successfully work. By 1943 S. N Chankur and his
brother C B Rao shifted to Madras to work on conmis-
sioned portraits. Bhagiradhi, though stayed at Raj ahnundry
was nore a nobile artists noving from one estate to

another to work on conm Ssions.
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The only person who seens to have continued his
master's ideology was V.Venkatratnam who untill 1966,
taught his pupils of Rajahmundry and its surroundi ng
villages at the Andhra society for Indian art, renaning
the society as Damerla Ranma Rao school of art. He contin-
ued to stress on acadenic art initially and then stressed
on the Indian elenments in painting. Though the novenent
seens to be a short lived one, it did make a mark both in

the state and in the country as a whol e.
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CHAPTER V

CONTENT AND FORM  REFECTIONS CF NATIONALIST SPIRT IN
ANDHRA  PAI NTI NGS.

The correlation of content and formthough indis-
pensable, is difficult to understand. The question which
is nore inportant has always been controversial factor
though both artists and phil osophers have regarded form
as an essential and spiritual conponent of art, while
content is considered secondary. Ernst Fisher views
that everything in the world is a conpound of form and
matter, and the nore form predoni nates, the less it is
encunbered by natter and the greater is the perfection
achi eved. Thus he opines that Mithenmatics is the nost
perfect in sciences and nusic in arts, for in both form
has become its own content.® But can this be adopted
uniformy to all arts is a question which needs to be
expl ored. Before any further description it becones im
portant to note precisely what is neant by 'Formt and
"Content’ and how they are interlinked. The question of
form and content and particularly to understand this in
the context of India, and nore specifically Andhra, be-

comes an integral part of this study.

Content in any work of art, be it painting, litera-

ture or nusic, fornms the direct structure of work which
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could be studied and understood instantly. Still 1lifes
and | andscape painting which forned the popular taste
for long have direct content. The scenic beauty, the
waterfalls, |ake-side views, nountain ranges, forns the
subject for this kind of work, popularised by European
artists and English art schools. These works represent
even today the popular taste world wi de.? Al though his-
torically such work is not taken as a serious work of
art, it cannot, however, be ignored. Landscape and still
life which forma part of the academic training in art
schools is often |ooked as anateur work. But it is
wi dely popular and the reasons for this could vary. The
content is sinple and the viewer can easily relate to the
situation, while the formis often unconplicated. Wile
this is the one aspect of realismthere are others which
are considered serious works of art. In the work,
‘Gurinica‘ by Pabl o picasso, the artist reflects on the
enourmous di struction of both human and material life.

This work, considered as an all time masterpiece of the
artists, is one of the strongest protests of the tine
against the horrors of war. After CGernan bonbers de-
stroyed the def encel ess Spanish city of Qurinica, Picasso
painted this scene to show his heart break and rage and
to nake it a nenorial to the city. He distorted forns
using only stark black, white and grey tones on a huge
canvas to cry out against cruel destruction. The work of

strong curves, jagged lines shows noving figures of a
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not her clutching a dead baby, a man gripping a knife, a
victim being consunmed by flanmes and people and aninals
screamng alike in agony and terror. In this work, devoid
of realistic depiction, the conspicuous el enent of con-
tent is nade nore thought provoking with the el enent of
creativity attached to the form In such a work the
content is direct but the form adopted nani pul ates the
understanding of the work. 'Quirinica could be consid-
ered as any other creative work, but when the formis
appropriately related to the historical event, it has

becone a mast er pi ece.

Direct depiction of social realism though hel ps as
propagatory naterial, may not seemto vibrate the sensi-
tivities of the viewer. Imagine a society with only
social realistic art in any of the artistic forms. His-
torically it has been observed that such art can be
appreciated for sone tine keeping in view of the content
but it is the creativity part in the formwhich can nmake
the work nore interesting and | asting. During the period
of two world wars between 1910 tol 945, Europe wi tnessed a
nunmber of artists whose purpose was to depict the war
scenes which could be later publicised. Fewof the art-
ists were conmssioned by newspapers and journals and
the artist worked as a photographer, picturising what-
ever he found extraordinary and suitable to be published

in the papers. A few of the prom nent newspapers which
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encourage such work are Daily Gaphic, Wekly Gaphic
Illustrated London News, The Masses, Inquirer, and The
Press . The subject for the works varied formdirect war
scenes, harrasment Of the people, poverty, sporting life,
reconstruction activities or, in other words whatever
the artists felt would be interesting for the people and

spread the message of the movenents in the society.

In the work ‘Entry of Death' done by artist Boris
Kustoodi ew, the artist represents the anger of the people
on the Tsar and his policies to bring about a fewreforns
in Russia in 1905.%1n the work, the artist tries to pass
the message that, without refornms in the Russian soci-
ety, it was difficult to survive the wath of nodernisation
and the work seens to have gained inportance after the
Russo- Japanese war in 1905 in which Russia was def eat ed.
The work shows the Tsar as a huge nonster. Wile the
peopl e under him are shown as tiny creatures who are
unitedly trying to bring down the nonster, the Tsar(Plate
XXIV) .

Illustrated London News carried a few works show ng
the great Railway strike of 1919.° The works show how
railway lines were blown off and how commuters were an-
noyed and worried about the trains. People seemto be
pani kly noving around to know of the trains while there

are a nunber of police nmen noving hurridly to stop any
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type of violence fromthe waiting public. Such works are
many and Paul Hograth has shown how the artist has been

working as a reporter over the years throughout Europe.

However, what is nore interesting for us here is the
depiction of the content. It can be observed that the
artists, despite being sinple illustrators, had the freedom
to express and develop their creativity. The formadopted
in each and every work seemto differ and, as nany of
them were single colour reproductions, the thenes were
nore susceptible? Artist here worked towards two main
activities, firstly to bring about an inpression of the
ongoi ng novenent in the continent and, second, in en-
hancing his own creativity. Had he concentrated only on
theme (content), viewing hinself as an illustrator, the
wor ks, woul d not attract the viewers for |ong. Can direct-
theme be appreciated always in literature, painting or
music? At some point every work needs to be different
and enhance the creativity not only for the artists but

also for the viewer.

In India, Bengali artist Chitta Prasad seens to have
worked in sinilar manner having procured a job in a
newspaper where he worked as an illustrator/cartoonist.’
Bot h the newspaper and the artist seemto have had sim -
lar ideology of representing the oppressive activities

of the British and other local masters over the Indian



masses. Chitta prasad worked profusely depicting the ac-
tivities of the British and the autocratic N zam of Hy-
derabad in the country (plate XXV) . In nost cases the
activities of the two were inhunman and nerciless. The
content of the work seens direct and the form adopted
also near to realistic art which nade the works purely
propagatory in nature especially the ones published in
newspapers. However, his other unpublished work is rather
nmore creative and enables the viewer to think profusely

before taking any deci sion.

A much closer relationship is there between con-
tent, form and patron.® Artist, though works indepen-
dently, the ideas of patronage works upon him subcon-
sciously. He directly represents whatever he would |ike
to. There is a subconci ous dependence upon the ideas of
the patrons and the art he likes. As illustrators of
newspapers despite the patron and his ideas, the artist
has a liberty to work on themes which otherw se seem
harsh. But as an independent artist dependent upon soci-
ety and patron, there is a necessity for the artist to

depend upon the patron.

The best exanple which can be taken into consider-
ation in this regard is that of our country, which wt-
nessed various art novenents.® Prior to the advent of

Mislins in the country, India has the tradition of art,
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which concentrated on religious themes and works were
basically for the wider audience in the formof nurals
and panels on the walls of tenples and pal aces. There
were very fewworks conm ssi oned which were snall in size
and were mainly used as book illustrations.® This kind
of work was relegated to the background with the commi ng
of muslins. Wth themcane the mniature sytle of paint-
ing concentrating on secular thenes which was totally a
new tradition for the Indian artists. The works were
devoi d of any extravagant display of gold and silver. The
colour scheme was generally sinple and flat in nature
with the enphasis was on the facial expression of the
figures and intricate designing. The thene for the works
enphasi sed on portraits, durbar scenes, sporting activi-
ties, incidents in political life, fights etc. They are
nore informative than works sidelined by the influence
of traditional Romanticism The shift fromthe popul ar
Hndu art to the Persian niniature was sudden and native
artists too began to adopt to the new style primarily to
be on par with the new tastes of the rulers. This shift
by the artist is essentially owing to his dependence upon
the patron who was conditioned to appreciate a particu-

lar style of painting.

This is not just one exanple. There are many nore in
Indian history. The second major shift came with the

arrival of the Europeans in the country. ' Artists, people
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and the ruling classes who, until the advent of the
British, practised and enjoyed mniature works began to
discard the old formto the new European academc art.
This sudden change was due to the acceptance of new art
whi ch belonged to the new patron. Eur opeans br ought
academc art in oil colours and enphasised on textual
patterns and shading effects. The new tastes were fur-
thered with the new English education. The art was
adopted voluntarily by the new English educated mddle
class of the Indian society whose tastes seem to have
been conditioned by the education adopted.®® The new art
became so popul ar that Zam ndars, Rajas, Landlords and
alnmost all the educated sections of the society pre-
ferred to have these works, discarding the earlier works.
Again, this change in the popular taste has been de-
scribed by the art historians as a natural change in
taste while it could also be seen as an effect of the
However, Raja Ravi
Verma's case is slightly different. He adopted to the

change in tastes of the rulers.

new art due to his exposure to European painting and then
his quest to develop sonething different for the Indian
mnd. *® He successfully conbined the European academnic
style to that of popul ar Indian nythol ogical thenes
which until this tine were sidelined by secul ar thenes.
The vol untary acceptance of his ol eographs by the Indian
masses shows the popular taste in India. Wrk of Ravi

Verna, especially the ones which concentrate on nytho-
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logical and traditional themes, have been readily ac-
cepted by the common man and have been consi dered as good
works of art. The ready acceptance of the works cannot be
seen as individual credit of either content or form
Rather the native Indian with English education was fa-
mliar with the Indian nythol ogy and was conscious of it,
while he was also trained to appreciate academ c worKks,
considered to be of higher aesthetic value. As such, the
viewer in India was convinced of both the content and the
form This was until the criticismneted out by Haveli,
Coonar aswany who considered the works to be neither to-

tally Indian nor European.

Ravi Verma's work can be placed slightly different
fromthat of the work taken up by the traditional artists
patroni sed by the royal households. These artists were
forced to adopt to the newtastes of the nasters, both to
satisfy themand to earn their living. The change adopted
by these artists was drastic but seemed to be the only
alternative. As such it could be observed that copies of
Eur opean academ c art becane a fashion and there was a
great dermand for such works and the artist worked accord-
ing to its demand in the market. The change in the taste
of the Indian audience depended upon the new \Wstern
education and aesthetics which received support fromthe
new educated cl ass.'® The change here was in total i.e

in both formand content. Al though the artist was suc-
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cessful in creating new works of art his position is
reduced to that of being a nere imtator, who nade copies

of European academc art.

It is observed that artists, survived with the dual
obj ectives of portraying social realism which was both
useful as propagatory material and to represent histori-
cal events. Second, in developing a new aesthetics ac-
cording to the popular tastes. Though the first one is
not very popular in our country, the second was accepted
and wor ked upon. It is here that subject is raised to
the status of content by the artists attitude, for con-
tent is not only what is represented but also how it is
presented - the context and the degree of social and
i ndi vi dual consci ousness. A sinple subject |ike harvest
can be treated as a charming idyll or as a conventional
genre picture or the victory of nman over nature. In
short, everything depends upon the view of the artist on
whet her he speaks as an apol ogist of the ruling class, a
sentinental Sunday tripper, a revolutionary socialist or
a disgruntled peasant.® In the sane manner a revol ution-
ary movenent could al so be represented either in a direct
formor synbolically by using a few synbols of the nove-
ment . Any nunber of exanples, shown historically, enpha-
size that formplays an inportant role in any given work
of art, while content becarme a part of it. It is the form

whi ch nmakes the content inportant or interesting.
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To study the context of form and content with in
regard to India and specifically Andhra is an interest-
ing one. As nentioned earlier India wtnessed a nunber of
changes in art forns over the centuries. The quest to
explore the new tastes along with satisfying the patrons
could be seen as two inportant reasons for the devel op-
nment historically. The coming of Europeans brought in a
nunber of new ideas in various spheres of life. Every
aspect of social, economc, political and cultural life
was touched upon. Change in the first three areas were
promnent with drastic developments all of a sudden
while in cultural arena it was subtle and slow New
education brought in new ideas of social life with pro-
test against traditional formative living. The novenent
was supported by the common man who was dependent upon
the changes in the society, while the royal classes and
the rich renmained overtly static in their thinking. Edu-
cation did receive support frompeople of all classes but
the progressive ideas had a few constraints. Neverthe-
| ess new education played a vital role in the furthering
of new ideas. Coupled with new ideas was devel oprment of
new political and economic life which gradually slipped

into the hands of the new alien rulers.

Wth the nounting pressure of social, econonic and

political spheres, culturally too the effect of the new
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rulers was felt. Indian artists deliberated upon to
bring out works simlar to those of the western masters,
the rational e behind this devel opment or change has been
di scussed earlier but what is of interest to this study
is how form and content could be seen either as two

separate entities or two aspects totally interlinked in
the context of India.

Academic art, popularised and trained in the art
school s, becanme a comon feature of the 19th century
Indian society with every English educated I|ndian sup-
porting and appreciating it. The miniature style which
preceded it was totally relegated to the background. The
period of transistion frommniature to a cadenic art saw
the devel opment of a new art formin which the content
portrayed is relative to the English and European mer-
chants and their activities in the country. The British
arny, the Indian flora and fauna and such other specific
features of the aliens were coupled in the mniature
form? Though such works of the transition period are
very few, they, neverthel ess, showhowthe alien rule was
projected by the artists.

A major shift inthe artistic activities of the time
cane with the acceptance of European acadenic art
rel egating native Indian art to the background. This was

supported by the Indians and the British alike, as for
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Indians, it meant prestige while for Britishers it was a
upnecessity. Still life, portraits, |andscapes, flower
vases, single figures becane a common feature which were
apparently nore interesting due to the realistic ap-
proach and nore effective and inpressive medium i.e.,
oil and water colours. These works were so popul ar anong
the Indians that those who coul d buy original s had ori gi -
nals with them while those could not buy were satisfied
wi t h ol eographs. The royal househol ds of Baroda, Msore,
Travancore, Pithapuramand others were fl ooded with these
works replacing the native paintings. Inpetus to the
tastes of the rich came with trained students from the
art schools and trained students. These students were
able to bring out imtations of renaissance art and aca-
demc art, and as such, had heavy conmissions in the
initial stages. The content here was totally alien and
new but the ready acceptance was nainly due to the sinple
subj ect which was convenient for the viewer to releate
hi nsel f to. Infact there was no necessity for any ef-
fort towards thinking of the distorted form For ex-
ample, a still life consisting of vase with flowers could
be seen as a work for aesthetic beauty. What ever is
portrayed has a definite understandi ng, unlike the work
Qurinica where the viewer needs the support of theme or
title or an explanation. In other words, the work rein-
forced the ideas of Romantici sm which had its

repurcussions throughout the literary novenent in Eu-
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r ope.

Their works continued to be popul ar until the com ng
of the Raja Ravi Vernma and others of the kind, who suc-
cessfully conbined the Indian thenme and western form
Ravi Verma took to religious and nythol ogical thenes
which were easily accepted by the Indian nasses. This
conbi nati on of Indian thenes was a revol utionary change,
for until then religion was used in a totally different
form The vegetable colours and opaque texture along
with illustrative naterial in the formof witings sud-
denly becane unpopular with the arrival of nore expres-
sive and beautiful figures worked upon in western aca-
denmic style. The works coul d encapture the native mnd as
the themes were popular, while the 'Formi made the con-
tent seem new and different figures of 'Saraswathi',
"Radha’, Ranmi, 'Harishchandra', 'Laxm'and 'Sita becane
a common feature and this was nore so with the avail abil -
ity of cheap ol eographs of the originals. Not only did
the nasses admre his work but he was comm ssioned by a
nunber of royal households to work on popul ar themnes.
The pal aces of Mysore, Jaipur, Baroda, Travencore have a
wi de collection of his works. These works despite their
popul arity were severely criticised for being cheap re-
production of European art. But it is a fact that the
popul arity of the work renains due to the harnony of

content and form
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Contrary to this school where acadenic art was given
promi nence, a school which enphasi sed on native el enents
in form and content began to devel op under the auspices
of Abani ndranat h Tagore, E. B.Haveli, and A K Coomar swany.
The school popularly called, 'Bengal School' strove to
develop Indian painting retaining Indian subject and
form? Inspiration was taken from Indian mniatures,
nural paintings of Ajanta and when it was nore to show
that oriental art was no |ess, Japanese and Chinese art
was also taken up. This resulted in a new form of art
which is terned Indian but was nore to enphasize
orientalism The art form spread to many other m nor
regions of the country where in this art was taken up
seriously and was considered to be highlighting Indian

culture and tradition.

Wiile, on one hand, it is observed that 'content’
has al ways been secondary even in Indian art scene while
"form renmains the vital aspect. Secondly, it is also
seen that throughout, 'formi has enabled to have its own
"content' and this is the reason for the long lasting art
scene in India. Another major aspect which is of prom -
nence to the present work is to understand the reflec-
tions of the Nationalist spirit in Indian painting with

particul ar reference to Andhra.
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The ongoi ng novenent of Swadeshi throughout the coun-
try had its repurcussions in alnost every cultural ac-
tivity. Wiile it was stark inliterature and theatre, it
was perhaps subtler in painting. This subtility can be
owing to many factors which will be dealt hence forth.
Indian artist was always concious of his background and
this can be felt in the works of Rajendra Mtra,
M V. Dhurandhar, Raja Ravi Verma who concentrated on In-
dian themes but also needed to survive as popul ar art-
ists. As such their sprit of nationalismcould be stud-
ied as formative way in depicting the Indian idiom Ravi
verma and his contenporaries have been criticised not
for using Indian content but rather msrepresenting the
I ndian content. Because the content in their work has
been able to retain its nativity owing to the academc
style adopted. Hadhe taken to oriental style the situ-

ation woul d have probably been different.

At the same time artists like Chitta Prasad whose
work also represented the Nationalist feelings who de-
picted the vast disparities in the life of British and
the natives are also appreciated. Chitta Prasad' s works
were rather direct representation of the happenings in
the society and could be observed as propagatory mate-
rial. As in Europe during 1914-45 artists who were
commi ssioned to work for the depiction of happenings at

war site were also not there, neither is there any in-
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stance when Indian artists were pronpted to depict the

atrocities on the Indian nasses.

National art, became a heart throb subject for Haveli,
Coomar swany and Abani ndranath. The first radical step in
their work was to replace the academc style of art work
either in the formof nodels or paintings. The novenent
was ardently supported by sister N vedita who observed
in her witings that with this novenent there would be
rejuvenation in Indian art.? The work produced under
this banner remained different with static figures, still
backgrounds, opaque colours. Mre than the works, it is
the phil osophy behind the work which attracted the art-
ists to take to it. The silent protest against the alien
rul e becanme strong with the deliberate avoi dence of the

alien form

The protest against the inperialists was not felt
through the content which would have been direct. This
direct representation of the social realismwould have
probably been closer to the war tine works of Europe.
However, this could be observed as a silent protest agai nst
the British and woul d come within the purview of Swadeshi
nmovenent. The argument gets strengthened with the fact
that academc art was totally avoided while they took
support from the Japanese and Chinese artists. Ckakura

Yokoyama Tai kan and H shida Shunso were a few Japanese
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artists working with a mnmilitant feeling towards

orientalism Ckakura's book The ldeas of the East

provides a picture of a single integrated civilization
of the orientation where all of Asia stood unified by
race and common 'Range of ideals' that ranged far above
the material culture of nodern Europe.? Thus ideas of
pan-Asian civilization acquired a special rel evance. Na-
tionalist pride in India and Indian religion and phi-
| osophy, with specific reference to vedic literature,
was |ooked at as the nother land of all Asiatic thought
and religion. The novenent had received Support from
Marget. E. Nobl e popul arly known as Sister Nivedita, who
was an ardent follower of Vivekananda and a supporter of
mlitant H nduism She immediately nobilised Ckakura's
polemics in the Indian situation. Her spiritual involve-
ment with the Ramakri shna m ssion drew her into the cause
of nation building in India. Her witings provided a
significant role in the revivalist ideology with an as-

sertive nationalism?®

Sister N vedita upheld that art was an inportant and
an essential vehicle in shaping the nationality. She
took support fromthe brilliant work at Ajanta where the
artist according to her affirned the values of Indian
culture, traditions and was also able to recognise the
expression of enotion in support of her argument. She

| ooked for a new group of painters who did not cone
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together on caste or religious basis but on the basis of
nation as a whole. She vehenently criticised the de-
structive commercialism and perpetuation of a debased
standards of taste. Thus witings of Sister N vedita and
others of her kind did create an enthusiasm anong the
Indians to restore and retain their past glory. The
result of which was seen in the devel opment of Bengal

school of painting.

Reper cussi ons of the Bengal school of painting were
also felt in Andhra as early as 1910, where art novenent
was in fornative stage, with the establishnent of Andhra
Jat eeya Kal asal a.?” The institution as such took its aca-
dem c support fromthe initiators of the Bengal school.
The teachers of the institution at Machilipatnam canme
from Calcutta and firmy believed and practised the work
of the Bengal school. Further, the political atnosphere
with the national novement gaining trenendous response
gave inpetus to the feeling of developing Indian art.
Until this college was started, art in the area was not
substantial with nmost of it being used for religious
purposes. The attraction towards the new work whi ch had
al ready been discussed earlier in this study shows how
students began to take to the new work. The reasons
could vary but there was an enthusiasmto devel op an art

fromwhi ch could boast of being totally Indian.
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As such the work done by the students of Andhra
Jateeya Kalasala continued as an extension of Bengal
school with, however, the content being nore expressive,
al though here too there was no direct representation of
the British and their activities in the country, the

i deol ogy of Swadeshi and Nationalismwere portrayed.

The second maj or school in Andhra was represented by
the nenbers of Andhra society for Indian art at
Raj ahmundry, who had their education at art schools of
Bonbay and Madras, also struggled to develop their tal-
ent wthin the purview of 'National art' despite their
training in the acadenic schools. Conparatively it was
nore difficult for the artists of this school to drasti-
cally change both in formand content. It was easier for
the student of Andhra Jateeya Kalasala to develop as
their training was also nuch on the lines of Bengal

school .

The work of the artists of both the schools did have
a lot of difference and change as far as 'formt is con-
cerned but the motive to create a strong phase of Indian
art was the only bond between the two. Nat i onal i st
feelings of the artists was basically shown through the
various portraits of nationalit |eaders done to bring
about consci ousness anmong the nasses. Here the formis not

i nportant but rather the content, which is the picture of

186



a |leader which helped in creating awareness anong the

peopl e.

Portraits of social reformers, national |eaders and
educationists were basically used as propagatory nate-
rial to reach out to the nmasses, spreading their nessage.
Portraits of Veeresalingam Gandhi, Nehru, Patel, Ram
Mohun Roy, Subash Chandra Bose, becanme a prom nent fea-
ture with nost of the public buildings adorning them
Al though portrait painting was a new phenomenon, it was
used as a mediumto initiate the nationalist and progres-
sive ideas. Mbst of these |eaders whose portriats were
made were very popul ar leaders of the nmasses and their
pictures were treated as an agency to create enthusiasm

anong the nasses towards the national novenent.

Wil e nmaking portraits of national |eaders was one
aspect, the other included naking inaginative paintings
of herioc warriors |ike Brahna Nai du who stood for soci al
justice in Palanadu region , Rani Rudramma the warrior
queen of Kakatiya dynasty who braved the rnusliminvaders
and Rani Laxm bai of Jhansi, who fought against the Brit-
ish. Pictures of such herioc warriors were taken as a
source of inspiration to pronote the feelings of nation-
alism The work Brahnma Nai du by Mdhavapeddi Gokhal e
shows the inmpatient warrior sitting with a revengeful

| ook. This work published widely in Telugu journals was
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adm red not so nuch for its aesthetic beauty but for the
affirmati ve content which assured the nasses of their
spl endi d heritage. Wile these two works rejuvenated spirit
of nationalism anmong the nases, yet an other inportant
work is that of 'Bharati' done by Adavi Bapi Raju. Mich
on the lines of Bharat Mata by Abani ndranath Tagore, this
work of Bapi Raju extolled the pride and prom nence of
the Andhrites. The work done specifically within the
contours of Bengal school of painting received wde
acelaimation. Simlarly, Bapi Raju has also worked on
many historical figures with the popul ar work being that
of Sanmudragupt udu, who conquered vast territories of In-
dia and ruled unitedly. At the sanme tinme he was al so well
versed in nmusic and this painting of Bapi Raju shows
Sanudr agupt a pl ayi ng veena. It could be enphasi sed here
that the artist was trying to elevate the past glory of
I ndians and subconciously trying to construct strong
cultural defences. The other reason for Bapi Rajus work
being nmore expressive with a definite content is his

literary back ground which enhanced his creativity.

Depiction of 'Brahna Naidu', 'Telugu Thalli' or
' Sarmudr agupt udu' can be seen as works with a definite
means of stimulating nationalist pride anong the nasses
whi ch was what the Indians of the time were striving for.
The form adopted by both Bapi Raju and CGokhal e perfectly

reflected their training at the Andhra Jateeya Kal asal a.
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Mre than the training, it was the purpose of creating as
Indian art school as propagated by the teachers of the
Jateeya Kal asala which nade the difference. Entangled
between the Nationalist novement and the quest to de-
velop a new Indian art form the artist was successful in
devel opi ng works which could boast his ego of being an
Indian. While this was one aspect of defendi ng one's own
cultural practices, the other included picturising the

more popul ar novenents.

Swadeshi novenent whi ch spread throughout the coun-
try, propagating the idiom of developing and utilising
native products, sawits repercussions in the Khadi nove-
ment. Songs, dramas, panphlets and essays pronoting Khadi
becane a common feature in every town and village of the
country. Wwnnen folk of the villages and towns got to-
gether to work on the charkha and nmake their own cloth. 28
This popul ar nmovenent was not neglected by the artists
for whom depicting the khadi novenent becane a popul ar
novenent. 'Ratnapu Sandeshami a work by Arya Dasu shows
a wonen carrying charkha, while a child is holding a
spindle and wal king along with his nmother. The title of
the work itself shows that the picture had a definite
purpose of propagating the philosophy of 'charka or
"Ratnami. Wiile in the painting the wonan is seen carry-
ing the charkha and going around propagating the phi-
| osophy of khadi and swadeshi. In the other work 'Noolu

Thiyuta ' by Butchi krishnamma a house wife is seen
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spinning on a charkha. The picture gives the inpression
that the lady is relaxing working on charka after her
daily household work. In the work ‘Nooluvadukuta’ by S
Eshwar ai ah, a wonan is sitting on the brink of a thresh-
old to take out cotton from the yarn. In the work
‘Kuteera Parishrama’ by Gurram Malliah the artist shows
the whole famly working on a loomreflecting the inpor-
tance of cottage industries as believed by nationalist

leaders.

A significant phenomenon of these works is that the
pai nti ngs had nostly visualised worren worki ng on charkha
while that of men is hardly shown. This probably goes
back to the call by ‘'swadeshists’ and ‘Nationalists’ to
the worren folk to contribute to the ideol ogy of swadesh
and xhadi. The call was readily accepted by the wonen of
the country and it was a common feature to see wonen of
the nei ghbouring areas to sit together and work on charkha,
after their daily routine chores, while nen are away.?’
As such, the artist as a part of the society, had the
opportunity to protray the role of wonen in propagating
the ideology of swadeshi. The above few paintings are
exanpl es of artists directly representing the wonen worki ng
on charkha, while, ina fewothers, the picture of charkha
is incorporated deliberately, although the necessity is
not felt. The work ‘Tatparata’ by N Venkat Rao shows a

wonman, probably a housew fe, sitting and decorating a
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pot. The intensity of the subject is so encapturing that
the wonen, dressed in the native Andhra attire, is domi-
nating, while that of her work can be seen as decoratvie.
The interesting feature here is the picture of a charkha
i n the background. The painting woul d have been conpl ete
even without the charka but the question which arises is
why did the artist incorporate it in the work? This
del i berate infusion of charkha or spindles could be ob-
served as the artists' effort to propogate the subject.
Paintings on this topic are many and were represented by
the artists of both schools of painting in Andhra. Rep-
resentation of the charkha novenent, though not direct
did becone a part of the form which nade the works very
creative as far as formis concerned and was al so passi ng

the message of charkha

Wil e charkha was only one aspect of swadeshi, few
artists profusely used Gandhi caps to signify the na-
tional feeling. In the work, 'Dassera Gl akalu by
Chedat avada s.Krishnayya, the picture shows a nunber of
youngesters going around for contributions for the Dassera
mela. An interesting feature of this work was the use of
Gandhi cap profusely. The work shows nearly four nen
wearing these caps which probably enhanced the feeling
of Swadeshi. In the work ‘Marriage Procession' by Potul uri
Hanumanth Rao again the cap becones a conspici ous addi -

tion. The whole picture is done using dull and dark
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col ours showi ng the marriage procession during the night
times. Wile the caps which are probably put specifi-
cally, are in white. Pi cturising popul ar Indian ele-
ments can be seen as one way of contributing to the

ongoi ng noverent in the country.

More specific is the work ' Aksharabhyasamt by Potul uri
Hanunmant h Rao, where in the work shows an el derly Brahm n
teaching a boy fromprobably, fromthe |ower caste. The
picture signifies the high caste teacher touching the
boy lovingly and showing hima newway to life. This was
synchronising with the social reformactivites where in
one of the nmain aspects was to renove untouchability. The
artist hinmself was from the Brahmin community and his
feeling for this social activity propagated by reforners

of the country was shown through his painting.

Whil e these are works in which there was a deli ber-
ate attenpt to infuse certain elenents popular during
the tine and were also signifying certain factors of the
popul ar novenents. A nuch nore strengthening factor for
the art novenent was to project the Andhra society, its
culture, tradition and custons. No |onger was the arti st
of Andhra Jateeya Kal asala or Andhra Society for |ndian
art nmaki ng wor ks usi ng thenes whi ch were not known to the
Indians, rather the artists was projecting his ow heri -

tage. Themes show ng Andhra vill ages, festivals, farns,
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sports were touched upon and the viewer was nore confort-
able thenmatically to which he could relate hinself. The
opaque colouring with regul ar designing pattern was con-
trast to the academc art concentrating on shading and

three di nensional effect.

The themes which ranged from sinple nythology to
social realism reflected Andhra culture. Sinple themes
like ‘Gangireddulavaru’, ‘SankrantiDasari' 'Sankranti',
(Harvest festival)' ‘udayabhanudu’ (worshipping of rais-
ing sun) ', ‘Pellichupulu’, at thewell, ‘FortunateTeller'
becanme popul ar among the peopl e. Al though ol eographs and
prints of European acadenmic art were available at |ow
cost and in plenty, there were instances when people
del i berately avoi ded themin the houses. Potul uri Hanumanth
Rao recalls how promod Kunar Chatterjee gave the exanple
of Jarasanko the ancestral buil ding of the Tagores, which
became a virtual cultural central of the 19th century. A
this house Abani ndranath and his brother Gagnendranath
got all the European acadenic art replaced by mniature
paintings and copies of ajanta and Ellora caves.* The
repl acenent of the works was observed as a way of incor-
porating new asthetics into Indian nind and, secondly,
as a way to enphasize on Swadeshi and gain self confi-
dence to elevate one's own art. Taking this exanple,
artists of Andhra Jateeya Kalasala were nade to work

specifically on native thenes reflecting the heritage of
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Andhra. Wth this kind of training and enphasis, students

of the school delibertely worked on sinple native thenes.

A comparitive study of the works of Bengal school
and Andhra Jateeya Kal asala, if done on a broad front,
shows that the Andhra Jateeya Kal asala is an of fshoot of
Bengal school, with the elenent of formbeing simlar, a
maj or di fference between the two canme in the adoption of
thenes. Artists of Bengal seemto basically concentrate
on the formw th deliberate enphasis on colouring and the
style. Themes were secular but cannot be termed to be
within the franework of social realism Rather the themes
were nore imaginary and creative and the inclusion of
eastern element nake the works seem different from the

nati ve form and content.

The case of the artists of the Andhra Society for
Indian art is slightly different as the artists who were
trained in the academc art. However, wth the ongoi ng
novenent of Indianising art, artists of Rajahnundry un-
der the banner of Andhra society for Indian art strove to
devel op a novenent which could be on the sane |lines. To
work on this mass concept was nore difficult as they had
to concentrate on Indianising of both the content and
form Wile at art schools students had to concentrate on
academ c orientation but, back hone there was an urge to

participate in the nationalist novement enphasizing on
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"swadeshi' and 'self respect' .

Menbers of Andhra society for Indian art, with the
main aimof pronoting art on the lines of Bengal school,
wor ked towards achieving their goal. The thenes here
changed fromstill lifes, imaginative |andscapes and re-
alistic painting to nore creative themes. Themes |ike
' Si ddhar dha Ragodayani, ' Pushpal ankarana' by Danerl a Rama
Rao, 'Milasini', 'Virahini', ' Draksharama Tenple, by
Var da Venkatrat nam consi dered to be best exanples of the
art fromAndhra Society for Indian art, cane to be worked
upon. Thenes could be Indianised successfully but the
formwas a difficult aspect to change. The standing
figures, their pose and style seenmed to be an outcone of
their training with the help of Geek nodels in the art
school s. Though the dress and jewellery was totally na-
tive, the position of the standing figures, the shading
effect on the attire and background nade the works seem
closer to the training that the students underwent. At
the sane time the formis neither as directly influenced
by the academic style as in the case of Raja Ravi Verna
or B.P.Banerjee. It could be observed that there was an
effort to enphasize on the changes in the formbut were
not totally successful in developing a formwhich could
be terned totally Indian. This was a feature which nade
the works of Andhra society for Indian art differ from

the others of the time though they all strove towards the
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sane goal .

V. V. Bhagi radhi, an artist of the same society, did
work on | andscapes, which were appreciated by the Indi-
ans and westerners alike. An intricate observation of
the works shows that, even in the | andscape, there was an
attenpt to make it seemas Indian as possible ie., the
situation for the |andscapes was generally areas which
the artist visited and was famliar with, rather than
havi ng i magi nary |andscapes. In fact this artist was
invited by various royal households, officers to visit
their areas and nmake |andscapes for them?3 It could be
observed that artists of Andhra society for Indian art,
despite certain drawbacks, did try to incorporate cer-
tain elements to contribute to the nmaking of a national
art, totally Indian in content and form Bhagiradhi's
| andscapes were adnired by the royal households and a
nunber of them comm ssioned him to work but his later
wor k, whi ch enphasi sed on native el ements was not given
the sane support. Despite this drawback of |ack of patron
for his later work , Bhagiradhi did work to create a

native atnosphere in his paintings.

Al luri Satyanarayana Raju who was a non-formal stu-
dent of the Andhra Jateeya Kalasala worked on a few
pai nti ngs which picturised harsh realities in the soci-

ety. One of his works, 'Pedavadu' (poor nman) shows the
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British officer living in a palace like bungal ow and
enjoying life, going around in cars, while that of the
Indian farmer who was nmade to work for long hours and pay-
heavy tax to the poverty striken one. The work, according
to the artist, was considered to be very revol utionary
with harsh reality being projected. |In yet another work
"Zamndari illu" (house of Zamindar) the artist shows
the demarcation between the life of a Zamndar and his
famly and the under privileged in the society. These
works which are housed in the artists hone at Rayel am
were popular anong the local residents. They did not
recei ve any support throughout, as the work was neither
exhibited nor published in any journal. The artist ob-
serves that these works were done for his personal plea-
sure and as such prefers to have them with him Hs
other works were on simple subjects ||ike
"al ankarana' (decoration), 'festivals', and such other com
non subj ects. Interestingly these works with sinple
thenes were published w dely and received w de accl amati on

as being good works of art.

A survey of the content and form adopted by the
artists in Andhra rai ses a nunber of questions which need
to be discussed. Firstly, it has to be observed that
themes reflecting harsh social realities under the op-
pressive British rule were not worked upon, and if worked

were not for public viewi ng. These are, however, very
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directly portrayed in poens, plays and essays and were
very popul ar anong the masses. Throughout the world,
under any oppressive rule, artists, worked as agents to
show the atrocities directly. Then, how are we to
conprehend the silence of the Indian artist or nore spe-
cifically Andhra artist be understood. The silence be-
comes obvious in the case of painting, considered to be

one of the nost expressive medi um

The work of the period despite its commng short
need not be | ooked at as a drawback as the protest agai nst
the hegenony of the alien culture was not very harsh and
direct but very subtle and long |asting. The work done had
twin notives. Firstly, to enphasise on native culture
and traditions which would give the viewer an insight
into the native culture which was overtaken by the new
western culture. New education spread very fast and was
also bringing about a few changes. (ne way to conbat
these infiltration of western aspect was to attain
self respect by projecting and supporting ones own cul -
tural aspects. In other words, depiction of |ocal thenes
could be seen as a means to construct cultural defences
against the fast encroaching alien cultural practices.
The second was, of course to develop native Indian art
formspecifically by using the past traditions of mnia-
ture and nural paintings. Here again the notive was to

have an altogether Indian form which could survive the
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western infiltration of formand content.

Yet another interesting feature which need to be
observed is that the artists of Andhra Jateeya Kal asal a
signed their paintings in Hindi. P. Hanumanth Rao re-
calls that they were often advi sed by their teacher Pronod
Kumar Chatterjee to sign in Hndi and not in English, as
H ndi was a | anguage which could be read by nany and was
basically an Indian |anguage, while that of English was
alien. This meticul ous approach, wherein the nedi um of
signature too becane inportant denotes the enthusiasm
anong the students and teachers to create an art novemnent
exclusively Indian, despite the lack of any strong pa-
tron. The fact that the artists worked in the new style
despite no strong support shows that they were carried by
the sprit of the national novenent and worked to create
genui ne Indian art.

Nationalist spirit in the art novenent was concen-
trating upon formulating an Indian school of painting
with the acceptance of native themes and form which were
being relegated to background, rather than projecting
the harsh realities and oppressive British rule. The
school seenmed nmore long lasting and had far reaching
effects, wherein even the alien rulers were made to realise
that there was a strong Indian school of art and there

was an united effort to develop it and stop the infiltra-
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tion of western el enents. The united effort here in-
cludes both the form and content.

The other major question is relating to patronage
to artists. Wth the absense of royal patronage, the art-
ists had to look for alternate patrons. The establishnment
of schools in various villages,towns and cities provided
a | arge nunber of teaching jobs to the artists. Jobs were
also available in survey offices and botanical research
institutions. The availability of these jobs filled the
gap created by the lack of royal patrons. Thus the art-
ists were now at an advantage to work on the themes they
preferred without depending upon individual patrons.
British officers in India and English educated Indians
did acquire works of Indian artists but were limted to
works in Anglo-lndian style. The new art, which devel -
oped with a definite aim ,thus remained to be |iked by
the supporters of the National novenent in the country. Thus
art in Andhra, as elsewhere in the country continued to
uphold the nationalist spirit prevalent in every sphere
of activity.
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CHAPTER VI
CONCLUSI ON

This study of painting in nodern Andhra has essen-
tially been an attenpt to explore the manner in which
painting as an art form evolved during the colonial
period. It nmakes an attenpt to present an el aborate ac-
count of the two art school s which energed in the coastal
districts of present day Andhra Pradesh and how the art-
ists and supporters of the school strove to work within
the paraneters of the nationalist ideology. The study
al so enables us to derive certain useful conclusions and
to arrive at sone generalisations regarding the socio-
historical factors that play a significant role in the

creation of art.

As nmentioned earlier, both Rajahmundry and
Machl i patnamwere a part of the Madras presidency for a
period which was subjected to British suprenmacy for over
100 years. This association of the region with British
officials and government, had its direct repurcussions,
with the regi on being subjected to wi nds of change, trans-
formng Indian society, econony and culture. The two
areas al so have had the credit of having inportant educa-
tional and social institutions, aimng at the progress

of the native society.
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The cultural conquest of a subject society seens to
be as much a part of colonialism as political and eco-
nomc conquest. The introduction of English education
and art education at both school and college |evel can be
seen as an explicit manifestation of this process of
colonial conquest. The statement by Lord Macaul ay, to
advocate a class of persons " Indian in blood and col our
but English in taste, opinion and norals", shows that the
officials aimed to subjugate the natives culturally. For
Macaul ay and others of his like, cultural subordination
was an essential activity of colonial conquest. |n other
words, to change the native society and enphasize the
colonisers superiority was considered as inportant as
economic or political conquest. However, repurcussions
of political and econonic change are instant, while that

of culture is slow and gradual .

The British were successful to a great extent with
the rich and educated I ndian mddl e classes taking to new
English education, for whomthe 'new culture was syn-
onynous to 'nodernity' and 'devel opnment. The change in
| anguage, fashion, art, education and ideology anong
the Indians can be seen as an outcone of the cultural
conquest of the British. However the process of cultural
subordinati on does not necessarily take place only in
the class rooms of art schools or other academ c institu-

tions. It is rather a conplex situation in which both the

205



col oni ser and the colonised have a vital role to play.
Mich nore significantly and through a w de variety of
nmeans, colonial culture perneates through the subject
society, partly this is due to the inplicit power that
colonialism wilds. Deriving fromthis there is also the
associ ati on between nmodernity,liberty and progress. The
educational system introduced by the British and the
powerful influence of English language and literature
served only to reinforce the notions that modernity and
westerni zation represented progress, and that | ndi an

tradition and custons represented backwardness.

It is in such an intellectual context that we need
to understand the decline of traditional painting and
the imrense popularity of a new westernized painting
style. In fact, while the schools in their curriculumdid
enphasi ze on western traditions and thus contributed to
the decline of indigenous tradition, it alone cannot
account for the popularity of western style painting.
Rather it would be appropriate to argue that the change
in artistic styles was accepted and encouraged by the
peopl e thensel ves who were |ooking for new alternatives
in the formof nodernity.

Secondly, it nay be argued that the indigenous tra-
diti ons vani shed because of lack of patronage. But this
| eaves the question as to why patronage declined for

these fornms, unanswered. The decline of the aristocracy
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as a consequence of the British conquest of Indiais only
a part of the answer. After all the British especially
after 1857, reinforced substantial segnents of |ndian
aristocracy. But as a result of the Europeanization of
tastes, their patronage now extended to those artists
who could turn out 'nodern' that is western style paint-
ings. It is this change in aesthetic sensibility that
explains the rise and popularity of an artist like Ravi

Ver nma.

The foregoing argunent would seemto inply a total
transformati on of Indian aesthetic sense. This of course
was not the case. N neteenth century was for the Indian
intelligentsia a period of intense cultural crisis. Al-
though large segnents of the rapidly growi ng mddle class
in the cities and tows of India enthusiastically em
braced many aspects of the new culture that was energing
in India as a result of colonial conquest. But this new
culture was not and could not be fully Wstern. The
Indian mind, even as it was being wenched into noder-
nity, carried with it powerful and enduring influences
fromthe deep well springs of tradition. This was as true

of the realmof art as of the religious or social reform
VW need to see the energent traditions of painting

i n Raj ahmundry and Machlipatnamin this light. The shap-

ing of Danerla Rama Rao's artistic perspectives or that
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of his friends, owed as much to the intellectual, cul-
tural atnmosphere in which they grew up as to the formal
instruction inparted to themin the schools of art or the
enthusiasm of individuals like Gswald J Couldry. That
is, it may be suggested, the artist even while naking an
i ndi vidual inprint has to be seen as being the product of
an entire social and cultural context.

It is this, infact, which al so explains the attenpts
of people like Rama Rao, Adavi Bapi Raju or their succes-
sors to forge a nationalist art. It is not entirely a
coincidence that in Bengal and in Andhra contenporary
artists were struggling to nould what they had | earnt
with what they felt to proclaima Nationalist art. Nor
need we inagine that the nationalist artists of Benga
influenced the artists of Andhra. It is quite likely that
the Bengal School did exercise considerable influence
especially at the personal level. As pointed out, for
exanpl e , Nandal al Bose and his disciples did teach at the
Andhra Jateeya Kal asala at Machlipatnam or the travels
and stay of Rama Rao and QurramMal | i ah at Shanti ni ket an.
But this is not sufficient to explain adequately the rise
of the nationalist formof painting in various parts of
I ndi a.

O the other hand, we can understand this phenonmena
better as a nanifestation in the artistic sphere of the

nationalist spirit that began to pervade all parts of
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India towards the end of the 19th century, and which
began to intensify there after. This spirit of national-
ism was visible both at Rajahmundry and Machli pat nam
The two institutions were as active during the powerful
political movements, as in any other major tow of the
country. In fact the establishment of Andhra Jateeya
Kal asal a at Machlipatnamwas a result of the call to take

to 'Swadeshi' or the native elements and goods.

The paintings of this period, produced fromthe stu-
dios of Andhra Society for Indian Art or Andhra Jateeya
Kalasala did not in their context proclaim a political
message. Yet, in their formthey were perhaps as stri-
dently nationalist as any political speech or panphlet
of the time. W have noted the attenpts of both Andhra
Society For Indian Art and Andhra Jateeya Kal asala, to
formulate a nationalist art, which derived heavily from
the indigenous tradition even in adopting some elemnents

from the nodern western tradition.

VW do not have nany exanples of art being yoked
directly and explicitly to the nationalist cause(wth
the exception of the panel s executed by Nandal al Bose for
the Congress session at Haripura or that of Chitta Prasad).
This was nuch in contrast to the artists el sewhere in the
world, who tried to portray social reality directly.

Nevertheless in a nmuted fashion art and artists served
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the nationalist cause, even in Andhra. The two art school s
served as a bridge between the artist and society at
large, shaping and re-defining a new Indian aesthetic
sensibility. Mich like the literary and social reform
associ ations which sprang up in various parts of the
country, the many art schools of India were also thus

contributing to forging a nationalist ideology.

These art associations, however, appears to have
receded into the background, in the years after indepen-
dence. There may be several reasons for this. Ohe is that
art was no longer charged with the intensity and energy
provided by the national novement and it becane a nere
margi nal activity. Anation struggling to define itself,
and coping with social, economic and political crises
did not, it would seem possess any |onger the enthusiasm
for art displayed during the i ndependence struggle. More
specifically, the artists of the school no | onger worked
on a comon ideol ogy, after independence, as was in the

pr e-i ndependence era.

Artists of the Andhra Jat eeya Kal asal a di si nt egrat ed
with a few going in for jobs in various parts of the
state, |ike P. Hanunanth Rao, who went to Vinukonda , to
teach art in a school, while Kowa Ram Mhan Shastri
took up a job as art teacher at Jawahar Bharati college
at Kavali, while the other inportant artist of the asso-

ciation Ankala Venkata Subba Rao took to teaching art
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at Bhimavaram Few others took to independent work with
Qurram Mal liah starting his own art school at Macherl a,
while others nore creative took to a career in illustra-
tion and fil mnaki ng. Madhavapeddi Gokhale and SV S Rama
Rao belong to this class. Mreover, the art school itself
gradual |y relegated to background, and by 1950s the art
departnent of the institution, was totally closed with

the place being taken by certain technical courses.

Mich in the sane way, though not as fast extinct as
Andhra Jateeya Kalasala, the artists of Andhra Society
for Indian art, despite the death of their initiator, did
contribute for sometine in continuing the style fornu-
lated during Rama Rao's tine. Though the actual inten-
tions of the nmovenent, receded to background, the work
towards a separate school of art was carried on by the
students of the school for a few years. The Associ ation
had its major setback with the death of pioneers of the
noverrent D. Rama Rao, and V. V Bhagirathi, while S. N
Chankur and C .B Rao, shifted to Madras, for nore |ucra-
tive offers in portrait painting. As such V.
Venkat aratnam renained to continue the struggle. He was

supported by Satya Vani “Butchi Krishnamma and M Raj aji .
The art novenent which devel oped in the two school s

can be seen as a repurcussion of the national novenent

and the artists' quest to participate in the novenent.
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But to see it as a separate school of art, as in Bengal,
has a fewconstraints. Firstly, due to the short duration
of the noverment in the state and ,secondly, due to the
anbi guity which pervaded the artists nmnd to continue
the style adopted by the Bengal school rather than devel -

opi ng an exclusive Andhra School of Art.

Thus, it could be observed that Andhra, which has
had a very long cultural history did respond to the
nati onal novenent, in naking an exclusive contribution

to 'nationalist' art.
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PLATE |
PURURAVA AND URVASH
RAJA RAVI VERNVA

213



PLATE 1|
" NALKA VI HAR
NANDALAL BOSE
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PLATE 111
IN PRAI SE G- LORD CHAI TANYA
PROMOD KUMAR CHATTERJEE
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PLATE |V
" SAMUDRAGUPTUDU
ADAVI BAPI RAJU
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- PLATE V
SCLAR FANTASY'
ANKALA  VENKATA  SUBBARAO
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PLATE VI
"M SHRANTI  BHANGAMUJ
ANKALA VENKATA  SUBBARAO
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PLATE VI |
" AKSHRAABHYASAM
POTULURI  HANUVANTHA RAO
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PLATE VI
MOOTABAVI '
POTULURI  HANUVANTHA RAO
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PLATE I X
' BRAHVANAI DU
MADHAVAPEDDI  GOKHALE
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PLATE X
"VARUDH N
GURRAM MALLI AH
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PLATE Xl
' KUTEERA PARI SHRAMA
GURRAM  MALLI AH
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PLATE X'
BHUPUTHR!
V.R CH TRA
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PLATE XI'I |
PEDAVADU
ALLURI  SATYANARAYANA RAJU
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. PLATE XV
SANKRANTI DASARI'
KOMA RAMMOHAN SHASTRI
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PLATE XV
RATNAPU SANDESHAM
W A ARYA DASU
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PLATE XVI
' NOOLU VADUKUTA
S. ESHWARI AH
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. PLATE XVI |
DASSERA G LAKALU
CHEDAVADA S KRI SHNAYYA
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- PLATE XVI'I']
PUSHPAL ANKARNA'
DAMERLA RAMA  RAO

230



. PLATE Xl X
DRAKSHARAVA  TEMPLE
VARADA  VENKATARATNAM
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 PLATE XX
ANDHRA  KANYA'
DAVERLA  SATYA VAN
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PLATE XX
"NCOLU TH YUTA
BUTCH KR SHNAMVA
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PLATE XX |
MOGHALRAJAPURAM HI LL S| DE
V. V. BHAG RADHI
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PLATE  XXIII
'‘DAMAYANTI '
CHAMKURA  SATYANARAYANA
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KUSTOODEW

PLATE XXI'V

" AGAINST THE TSAR

BORI S

236



CH TTA PRASAD

PLATE XXV
"TELANGANA  ARVED STRUGGELE
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