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CHAPTER - V
INDORE SCHOOL

( 1934 to 1947 )
( IMPRESSIONISTIC PHASE ) o/ ..}

o gt

The credit of brightening the palette in the existing Bombay
art situa@ion goes to the young group of painters, who came sudden-
ly to thginght around 1934, through their paintings in distinct
style. Most of these painters, who hailed from Indore, soon
established their influence in the art-scene of Bombay after they
settled there. The paintings of these painters by their distinet"
style were clearly distinguishable from the paintings of the open-
air-school of the earlier period. While showing totally new
aspects in their paintings, they maintained the continuity with
the early open~air painters or the painters of the transitionsal
period as they were also so-called. At the same time they
exhibited qualities which were borrowed by the Progressive Artists,
who succeeded them. The place of the Indore Group in the develop-

ment -0f the art-trend in Bombay is thus significant.

This group of Indore paégiérs included mainly N.S. Bendre,"
G.M. Solegaonkar, D.J. Joshi; M.S. Joshi. Their paintings showed
certain common quélities. The first and the foremost quality
which impressed the spectators was the effect of bright sunlight
in their paintings. Another was that they used broad, bold and
confident brush-strokes in their paintings. The next quality was
that all of them used unusually brilliant colours as were never

used before. To certain extent they also simplified the forms by-
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“omitting unnecessary details. All these qualities created a trend
of painting which we may call the *Impressionistic Trend' in the
art-field; though their colour application and the hues were
different than the European Impressionist Painters. In addition
to the contrib:htion of a new trend to the art-field, individaully
each of them achieved a significant place amongst the renowned-
painters of Bombay. The period between 1934 to 1947 of the Bombay

art-scene was dominated by the Indore painters.

The year 1934 proved to be an important one for the Indore
Group as two Indore paintérs entered this field in that year and /
won importsnt prizes for their paintings.*ll N.S. Bendre's (Q&d£¢36;%7539
*Vagabond® in oils (Silver medal for the best oil painting) and
G.M. Solegaonkar's Composition on an incident from Indian History
or Mythology in Indian Style (late Rao Bahadur Anant Shivaji
" "Desal - Topiwalla prize for the best composition on Indian History
or Mythology) were so different from the earlier paintings in the
exhibition, that they impressed the minds of the jpdges. Totally
different rendering of bold brush-strokes and bright colours in
these paintings were striking. In Bendrets 'V agabond' drawing -
the soul of the realistic school of Bombayﬁkas subordinated to
the colour. This aspect remained fhe chief factor of the Indore
painters. This was especially true about 'Bendre and Solegaonkar,
who proved to be the master colourists in the later period. So
widely appreciated were their paintings, that i.mmedi.aﬁ:e].y*2 in
December 1934 they were selected for the exhibition of Modern
Indian Art arranged by the Indian Society of London at the New
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Burlington Galleries. For the first time a departure was seen
from- the soft water-colours and the smooth o0il paintings in the

traditional style executed with microscopic details.

Next year, was a landmark year in the life of both Bendre
and Solegaonkar and they bagged the two most covetfed prizes of
tpe Bombay Art Society. Solegaonkar won the *3'Society's Gold
‘Medal! for his oil-painting 'Mahiyari' which showed a woman - a
curd-seller resting by her water-pots, while Bendre won ?he
Governor's Prize for the "best work in the exhibition" for his
painting, "The Sireet Attractions® depicting the Gispsy children.
The critic admired Solegaonkar's "Mahiyari" as - * it was
"carrieq out with bold cubist® touch in bright coiours and that
the beautifully executed face aﬁd the light but soft background
of the sunlit buildings set off the graceful figure .... "™ Hence-
forward the paintings of Bendre and Solegaonksr attracted the
spectators with the quality of their bright sunlight and colouring
and their new experiments in treatment of form and arrangement.
D.J. Joshi, another Indore painter joined them soon in 1939 in the
Golden Jubilee exhibition. The same quality of the effect of

bright sunlight’was *> seen in his paintings like "The Barton

C Plada: 40;45:90) 2 .
Bazaar, Indore" or "Jaha¥ Mahal, Mandoo (1942)" and "Weekly Bazaar
(1942)". Joshi's paintings along with Bendre's "Toilet" (1948)
and "My Admirers" (1944) or Solegaonksr's "Bandits" (1939),
expressed the strong desire of the painters to experiment with
feeling of space and arrangement of forms eventually to create a

good design. This gives evidence of the fact that these painters
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were not tied down to the rigid principles of reality, which was
the chief fac_tor of the paintings of the earlier period. They
experimented in different directions from arranging simp}ified
forms to create harmonious patterns, using water colour in the
opaque manner unlike the earlier use of transparent tones, apply-
ing the colour of full intensity, etc. The last one became the
chief aspec_t of their paintings later on. Amongst the later .
painters, who took inspiration from the Indore Group, were M.F.
Husain and S.H. Raza. Both belonged to Madhya Pradesh. Hussain
was from Indore and Raza hailed from Bhopal. Both joined the
Progressive Group which was founded in 1947 and though their
styles differed from that of%tgg;g;%ists, the chief quality of

Indore, viz. powerful colours, was:zinherited by both of them.

Before discussing the art works and the career of the Indore
painters it will be proper to know about D.D. Deolalikar, the
painter, who was the source of their rise. All the Indore painters
originally belonged to the Art-Institute of D.D. Deolalikar in
Indore. Dattatray Damodar Deolalikar was born in 1888 at Bidwal
in Dhar which was the traditional cultural centre of Madhyapradesh.

Deolalikar's father wasfi'(amv:.sdar. &The whole famlly was very
religious-minded. His mother read rellgiousabbookx?r some pothi
everyday. These usually had the illustrations showxng Gods and
Qoddesses. D.D. Deowlalikar in his early childhood was attracted

by them and started 60pying these pictures.

After his school education, he joined the Holkar College of

Indore for higher education and completed his B.A. with Sanskrit
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as special subject. Though he joined and completed his course of
B.A., in heart of his hearts he longed to siudy painting. At last
he was successful in getting a scholarship worth B.50/- to join Sir
J.J. School of Art, Bombay. At that time there was no Diploma
‘course in J.J. School; but the classes of First Grade, Second
Grade and Third Grade. After studying painting for twozihree Years
he came back to Indore and started teaching drawing in a small
c¢lass in Shivajirao Highschool. 1In 1927, he opened his own arte
school ~'Chitrakala Mahavidyalaya' at Indore and worked as its
principal. The four big halls for the use of his class were provid-
ed by one British person. BZoth Solegaonkar and Bendre were
amongst his earliest students. Afterwards somewhere in 1927 or
1928, he appeared for the Diploma examination and passed it. In

Z
-1930 he was honoured by the title Rai-Ratan’by the Holkar Darbar.

As a teacher Deolalikar encouraged his students in every-way.
Every year he used to take his students for the painting examina-
tionat the J.J. School of Art, Bombay. Deolalikar empﬁasized on
outdoor-sketching more and toqk his students to places like Madab,
Dhar, Pipla-Palya, Chhatribaug, Omkareshwar, Maheshwar etc. This
probably created amongst them the liking for landscape painting.
He worked in Indore for nearly 30 yeéars. He had to leave the
Institute due to some differences with the Maharaja. He then went
to Gorakhpur and worked there for thefGeeta Press in illustrating

the Kalyan magazine, a renowned magazine in those days.

There was another Institute started by L.M. Bhand, which
prospered rapidly. Bhand also took his students to J.J. School
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and created a liking for painting in Gwalior. It is said that
Bhand painted one painting "Ashuti", in which he showed the
portraits of the famous patriots of those days like Sukhdev,
Bhagatsing and Rajguru. The British Government asked the explaina-
tion for creating unrest amongst people by this way and Bhand had
to resign in the end. The Government then overtook the charge of
his Institute and appointed D.D. Deolalikar as a principal in

1954, Bhand then started his separate Institute. The credit for
inspiring the art-students goes to both Deolalikar and Bhand.

Their art-styles had a considerable influence on his students.
. Mimoeljwan by
Deolalikar -had the influencedef both Bengal and Bombay schools.

Bombay influence came directly from the training which he received
at Bombay and Benéal influence came indirectly from the contact
with Bengali artists, as well as his visit to Shantiniketan. His
paintings on Ramayana’ and ‘Mother and Child’and also the painting
‘shri m}ishi’(Plate No.35; Fig.Nos.#%,7 7) show the combination of
the realism of the Bombay School and the decorative quality of the
Bengal School. His paintings showed a bold black outline for the
. human figures and flat colouring. But the rendering of the land-
scape and drapery reflects the realism of the Bombay School. The
bright colour schemes probably came from the bright colours of the

Malwa paintings.

Deolalikar also held a show of his paintings at the Jehangir
Art Gallery at Bombay in the year 1958, In 1952 on the(dias Jof
the National Congress Conference his 60" x 30" painting shcwedqwckc@



severa& Indian politdcal leaders like Mshatma Gandhi, Vallabhbhai
Patel, Maulana Azad, Nehru,.lndira Gandhi, Bal Gangadhar Tilak,
Pandit Madam Mohan Malaviya etc. The small copy of this painting
is preserved in Gwalior college 'Kalaveéthika'. Deolalikar also
painted a series on 'Shakuntala'. His paintings are preserved
in é?pal Museum. He deserves due credit to inspire the Indore

students of painting in their earlier trainingperiod-

Narayan Shridhar Bendre (birth 2lst August 1910) bornat
Indore in Madhya Pradesh spent his childhood at Indore and had
his school education as well as art-training there. Right in his
school days he had joined the art institute of D.D. Deolalikar
becasuse of his class-mate, G.M. Solegaonkar. Solegéonkar always
secured more marks in the school examinations only because he
illustrated his answers with pictures and maps. The inclination
to dd?géme for getting better marks probably(iggaﬁBendre to join
the institute of Deolalikar. But gradually his liking for art
increased and he seriously started his studies in art. Along
with the art training he also continued his academic education
and fipally in 1933 got his Diploma in art from Bombay as well
as his B.A. Degree of the Agra University, through the Holkar
College of Indore. In 1934 he received the first reécognition

at Bombay art society?s annual show, by winning the silver medal.

From 1934 Bendre travelled widely in India whenever he got
any opportunity. He also exhibited regularly at the annual shows
of BCombay Art Societyj Calcutta Fine Arts Society, as well as

Simla Fine Arts Society and in exhibitions at other places in
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India. He won various prizes including the Silver medal of the
Bombay Ayt Society for his paintings. In 1935 he accomplished

the highest honour viz. the Governor's prize. Encouraged by this
he planned a tour to Kashmir in 1936 for landscape painting with
his friend V.A. Mali. But actually after they reached Kashmir,
Mali had fallen ill. As Bendre's time was mostly spent looking
after him, he could paint very little. Fortunastely his visit
proved fruitful in other sense as during his stay at Kashmir, he
saw an advertisement for the post of an artist for the 6\Tourism
Department of the Kashmir State Government. Before returning to
Bombay, he applied for that post. Surprisingly enough, immediate-
ly after reaching Bombay, Bendre got a letter of appointment in
Kashmir. Bendre joined it promptly and took full advantage of this
job. He did this job upto 1939, This period of two and haié years
was fully utilised by him for landscape painting. He painted
hund;eds of scenes revealing the glory of Kashmir in various seasons.
Bendret's fascination for the beauty of Kashmir is reflected in his
landscapes published by the Tourism Department of Kashmir. After
this visit to the North India, Bendre spent few years in Southl
India.’ In 1940 he went as the art-director in the Pakshirqi Films
Company at Madras. This stay in South also was fully utilised by
him to study the temples of South India and ﬁ%gh%culpbure. He also
travelled in Taépancore which attracted him by the beauty of its sea
shore, fishing-boats and coéknut groves. All these reflected in
his paintings of this period. Especially the people with healthy
bodies and dark complexion, the ladies with tall,slim figure and

plump breasts; and rhythmic movements of their activities
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fascinated him more. The women wore white cotton sarees while men
were clad in multi-coloured lungis. The couples looked like pea-

cocks to Bendre and he represented them in several paintings. When
Bendre visited Maq?;r - Travancore, it was razed by stormesiéloods.

Bendre depicted the angry mood of nature.

After his visit to South, Bendre also went to Rajasthan and
Gujarat. His experiences further enriched his paintings.8 In
1941 hig set off # Banaras landscapes received the most honoured
Gold Medal of the Bombay Art Society. In° 1943 he was awarded the
Trophy of the Art Society of India. This year proved to be
important in his career in other sense also as he held his first

one-man showlO

in 1943. ‘While opening the show - Karl Khanda%@ﬁla
said, "This salon presents SBendre as a versatile talent, at home
in many media and in control of the technicsl side of his craft.
Beyond this his talent is truly creative,personal and unfettered
by any school or doctrine." His painting tToilet! in 1943 showed
Intensityin

the imtensionﬁ;oing towards simplification as well as the effect

of sunlight in the painting. (Plate No.37; Fig. 82 ).

Bendret's popularity increased d ay by day due to his fresh
approach and experiments. This period in his life was one of
experimentation and exploration. In 1945 he was invi ted to
Shantiniketan as a guest artist., There he came into contact with

' T omd Qn Calcutta ha met
Abanindranath Tagore, Nandlal Bose.and Jemini Roy. The influence
resulted into the phase in his painting which can be called as
the "Indian Interlude," (1943 to 1947). His stay at Shantiniketan

strenghtened the influence of traditional elements of which he
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was already conscious during his Indore days. The Shantiniketan
influence left a strong mark in his work throughout the later

period.

In 1947 Bendre made a tour to foreign countries like America,
and Central Europe. He also visited leland. In this tour he took
the opportunity to see several galleir%s and observed the works of
the Western Masters carefully. He also drew innuﬁerable sketches
from the life of the people there. He tried to absorb new
impulses of art. His tour to foreign countries created a deep
impact of Cubism and its structural aspect on his mind. His
painting 'The Sunflowers' and some Cublist *Still-lifes' or his
"The Saurashtra Family" in 1958 showed this influence conspicu-
cusly. His paintings in this period showed solidity and utter

simplicity.

After his return from Furope, he was selected ss the head of tha
Paimi{ug Depaﬁmt&— & :
the M.S. University of Baroda, where a new art institution was
establishmed? in 1950. In 1952 he visited China as a member of &

o d . , i Fruittul
€ultural Belegation. This period proved to be the most beautiful

in his art-career. His attempt to assimilate the influenceswhich
he had received from the works of Western masters amd his own
experiences as an art-teacher at Baroda, together helped to enrich
his expression. His participstion in the Eight-Artists' Exhibit-
ion in 1956 and 20 Artists'! Exhibition in 1959 (both at Delhi) ,
proved this. Bendre;s paintings in 1958 showed the use of drip-
Eiéggnby pouring out thin colour-liquid on the canvas surface and

det themAspread and merge at the selected places. This phase ofll



abstraction emerged out of his previous style with the aim of con-
centrating on the structural aspect and omissi on of the unnecessary

details, gaining simplieity. It is rightly named by Prof. Amberkar

as the "Apchitectonic structuralism".

Under Bendre's leadership many young artists were trained at
B aroda who have gained a significant place in the art-world of
India. Amongst these were Jyoti Bhatt, Mansingh Chhara, Prabhas
" Dongre, Triloke Kaul, Shanti Dave, Balkrishna Patel, Santosh and
"Ratan Parimoo. The younger group included Vinod Shah, Vinod
Patel, Gulam Shaikh and Himmat Shah. What these students achieved
as artists indicated Bendre's success as an expert art-tead er.
His painting "The Sea-shore and Sands" painted in 1964 and which
is now in the collection of the Tata Institute of Fundamental
" Research, Bombay; marks the highest poinf of this period. It
shows very expressive gestural flambovant forms. This period
continued upto 1968 (from 1950). At the end of it Bendre again
returned to figurative type which can be named as the phase of
the 12 figurative Neo-Realism of '70s. Though B endre painted all
types of subjects like 1andsca§es (Omkareshwar' - 1932), Portraits
(viz. 'Mona' in lqihai ) still-lifes, (Sun-flower inCUéﬁo&z'y%ﬂi),
Interiors (like ‘Toilet'(?old Medal)or'iy Admirers' etc.) He is
more at home with figurative paintings and it was but natural that,
after all his experiments and exploration, he returned to his
favourite figurative type. His figurative paintings have become
especially popular. His female figures of Village belles, with

the decorative, simplified, rendering, their charming rhythmic
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stances, their soft pleasant colouf-schemes made his paintings
immediately popular amongst the common people as well as the
connoisseures. He uses pointillistic technigue and various
subtle tonal values which add to his paintings. His exhibition
in 1979 showed the usual rhythmic figures of the village lasses
in their traditional costumes with charming colour-schemes and
he renders the detailed textile patterns of the costumes achiev-

ing a fine textural quality with amazing precision.

G.M. Solegaonkar, another eminent painterzof Indore School,
was born in 1912 at Indore. He too started his art-training in
Deolalikar's school. Solegaonkar's father was an old student of
Sir J.J. School, who as a student, had also joined the Ajanta

copying team in the yearl3

1905. After his art-training Solegaon-
karts father took a job as a drawing teacher iﬁ Middle School.
After few years he gave Qp that job and accepted a3 post as a Census
officer at' Indye® . D.D. Deolalikar was a junior drawing
teacher in the Maharaja Shivajirao High School &t Indore. Deolali-
kar was the ex-student of Sir J.J. School of Art, Bombay. After
few years' training in Bombay he left this city and came to Indore
as é*Jnnior teacber. There he also s tarted a small painting class.
Being very friendly to Solegaonkaf‘s father, he asked ﬂim to send
his son to his painting class. Thus yourg Solegaonkar joined his
class for studying painting at a very éarly age. As he was much
younger than the other students there, he félt vefy loﬁely and so
he urged his school-mate B endre to join the dﬁass too. Thus Bendre

also started his training. Both these proved to be very talented



and soon achieved considerabie mastery in painting different
subjects. Solegaonkar was not satisfied with his progress in
Indore and having a strong longing to join Sir J.J. School of
Art at Bombay, which was so famous for its fraining, and soon
left the Institute as well as his own home at Indore without
'informing anybody in his house. He came to Bombay without a
single penny and inspite of having to face all sorts of diffi-
culties he was able to join Sir J.J. School. He soon by his
owen merit, became the favourite student of Principal Gladstone
Soloman, and got his Diploma in painting in 1933. Thus Sole-
gaonkar had his art training in the rigid discipline of the
academic realism of the school of Art. 1Its ideal was to draw
dn exact image of the object kept in front of the student.
Solegaonkar won several prizes in his school career. In 1932
he painted an Ipdian decorative style picture "Manthan“f SBut
unfortunately hé could not submit it in time. Solegaonkar paint-
ed it one day before the opening of the exhibition. When princi-
pal Soloman saw it, he liked it so much that though the date fér
sﬁbmission was ov_er, he included it in.the exhibition. The
decision of the Judging Committee was finalised already and Solo-
man exclaimed, that Solegaonkar®s painting missed the opportunity
to win the Governorts Medal. Yet Soloman published this painting
on the front page of the sg?énir, of Sir J.J. School of fhat Year.
Next year Solegaonkar got his Diploma and his paintings "lovés
Pilgrimage" and "Chandraaradhana® (1932) in the Indisn stylewere
admired in the exhibition. Though he started winning prizes in

major exhibitions from 1932, the year 1935 proved significant in



his career as he won the most honoured gold medal in the :‘Bombay

14 £or his painting‘Mehiyari)

Art Society's annual exhibition
(Plate 38; Fig.No. %4 ). This gained for him a recognition in
the art fleld. Solegaonkar was never satisfied by one particular
style but continuously experimented in various difections. Thus
_heétoo, like Bendre started with the painting style based on
academic realism, but soon brought about a transformation in his
style. He changed the reslistic forms into the bold simplified
patterns and the contrasting chromatic tones. His chief aim was
to paint the sunlight. He chiefly experimented in aspects of
light, space and colour. For showing effects of bright light he
used bold brush-strokes of contrasting tones and simplified the
patterns. The expériments with space involved the use of unusual
views and levgls. For maintaining brightness he experimented in
pigments and limited his palette tolpnly 3 colours, either three
primary or three secondary. Afteff%gi?ghs phases like Indian
decorative style, cubistic structural modelling,(Plate 38; Fig.
No. %6 )jgin-objective style etc., he did not stop at any certain
point. He handled various subjects starting from figurative
compositions, genee, portraits, etc. all of which show a continu-
ous haﬁdling of colour and forms with new experiments. The deep
influence of the great frescoes of Ajants and especially Bagh was
on his mind from very early age when he was in Indore. 7But he
was more fascinated by the beauty of nature which he tried to
explore more in his landscapes. His ever§ landscape showed a new

view to reveal the beauty of nature. His landscapes show the
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effect of vast space, simplified forms and sure, bold brush-strokes
together with pleasant colour-schemes derived from natural pigments.
Limited palette and skilZful use of greys derived from different
colours was the result of inspiration from the ancient muralists
of India. Particularly the cave paintings of Bagh provided inspira-
tion for his experiments in tEmpera colours. He prepared his own
coloufs from the pigments. - He used water colours in opaque manner
(gouache technique) like the Indian miniature painters. He studied the
vatiows aopecth &},

R colour thoroughly and experimented to ‘explore the qualities of
pigment colours. After all these experiments and a long thinking
he has now arrived at colour-schemes with lum_inous effects and
limited palette from which he derives a wide range of greys.
Sometimes he uses primaries, sometimes he uses three secondaries.
Among 'the variation of blues, his favour?%ieﬁ~1ndigo,is used most
skil¥fully. Solegaonkar's landscapes give us the idea of his love
for nature. Most of his landscapes show the panoramic view re-

vealing the vast space.(Plate 39, Fig.No. %% ). One can experi-

ence~ the real grandeur of nature in his landscapes. .
i w@ﬂﬁnﬂhﬂigﬁ&”&'géﬁmmaw
Solegaonkar also visited Europe in 1959, te Holland.for-3-4

" monthe but He was so much attracted by the atmosphere that he
spent nearly 4 years there. When he came back, his style of
painting ha&ﬁ?wéompleﬂj;transformed. Unfortunately, as he was
too ahead of the times the significance of his experiments was -
hardly recogniged in India. As a result of it, Solegaonkar
stopped sending his exhibits to the annual shows. However, he

completed several commissions of various big murals as well as
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portraits of .important personalities. His imaginative power was
revealed when he planned a complete scheme of having a replica
of Ajanta caves, with all the details which would provide train-

ing to the art-students as well as the patronage to painters.

/
/

Unfortunately the Maharashtra Government could not bring it to

existence.

Solegaonkar's paintings show all types of experiments from
illusionistic paintings in the academic style, Indian decorative
style compositions, to portraits in simplified treatment, abstract
as well as non-objective paintings,(Plate 39, Fig.No.$§ ). But
these phases have not left much noticeable impact on thestyle in
which he paints today. We can only say that after the experiments
in various directions finally he has found the truth and key to
create the spatial feeling. Solegaonkar had all sorts of experi-
ences in his art career; but he was never after money. Actually
when his Indian style paintings were very popular and had a great
demaﬁd, he gave that up as he wanted to experiment. His period at
thel® Mahu Caontonment also proved that he could easily make money
if he would paint the portraits in realistic style. At Mahu Con-
tonment the B ritish soldiers who were away from their family and
their country, wanted to send their own small portraité to their
relatives and beloved, and were very happy to get their miniature
portraits done by Solegaonkar. These were sometimegféig%!on the
aerograms. But on these simple papers also and in that small size
portrait, Solegaonkar brought such a piizfct likeness, thaéfgggy

were very much pleased and happily gave a handsome amount. Few s}

such portraits from Solegaonkarfs hand are still availab le,



(Plate 38; Fig.No.85 ). These reveal Solegaonkar's masterly treat-
ment in réalistic rendering. Solegaonkar earned much money at Mahu
but suddenly he left Mshu as he was not satisfied by his own realis-
tic rendering. This was always the gase,with him. He &as never beun
stopped by any sort of temptation in his search for new forms,

which led him to experiments and exploration continuously.

Bendfég and Solegaonkart!s journey in their art ca;eér was on
similar lines. 'B:pth started from the training of academic realism
of Bombay sdciool, which was aiming at getting exact reality in
drawing. Though both Benﬁre and Solegaonkar started from the same
_point, both developed on different lines afterwards. However,
:upto certain period their dev elopment was on parallel lines.
Their aiii was also similar when they get recognition; and it was
to paint sunlight. After realistic phase, they tried to use bold
impressionistic strokes, and after that both of them through
several ekperiments reached up to non-objectivecstage after which

wsTth subjectss
there was a return to -subjeetive paintingz\~ Both of them turned
in different directions. Solegaonkar is more interested in 1and;
scapes, while Bendre turned to figurative painting in which he
uses landscapes for its background and for creating atmosphere or
moods. Both of them, by their rendering of colour and various
colour-schemes became well—kﬁown as master-colourists. But while
Solegaonkarts approach to colour is more scientific, Bendre's
approach is based more on visual appeal. Solegaonkar's painting
shows powerful drawing and mastery over line while Bendre gives

more importance to colour and subordinates the line or drawing.
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Solegaonkar®s line and its spontaneity creates a sense of volume
in his drawing. The best example of this we can see “in his 16
Portrait of a strong-man (from the grand-circus of Prof. Walaval-
kar) which reveals perfectly a character of a man who had a
superhuman power and having & posedalmost like a steep and strong .
rock. The perspective is wonderfully applied in this picture by
making a skil¥ful use of foreshortening and an unususl angle from
below the eye level. His portrait of a girl, showed a decorati?e
quality of colour patterns and use of pure and bright colours.,

In th;s painting he took advantage of textile patterns and other
forms to create a design-pattern harmonious with the remaining
arrangement, which reminds us of Matisse's paintings.l7 Though
sometimes he used flat colours, the sense of volume is never
missing. On the contrary, Bendre's paintings create an impact
essentially of two-dimensional design with flat patterns on our mind
rather than a sense of volume. Solegaonkar's colour-scheme show
strength and vitality while Bendre's sqhemes show utterly delicate
rendering and subtlety in tones. Solegaonkar's handling shows
rapidity, boldness and precision while Bendre's handling is a
meticulous one and every stroke or small part of painting shows
conscious thinking. His patience, clarity-and long process of
“thinking clearly reflects in it. However, both 3Bendre and
Solegaonkar show a powerful colour-sense and a dec arative quality,
which are inherent in Indore School, ﬁhether it may be revealed

in line or in simplified patterns in individual figures or in the

overall design..
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Devkrishna Jatashankar Joshi is the third important Indore
painter who expressed in the style which was originated by Bendre
and Solegaonkar. D.J. Joshiwas born in 1911, at Maheshvar, in
Brahmin family. He had his initiasl training in painting in the
. institution of D.D. Deolalikar. In 1933 he completed his G.D. Art
from Bombay as an external student. N.S. Bendre encouraged him in
his pursuits. In 1937, he started his study in modelling under the
able guidance of Sculptor R.K. Phadke at Dhar and soon jolined the
J«J. School of Art, where due to the competence displayed in his
works, he was adﬁitted to the 4th year class straiphtaway. In the
examination ef fourth year sculpture and modelling he stood first.
However, inspite of this success, due to some reasons he had to
leave the course halfway. He came back to Dhar, and was appointed
as a principal of the Laxmi Kala Bhawan.

Around the same period (1939) his paintings were noticed in
the Bombay Art Society?s‘exhibition at Bombay. His 'Bartan Bazar?
(}939)‘(Plate gf};fig.?? ) displayed the effect of bright sunlight
in the utensils\market. His other paintings, *A street in Dhar!
(1939),'Beggart (1945), 'Jalmahal, Udaipur! (1946), *Jshaj-Mahal,
Mandu*® (which was reproduced in catalogue of Bombay Art Society
1954{> -Similarly depicted contrasting shades and lights under the
impact of bright sunlight. D.J. Joshi also painted in opaque water
" colour technique like Bendre andVSolegaankar. Another important
quality of his painting was the colourfulness of them. Thus the
trend originated by the Indore painters was properly represented
by hime D.J. Jeshit!s paintings as well as sculptures have the
influence of the impressionist way of rendering bread éffect of

the essence of the object or a place.
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The tendency which was seen in the prominent painters of this
period was also’reflected amongst the sculptors. ' Prominent amongst
the sculptors of this period was R.K. Phadke, born on 27th January
1884 at Basein in District Thane. Phadke could not receive the art
training, but had the love for art inherent in him. This interest
was varied and he took equal interest in sculpture, painting, music
and literature. At the age of 16, he got married, but unfortunately,
after 13 years in 1913, his wife dieéd and he rémained single after
that due to his deep love for her.j23 In 1914 his sculpture 'Prava-
chan' (Plate 42, Fig.No.9% ), won the Bombay Art Society's Gold
Medal.® It was for the first time in the history of yBOGmbay Art
Society thatfsculpture was selected for the gold medal. 1In 1917
he met Lokmanya Bal Gangadhar Tilak, the eminent politica; leader
of that time. Tilak was very much pleased by his work and arranged
34 commission from him of the first statue of Shivaji for Shivaji ‘
Mandir at Poona. Phadke's career ass a professionél sculptor started
with this assignment. This statue was admired very much in Poona.
After this first achievement#, he obtained several commissions as
well as awards. Most admired and well-known of all these was the
liié-size sculpture (fullifiéure) of Lokmanya Tilak at Chawpatty,
Bombay. The other well-known commissiogfworks were the equestrian
statue of the Maharaja of Dhar at Dhar, the equestrian statues of
Shivaji at the military Centres at Devas and Belgaug7j§a§g¥g§’qg

Gandhi at Indore etc . In addition to this he sculpted several .

portraits-statues of well-known personalities and patrons.
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Phadke was a person of versatile talents. He was a painter
too. His paintings"were exhibited in 1925 in Europe and in 1926
in Philadelphia and were admired wholeheartedly. Phadke had
learnt the art of making #he wax-sculptures and his portrait-
statues in wax were appreciated and compared to 19 Madame Tausau-
de's sculptures by the critics. He also kﬁew the art of making
movable statues and held several exhibitions of various scenes
made of movable sculptures. These were based on contemporary as
well as historical and m?tholoqical incidents. Phadke was a good
writer too and wrote several articles, poems, litersry critici-
sms.2C His lettersto his friends place?gg a connoisseiur as well
as a good critic. His calibre as a writer and poet, was best
éeen by his special issue of 'Navajeevan®! named as 'Pﬁadke special
issue', in which all the articles, including poems, stories,
literary criticism, reviews, were written by Phadke himself.
Especially his 'Vitthalpantanchi Mulakhat?, 'Swatantra Sangeet
Parishad! and his articles on !Astronomy! were admiied and22
praised by leading Marathi newspapers and journals, like Kesari,

Nava Kal, Dnyan—ﬁrakash, Lokmanya, Mauj, Nirbheed Subhod Patrika,

Cinema, etc.

Along with all these, Phadke had a deep interest in Indian
classical music. He was an expert Tabla player. He received his
training of tabla from the age of 7, from Ganpatrao Vasaikar, the
famous Shahanai Navaz and then from Dattaramji Nandvadkar and

Balubhai Rukdikar from Kolhapur.
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Phadke was born at Vasal and gotngirst recognition 53 Bombay.
In 1933 when he went to Dhar, to complete his commission of the
statue of Masharaja Udayirao Pawar, he liked the atmosphere:ggﬁ
took the important decision in his life to settle at bhar. Tﬁgfr
State offered him a plot at Khanderao Tekdi for his studio where
he established !'Phadke Art Studio' where he worked as well as
trained several eminent pupils, including Rajabhau Mehunkar,
Dinkarrao' Shankarrao Dev, Shridharraoc Mehenkar. In 1939 Phadke
founde& fShri Lakshmikala Bhavan' at Dhar, to promote art educa=-
tion and worked there for 3 years as an honorary organiser. It is
due to his encouragement that in 1945 the Music College was founded.
In 1961, he was given *Padmashree! by Government of India and in 1969
Vikram Vishva Vidyalaya at Gwalior honoured him by offering him
'D.Lit.!

At his age of 87, in 1971, A Book 'Shilpakar Phadke! giving
his biography and achievements, edited by Shri H.V. Mote was
published by 'Vishvakarma Mudranalaya, Poona'. This book reveals
the versatile personality of sculptor Phadke. After his death, in
1972 May, his pupil Rajsbhau Mehunkar, helped by others, continued
the work of Phadke Art Studio by promoting the art-training at
Dhar. Several sculpture-pieces-gzmthe hand of sculptor Phadke are
preser%ed there.which are the evidences of Phadke's achievement

as a master sculptor of his times.

also :
In Phadke's sculptures aésaaweigee the dramatic effect of
shade and light, and the expressive quélity which relates him

to the Indore Group.



Though at the first glance the style of Indore Painters
appeared similar to the impressionist trend, the c:aﬁ?ul observa-
tions show that there was much. difference betweén the two. The
first important difference was that their style was not- confined
to .the purpose of painting the visuasl reality, as the impression
of one particular timing of the day. Instead, they went a step
ahead and thraugh the interesting arrangement of forms and colour
orchestration, treated their painting like a good design while
keeping the effect of space intéct. For this purpose sometimes
they used even flat tones and simplified forms. Such use of flat
patches of thick colours creating a design pattern in painting was
made by 23 Matisse in his paintings. This decorative aspect we
nev_ er find inthe impressionistic paintings. However, like the
French Impressionists the Indore painters took full advantage of

the intensity of colour.

onl
Instead of paintinght%e outdoor scenes enly, they tried all
types of subjects from landscapes, portraits, still-lifes, figura-

tive compositions in Indian decorative style, etc.

Though these painters, initiated a new trend it did not come
as a bolt from the blue, but a2s a logical synthesis of'the qualities
which were influenced by the earlier schools and these were ¢ ombined
with some new aspects. "Thus it wagithoroughly logical'detelopment
in the proi%sémééméeve%epmeat of the art-trends. The Indore painters
borrowed two important qualities from the earlier school. -Like the
open-air schoolaéainters,_which was previous to them, they too were

A .
fascinated by the beauty of nature and secondly, like them, they
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also tried to give more accent to the contemporary world rather

24

than expressing the idealism and love for the past as was done

by the first group of Bombay painters (viz. Dhurandhar, Mullar,
Ravi Varma, Taskar, etc.lgiodepictfég mythological events). The
Indore painters absorbed the qualities which they took from'thé
earlier school with their strong sense of colour, free handling

and broad brushing, spontaneity and sense of design.

If we observe carefully the whole career of these artists we
can spot wh& certain elements entered in their style. If we go
through the details about their early formaetive period or the
period of their art-education, we find the sources which were
responéible for bringing particular elements in tbeir style. It
is surprising to know that asll Indore painters were not trained afthe
Sir J.J. School of Art, except G.M. Solegaonkar and D.J. Joshi.
The academic influence reached Solegaonkar even before that and
he had derived it from his own father who was t he past student of
Sir J.J. School and became a drawing teacher. B oth Bendre and
Solegaonkar had their early training in the painting class of
Shri D.D. Deolalikar, who was also a past student of Sir J.J.
School of Art. Solegaonkar left soon and wert to Bombéy to join
Sir J.J. School where he was trained in the rigid discipline of
academic realistic style. While Bendre continued his training at
Indore, and thus received the realistic'influence not directly

from Bombay School, but indirectly through his teacher Declalikar.

Indore being in Madhya Pradesh it had contacts both in

Bengal and Bombay. Madhya Pradesh became the area having an
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amolgam of various influences. It became particularly clear in

' Indore and Gwalior —- the two main centres. In Iﬁdore,Deolalikar
was directly a student of Bombay School trained in the rigid diss-
cipline of therealistic style of painting. This quslity infiltra-
ted through his training to his students. The frequent visits of
the Bengal School painters and also by Deolalikar's visif to Shanti-
niketan brought Indore painters in contact with ithe Bengal style

of painting.%lthe style which emerged from the combination of

these influences amongst the Indore painters had the influenceo f

wan
Bombay realismnmore revealing: though-the-decorstive—guality—also
combined with these. On the contrary in Gwalior, the influence of

Bengal was more dominant. The Bombay influence came through Bhand
who was trained in the Bombay School style. The infduence of “Bengal

h 26 various painters like Nandalal Bose, Asit

School came throug
Kuma r Haldhar and B.A. Apte who came due to the invitation of the

" Gwalior Maharaja to copy Bagh paintings. But more than this the
influence of Bengal School came through the painters like Sudhir
Khastagir an& Rudra'Hanji,uwho.were trained in the Bengal style.
Suchir Khastagir was the pﬁpil of Nandalal Bose. After receiving
his diploma in Shantiniketan, he studied sculpture under Hiranmony
Roy Chowchury in Iucknow for 2 years. He then joined the Sardar
School for some period and then the Sindia School at Gwalior as-a
drawing teacher and remained there for 3 years. He then left it and
took the appointment as the Head of the Art Department in the Doon
School at Dehradoon. Naturally his teaching cseagﬁg quite a consi-

derable influence at Gwalior.
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Rudra Hanji belofiged to Tripura. He was also a student of
Shantiniketsn and received traiﬁingﬁggxpainting and sculpture.both.
The Gwalior Maharani belonged to the royal family of Tripura and
naturally Rudra Hanji received patronage at Gwalior. Rudra Hanji
joamed as an art-teacher in Padma Vidyalaya of Gwalior. Thus Madhya

Pradesh really became the central area where both these influences

met.

Another important incident which probably exerted an indirect
influence of the decorative elements of the Bengal revivalists on
the minds of Indore Painters was the "Pravasi Vanga Sshitya Samme-
lan"25 which was held in Indore in 1928. On this occasion an
exhibition of the paintings from all over India was held there.
The programme of the Parishad included among other items the
lectures by Dr. Cousins, on Indian Art. In his lectures, he gave
references from Havell!s book, "The Ideals of Indian Art". Both
Solegaonkar and Bendre were inspired by the lectures and the
curiosity was aroused in their minds about the qualities of Indian
Art and its philosophical backgrobnd. Bendre himself ment ions
that he was much fascinated by the paintings of RavibhaX Raval
in the exhibition, painted in Indian decorative style. This
fascination about Indian art and its decorative style (which the
Bengal School painters tried to revive) was combined with the
academic training of Bombay School. We can s ay that the combina-
tion of Romanticism and patience of Bengal was combined with the
logical thinking and the sturdy quality of Bombay. This resulted

into a2 harmonious combination in the Indore style. The paintings
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of Indore painters show a keen sense of design and decorative
guality of Bengal as well as the solidity revealed in Bombay

school paintings.

There is much controversy about the source of inspiration
of the third aspect in their paintings and that was the effect
of bright sunlight and bright colour-schemes in their paintings.
Credit for this is given to various factors in the artéscene of
those days and in order to arrive at the truth we shoula care=-
fully analyse the currents and cross-currents which were in force .

in the environments of Bombay in those days.
dival .
Coeming of Gerrard in 1937 after Captain Soloman's retire-

ment as a principal of Bombay School of”Art influenced consider-
ably the young painters who were encourgged in their attempt to
find a new expression. Mr. Chudekar who was teaching in Sir J.J. °
School of art was also showing the effect of strong light in his
paintings. The Bruners who came first to Baroda and visited
several places in India, were also painting in impressionist
style. They were referred sometimes as Bruner sisters, Hbut

they were mother and daughter - Mother Sass Bruner anq the
daughter Elizabeth Bruner. They exhibited their paintings in

Bombay in 1942,27

We also get references agbout their exhibition

in 1938. They were received with admiration both in Baroda and
Bombay. We still find several paiﬁtings by them in the Baroda
-Gﬁwe;nmeat-Museum. The subjects of their paintings varied from
Hungarian landscapes to Indian scenes, portraits andifew large—S%ﬂi

symbolic paintings. Mrs. Sass Brunert's paintings showed various



styles and techniques - sometimes photographic, sometimes s&mboli-
‘cal. Her paintings of Amarnath and Kanchinjunga were appreciate§
for the expression of reverence and devotion. Her daughter,
Elizabeth's approach was 'more direct'! according to the opinion

28 She painted with

of the critic who reviewed the exhibition.
an open and joyful interest in her subject which created liveli-
ness. Her pictures were admired for the "fine sense of fluid
composition, expressive handling of colour". Her style was
described as naturalistic and redlistic. Her painting of Tagore
was appreciated for its expression of quiet dignity and her
little hazy sketches of Shantiniketan as "tender and sincare".29
She painted with broad st%@kes and a thick black or blue outline
given to the figures or forms in her painting. It is szid that
these Bruners were the earliest among the foreign painters who
brought impressionistic influence in India. UBut we do;z; get
any reference about them ea;}ief than 1938 and so it seems doubt-

in exew”“%
ful whether they were responsible to cre#te any influence in the

minds of the young Indore Painters.

The paintings of Amrita Sher Gil and Walter Langhammer also
created a sort of sensation amongst Bombay people in the late
30ts. The first exhibition of Amrita's paintings was'held in
Taj Gallery agiBombay in 1931 but receiv’ed less response. Amrita
only attracted the attention, when she won the gold medal of

30

Bombay Art Society's Annual exhibition in 1937. Her vowerful

colours, flat tones, simple forms, solidity of the figures, .
’ ’ ’ qyomaﬂrmukgcdwlwmdﬂ

simplicity and clarity in arrangement -created-strong—influence.



Especially the impact of colours was great én the minds of the
youngsters. Walter Langhammer himself painted with bold broad
brush-strokes, free handling and impasto technique. The effect
of strong bright sunlight in his painting attracted lot of
attfsetion. He painted the Bombay scenes as well as portraits
of prominent personalities. Number of young painters were
influenced by Langhammer's style and took.inSpiraiion from him.
Prof. Langhammer won the gold medal in the Golden Jubilee exhi-
bition of the Bombay Art Society for his painting, "Portrait of
s Parsi Lady".! Mrs. Shirin Vimadalal Vakil, (Plste 41, Fig.
No.ql ) in which:he shattered the old conventions of concentrat-
ing on the face of the figure. Instead of that -he kept the
faée in shadow and made the drapery prominent by painting the
folds of the sari with bold thick and broad patches of contrast-
" ing colours. His bold and spontaneous brush work created a strong
iﬁpact especially on the minds of the youngesters. In the later
years his landscapes and especially the street scenes became the
chief attraction of Bombay Art Society's exhibitions. In the

32 won the Governor's

annual exhibition of 1943 again Langhammer
prize for his set of paintings, including three landscapes, one

portrait and one still—%ife. The critic remarks, "Mr. Langhammer
displays a deeper and fuller understanding of colour than perhaps
the other artists on view". The next year's review agéin admires
his painting of Flora Fountain in the Monsoon, For "proving even
greys are colourful colours if handled by a fine painter”.33 It

is said that his painting and his style of applying oil paint with



spontaneous bold, thick, broad patches was so graceful and fasci-
natinéf;he spectators that the young painters and art students
crowded to see his demonstrations of paintings. It is true that
he created éuiteqbonsiderable influence in the field of painting
but how much was it responsible for influencing the minds of the
Indore painters is doubtful. The reason is that the Indore
painters started their career quite earlier than the arrivali of
Langhammer in Bomgay. Both Bendre and Solegaonkar came to lime
light by their brilliant success as they won the important prizes
in Bombay Art Society in 1934 and 1935 while both Amrita Sher
Gil (1937) and Langhammer (1939) entered the sceme slightly later
and so they cannot be given the credit oftgeiﬁg the main source

of inspiration for the rise of Indore style.

While refuting the claim of several personalities for provid-
ing inspiration, we should search for incidents which may have had
some influence on the rise of 2 new style; One such incident

1o have had
which can claimAsome such influence of this sort was the exhibition
held on the Tasmania Steamer which had docked in Bombay around
1931-32.34 Unfortunately the factual evidence i.e. the catalogue
of this exhibition is not available in any collection. But several
painters have admitted that they remember this exhibition quite
well as it made a deep impact on their minds as it included paint-
ings éxecuted in the style quite new to them. We cannot get the
names of the painters whose paintings were exhibited there. But
eblained
by information which-we-getfgrom the painters who have witnessed
have Sone

e
this exhibitioﬁican give-the idea about the style. The paihtings

exhibited were the 'small size water wlours, e xecuted in powerful



and.confidéki broad brush-strokes and exceptionally bright colour
schemes which thrilled the Bombay painteras Severa} paﬁ?ers

in Bombay who saw it (thouggfﬁ$ve beéome old now)iremember it.
still, This itself gives the evidente of its influence on the

minds of the youm’sters in those days.

Another-su%hrexhibition which made a deep impact on the
minds of artists, was the-e%h%ggi%en~held in the Prince of Wales
Museum, Bombay in'1933§5 (Plategbﬁﬂ). The participants were the
members of the Royal British Colonial Society of Artists. The
catalogues of this exhib_ition shows that it included in ali 224
entries (88 oil paintings, 9 bronzes, 46 water c olours, 13 etch-
ings, 3 aichitectural drawings, 2 miniatures and 3 decorations).
These exhibits included very large-size paintings. Even some of
the water colours were very large and were executed on big size
roll-paper. It was for the first time that suc’h huge pure British
water colours were seen by the Bombay public. Principal Gladstone
Soloman of Bombay School was responsible for bringing these exhi-
bits to India.’ He himself also being the member of the society,
exhibited 3 0il paintings including one portrait,3® (of Major-
General Sir Fredrick Hugh Sykes, Governor of Bombay, which was
printed on the first page of tﬁe catalogue), ©One landscape and
one figure-painting. Many of the eXhiﬁifiéﬁiii-%f%?tedaiﬁ
impressionistic style with emphasis on Chisreseuro and the quality
of particular lighting. It was surprising that some Bombay

painters not only still remember several paintings from this

exhibition, but they remember even the names of these painters.



Suzir A powerful impact was created by these exhibitions on the
minds of 'the Bombay painters in those days. Both these exhibitions
definitely claim the credit of providing inspirationtof the youngs-
ters of the Bombay art field. Thls led them one step ahead towards
the impréésionistic stage which was most logical and suitable as
the next step to the academic realism and naturalism. A Pew paintings
from this exhibition were bqnght by Princecof Wsles Museum, Bombay
and the Raja of Aundh State (which are now in the Bhavani Museum
at Aundh). The catalogie of théﬁirst exhibition is not available
but that of the exhibition iﬁ?%rince of Wales Museum is available
mdomdbion regarding - ]
and so gives the idea—about the names of the painters and their
style of painting. These painters included37 Freda, Marston,
(whose painting 'The Fountaint! is in Aundh Museum), Dame Laura
Knight (Dressing for the Ballet}<0ils) which showed a nude female
flgure, a towel lying on the chair with pérfect textdal quality of
the Turkish Towel. She was alsofgxpert in showing the effect of
the texture of the surface of stone in oils), Julius Olsson
(with his sea-scapes in the 'moonlight' Cornish Coast - showed
especially rocks in thé moonlight painted effectiv ely (2) Fresh
morning off the Scilly islands), Herbert A Oliver (with his
garden scenes in 0il) and amongst the water colour painters,
Terrick Williams (Sea-scapes (1) Evening Concarneau, St.Leonard,
Hon. flow with effect of strong sunlipht on the facade of the
Church), Miss Lucy Kemp -'Welch (Bachelors showing cocks sitting
on a branch of a tree, with morming light and pleasant sunny
atmosphere; (2) Breeze and Broad spaces), Moffaf Lindner (Eveninﬁ

on the River Mass). Dame Laura Knight's ("The Looking Glass",
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"Boats at Anchor, Dordrecht"). Several painters had a deep impact
of these paintings on their minds, and still remember Freda Mars-
tents bold pattern of shade and light, Lucy Kemp Welch for her
beautiful paintings of cocks and Laura Knight for her skill in.
showing various textures and free handling of oil paints, Maffat

Lindner for his skill in painting rocks in the moonlight.

Both these exhibitions viz. the one held on the Tasmania
steamer and the other held in the Prince of Wales Museum, Bombay
thus were responsible to provide some inspiration for bold and

spontaneous handling and effect of sunlight in painting.

But with these equally important was the enéironment of
Madhya Pradesh and its geoq;aphical topography, which proved to
be the chief source of insé@ation. The geographical environments
of Madhya Pradesh, especially the region on the bank ofi%iver
Narmada, including Omkareshwar, ﬁandleshwar, Maheéhwar, has
excessively bright sunlight which creates beautiful play of
contrasting patterns of shade and light. This must have influenc-
ed the minds of the young painters of Indore, who were striving

38 Omkareshwar and

to paint the landscapes. Bendre's painting
Solegaonkarts various paintings provide evidence for this. This
influence was strengthened by the artists themselves in the
personal interviews. According to Solegaonkar, té-paint the
effect of bright sunlight was the éhief aim of Indore painters,
and when they were striving to paint the effect of pértlcular
timing, the bold and rapid brushwork and even the simplified

broad patches came as a sheer necessity catching the effect
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of that particular timing.. When one sees actualléfﬁzw bright tﬁe
sunlight of Madhya Pradesh is, one can admit the possibility of
its logical outcome in the art-style developed by the painters in
that region. Similarly the bright colour schemes which were used
by these painters were the result of the visgal impact of the
colourful life of Madhya Pradesh, when we see the fact that not
only the painters like Bendre, Solegaonkar, D.J. Joshi and
Manohar Jbsbi showed these qualities, but even the painters like
Husain and Raza, who belonged to'Madhya Pradesh showed the
fascinating jewel.like brilliancy of colour which reveals

the glory of the Indian sunshine. The only difference was that
the later Indore painters differed in the style, aims and
achievements. The formal treatment also differed altogether

from the group which dominated Bombay art-style in 30's. Thus
the talent of ?he Indore painteri%dzgfir imaginative power, the
influence of the environments andAthe earlier painters together
brought the rise of the new style. Credit should be given to
their struggle to acﬁieveraefinite goal and sincere efforts in
that direction which broughf?imzsigniflcant place in the Bombay
art-field, as the pioneers of *30s. How powerful was the impact
created by this new style is realised in the remark by the critic‘

in the review in 1944.39

"Bendre®s so very effective water
colour technicue has inspired a great number of tPseudo-Bendres
on screen” of the Bombay Art Society's Annual Exhibition.4o The
other review says, "Bendre's gouche manner of nontrasnparent

colours has influenced many - t00 many - other artists.®.
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It may also be stated that after the long period of using
softer colouring and cool effects the time was ripe for the coming
of the new style. Even among the painters of Bombay school there
was a similar tendency, almost parallel toezgigifpeCt established
by Indore School. V.A. Mali for instance -showed hold, broad oblique
patches of thick oil-colours in his paintings, which created a fhe
texture l;izjzvz;t. He painted various characters from contemporary
Bombay life. His *Vasaichi Keli'%l fReady for Dance'*? (which is
now in the Government Museum,'Baroda), You Naughty (showed a Maka-
dwala), and especially *The Beauties'?3 (Plate 42; Fig.No., 95 )
(showed a dark young girl with peacock) were much admired by the
critics. The last painting won for him the gold medal in the annual
exhibition of Bombay Art Society in the year 1945. V.A. Mali, born
at Kolhapur in 1911, had his art education in Bombay in Sir U.J.

School of Art. Being the son of A.A. Mali, a painter who painted

~ mythological subjects in academic realistic style, V.A. Mali

naturally developed a keen interest in painting from his child-
hood. The training in J.J. School of Art provided him expert
knowledge of realistic handling. Mali's earlier paintings were
portraits in realistic style. Afterwards he started painting in
broad oblique patches, with bright colour schemes. His paintings
in this style became particularly well-known. He also painted for .
some time in Indian decorative style. His painting 'toilet! in
Indiah style got gold medal of Calcutta Fine Arts Society's
exhibition. It is now preserved in the Prince of Wales Museum,

Bombay. His portraits of Tilak and Gokhale are in Victoris



Mem@riél at Calcutta. His Indian sty;e Portrait of Sushila was
bought by the Government of India and was presented to the Chinese
Government, Mall won several awards. His *Chinaman at Lunch' won g,
silver medal in Rajaram Ayt Society's exhibition at Kolhapur. His
*Vasaichi Kelit got the trophy awarded by the Art Soclety of India.
Malits paintings in this period alse reflects t;ends similar to

the Indore School. V.R. Amberker's landscapes showed a rapid handl-
ing of phick and boldsbrush strekes which gave a rather sketchy ‘
effect to his paintings44 and the simplicity at the same time. His
painting "The Boats" which won the trophy of the Art Society of
India in the year, is the best example 'of his style. To some e¢xtent
Vimal Bhagwat also trled similar bold treaimgnt with bread and thick
m45 uhich earned the "Times of

India prize™ in the year 1937, is the proper evidence for this.

strekes. Her painting "live or dead

Walter Langhammer®s paintings created a considerable influence. The
spontaneous handling of the oil paint, his wide range of bright
colours and distinctiveness in arranging the forms in painting or
unusual views left a deep impact. The famous critic Rudy Van Leyden
also entered the art field of Bombay in 1936.%¢ His critical writ-
“ings together with the above influences, were of censiderble help
to strengthen the trend expressed by the Indore artists. But as
Rudy Van Leyden played a more significant role in the emergence of
the next group of painters, it will be proper to discuss about the
part played by him, relating to the later period in the next chap-

ter, if.2+ the "Progressive Group" ef artists.



One more art-teacher whose role was significant in training
had an

the students was Mr.Bhand, who started the art Institute at Ujjain

5ub.req\uew )
and then settled at Gwalior.and-started an art-institute-there—also.
The present ‘school of art started by the Government owes much to
Mr.Bhand's work in Gwalior.*’ In Gwalior the Kalakar Mandal
(Cultural Society) was formed{by the members, Rudra Hanji (from
Shantiniketan), Umesh Kumar (who came from Lucknow 8chool and was

student of Asit Kumsr Haldhar), L.Rajput (student of Indore), Bhand

(trained in Bombay School) and Vimalkumar (trained in Bombay School).

Aftei the first group of Indore painters, (Bendre, Solegaonkar,
D.J. Joshi, Manohar Joshi), the younger group including V.D.Agashe,
Chinchalkar, Devysni Jadhav (now Devyani Krishna). Out of these,
V.D. Agashe born in 1937, after his graduation in 1959 joined the
J.J. School of Arts at Bombay and got his Diploma in Painting in
1962. He accomplished several awards including the two M.P.State
Academy Awards (1960-62) and two awards in all India Kalidas Art
Exhibitions (1961-62). He had also several one-man shows, and
also participated in group+shows.- He also was founder member of
Spectrome grogressibe gainters group at Indore. His early paintings
showed the bold treatment and colour¢fulness of Indore. Now his

style has reached after various changes towards abstraction.

As for Devayani Jadhav, she had her art education at the
Indore School of Art. Afterwafds she married the painter Kanwal
Krishna and settled at Delhi. She participated in various
important artsexhibitions held in India as well as abrbad. The

younger generation of Indore painters formed the "Friday Group"



L
in Indore with members as Rahgl BarPte, Khot, Vishnupant Chinchal-
n A

kar, D.J. Joshi and Agashe.
adhened Lo
But though these palnters did hot necessarily :ata%ned-the
atmosphenic I
influence of Chiareseure and broad brushing, they remained by thelr
aind
use of brzght1~pure colour schemes, the colourfulness inherent in

Indore School.

The dominance of Indore School and the impressionistic trend
ended with the coming of the Progressive Group in 1947. The
Progressive Group borrowed the quality of bright colour-schemes and
bold handling of brush strokes from the Indore Schoocl. They went
one step shead by using violent distortions of forms and adding

the social content to it.

[9o0
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