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Uttam Basak

Uttam Basak, who is now a professor of Kala Bhavana's Graphics department, joined there in 1979 as
a student. Considering his year of joining we understand that he spent a very little days with
Somnathda yet he remembers how his few days acquaintance with Somnathda during his life study
class and two particular advices of Somnathda changed his life.

Many students from their school days nourish a desire to go to art college. But in my case the matter
was somewhat difference. | used to draw from my very childhood but absolutely according to my
desires. There were classes in our school but | did not get any interest in it in the art class. Hence
though | was not proficient in drawing and painting but | used to draw depicting in the emotions of
the subject. However, | did not have the study or the practice for getting an admission in the art
college. However, during the days of my drawing as per my style one day | reached Kala Bhavana.
Though | had an indomitable desert to get admitted in Calcutta Government College of Art & Craft.
That did not materialize due to various reasons. Perhaps, that was right for me to enable me to pen
this write up. Maybe that's why | am writing on Uttamda's experiences as a direct disciple of Somnath
Hore.

According to Uttamda-" | never thought in my life that being a student getting and education at Kala
Bhavana would give me the right to enter a vast world of art. When | joined Kala Bhavana, the fame
and name of the institution, not only in our country but also in the foreign land, was sky high.

In new perspective emerged in Kala Bhavana due to earnest efforts of professor Dinkar Koushik. A
bunch of renowned artists joined Kala Bhavana. The congregation of such renowned artists made Kala
Bhavana a non-stoppable chariot. Apart from Somnath Hore, K.G. Subramanyan, Suhas Roy, Ajit
Chakraborty, Sarbari Roychoudhury, Bikash Debnath, Sanat Kar, Lalu Prasad Sahu, and many
renowned artists were the professors of Kala Bhavana. It goes without saying that it is easy to
understand how beneficial such an ambience and opportunity to an art college student. These artists
practiced their own art in the studio of Kala Bhavana along with that of the students. It was a big thing
for the students.

| met Somnath the in-life drawing class when | joined specialization course in print making
department. | never imagined that | would get a class of such great artists. | was yet to come out from
the stiffness of student’s life and naturally | was afraid of teachers. | respected them yet | maintained
a distance from them but all our teachers thought everything very openly and sincerely. Yet between
their vast personality and fame and our little knowledge a gap was always there.



Anyway, the experience | had with Somnathda during my student life is in my life, a new chapter had
begun. The way | was benefited from him is incomparable. | now fully realize that how the instructions
from the learned artist to a novice was correct and important. Now let me come back to the days of
my drawing classes. Our class was a mixture of senior and junior students. Those who had joined
recently specialization in graphic classes were termed as juniors. | miss say that was my first experience
in life drawing. Naturally a stiffness was there. | joined the class with that dilemma and set my easel
at a corner so that none can see my drawing.

Somnathda came to our class once and left. He didn't say anything. In the first day passed. The next
day the classes started. | couldn't manage the drawing of the model and could not understand how to
begin! However, | could not think of showing Somnathda or to take his opinion. | earnestly desired
that let him not to come to the class because my drawing was not worthy to be shown to an artist of
his stature. Anyway, the days went on like this. Suddenly one day he came near to my easel, | felt
chocked. He looked that my drawing and said in a very simple tone-'There is nothing to be afraid of.’
He told me to look firstly the model’s different postures and to feel on which leg it is standing. Then
he asked in a completely different mood-'What do you do in the afternoon?"

| had just joined specialization then, so the old habit was do nothing but stitches and watercolors in
the morning and afternoon. So, | said-' No, | don't anything special in the afternoon- but | don't sleep'.
Somnath da said-'Do one thing, now looked at the model very carefully, study it carefully with your
eyes. At noon this studio is total empty. Sitting on the models table, try to catch the different postures
of the model from your memory. Better do it with pen and ink. Remember you don't have to match
the model's appearance. It is important to know that where lies the gravity of the model’s leg. Try to
catch the different ups and downs of the body with pen and ink.' | listened very carefully and give my
consent to Somnathda because at that time | only did pen and ink while doing landscapes. | thought
that | am not able to do drawing properly with pencil or dry pastel, - how do | handle paint and ink?
After a boundless thought on the subject, | finally bought pen and ink from Hasimda's shop in
Ratanpally.

Once on a scorching heat of summer afternoon |, absolutely alone started my work in vast studio with
pen and ink, board and paper. Though there was a difficulty in the beginning but | managed to draw
one after another drawing. There were, for sure, innumerable mistakes. Since it was pen and ink there
was no scope of correction also.

| continue to do the drawings with lot of hesitation. Somnathda used to come often and | thought he
might have forgotten. But one day he surprised me by asking-'Whether | had started the drawings
with pain and ink?' In reply | said-'Yes | did but | am not feeling satisfied.' He wanted to see my works.
| ran and brought my drawings from Amtola hostel and showed them to him. Somnathda looked at
the drawings very carefully and said-'Though there are some mistakes, yet your able to grasp the
structure. There are mistakes in the proportion, yet you have done it better'. Somnath da's little
encouragement of that day opened up a New Horizon of my life. Later |, along with live drawing started
pen and ink composition also. My pen did not stop, several drawings are done. | discovered a new
technique while doing life drawing with the help of pen and ink. Later in my long artistic life(1979-
2001) this practice pen and ink became an inseparable part of my practice of art. | can still do that
fluently, and for this | am indebted to Somnathda. | cannot resist myself from mentioning another
episode happened at the time.

Somnathda used to draw models different pose and postures with ink filled pen in his small notebook
in our life drawing class and the way he depicted the model’s body in his drawing was worth seeing.



His lines and its spontaneity surprised us. Sometimes he would take a little water on his finger and
created beautiful tones by rubbing the lines. It can be done only if you have excellence power to draw.

Now | shall talk about another type of relationship that existed between me and Somnathda. | was
very thin in my student day but there was no lack of energy. | don't know what Somnathda saw in me!
One day he said- 'Uttam, | am going to take some prints, | need your help'. | was on cloud nine. Am |
to help him in work? Go, | will sure. Somnathda has just started in his new house in Lalbandh. |
according to his words reached his house one day. Somnathda was taking prints wearing an apron
dotted with inks. | jumped to help him. | remember that a print was being taken from the etching done
on copper plate. Prints started coming out when the press was on. Somnathda, slightly bent, was
judging each print minutely. | with great curiosity, maintaining a distance, was looking at the prints.
He suddenly asked me-' What do you feel?' | stammered-' Excellent'. ' Come tomorrow and take a
print when it is dry'- he said. That '‘tomorrow' never came my life! The reason was | had a fear to go to
Somnathda. | could not sum up my courage. However, on later days | was a regular visitor to his house,
Rebadi too enquired about my well-being lovingly. To drink tea there was an everyday affair. Both of
them insisted upon my having afternoon milk and their place. In spite of my genuine desire to be with
Somnathda | felt slightly uncomfortable at Somnathda used to talk very little. The memories of those
days still create a stir in my mind.



Title: - Ramkinkar’s landscape in water colour in the perspective of Indian

landscape painting.

Preface

“Art speaks its own language: It does not consist of words and its contents are
not ideas, but forms and colours which assume the shape of an inner experience.

The language of art is international.”—Stella Kramrisch.

The very name Ramkinkar Baij is well known in the history of Indian art.
Though, more acclaimed as a sculptor Ramkinkar has to his credit a wide range
of numerous paintings and people more or less have little knowledge of this

painter or rather we can say an artist Ramkinkar.

Ramkinkar Baij came to the Indian Art Scenario at a time when a particular
category of revivalism was taking a definitive shape. He was born in (Jugipara)
Bankura district of Wést Bengal in the year 1906 and took his school education
there. His father was Chandicharan Baij and mother Sampurna Devi. He came
to Santiniketan in 1925 and joined Kala Bhavana as a student at the age of
nineteen. It was the posters and the portraits of nationalist leaders he made
during the non-cooperative movement that led to his talent being noticed by the
local nationalists, including Ramananda Chatterjee who brought him to
Santiniketan. In his involvement with nationalism he was closer to Nandalal
than Benode Behari Mukherjee. Again, unlike Benode Behari, he was more
open to the influences of Abanindranath and Nandalal in his early years. During
his pre-Santiniketan years-besides what he did for the Congress-he also did drop
curtains for the local theater, portraits of family and friends, and a few paintings
influenced by popular taste. These were mostly in oils but after coming to

Santiniketan he began to do highly finished wash paintings depicting both









Ramkinkar did not share Nandalal’s and Benode Behari’s enthusiasm for Far
Eastern art-perhaps because it was essentially a painterly tradition. Modern
Western art and pre and post —classical Indian art were his main points of
reference. Knowledge of traditional Indian sculpture and contact with visiting
Western sculptors were decisive in his development as a sculptor. The two
come was Liza Von Pot, an Austrian sculptor. She was followed by Marguerite
Milward and a British sculptor called Bateman. Milward who was a student of
Bourdelle and the most important, incidentally she was also an early admirer of
Rabindranath’s paintings and suggested that he exhibit them in Paris.
Ramkinkar’s assimilation of the Rodinesque tradition is best seen in one of his
early Mithuna images and in Hunter, one of the large reliefs he did on the mud
buildings at Santiniketan called Shyamali. Whenever there has been a period of
transitions a certain kind of reinnovation always takes place. History can tell us
that a single period can never be termed as “Renaissance”. Certain kind of
mindset in a certain period can look at a particular phenomenon of Revivalism
as Renaissance. Logical reasoning and scientific explanations were brought to
this part of the world in a large way by the British occupations. The thought
process in this part of the world was getting layered upon by inconsistent
thinking, bias and the critical reticence to enlighten and explorative thinking,
Thinkers like Raja Rammohan Roy and his contemporary brought about a huge
amount of change which resulted in some radicall thinking amongst the
intellectuals. This perhaps can really be termed as the inception of Renaissance
in Bengal and its adjoining areas. However, in the last three or four decades of

twentieth century Ramkinkar’s revolutionary ~compositions has been

continuously tried to be pushed into oblivion.

a) Re- discovering of Indian techniques and methods as practiced by the
ancient Indian Masters.






Introduction

Background of the Study: Ramkinkar Baij has always attracted a lot of

attention as an artist. The presentations of his works are unique in their own
way. Viewers find that the personal perspective and the context of his own inner
feelings are brought forth in such a way that they seem to carry a dimension of
their own. He is usually known more for his sculptures. That he was a prolific
painter was known to only a few: particularly the enthusiasts and the individuals
who were quite close to him. Today, in the twenty first century, a few more
have come to know about this particular feature. However, an acknowledgement
and a thorough analysis of his works are yet to be done. Sri K G Subramanian in
the eighties of the previous century made a pioneering effort by presenting The
Man and his Woﬂw ‘where he introduced us to his water-colours, his oil-
paintings and the beauty of his numerous sketches and doodles. He particularly
took care to mention about the prolific and wonderful quality of his water-
colours. His close associates had always admired his prolific capacity as a

painter, however, they were known only to a few.

In the previous century, during the thirties and the forties, when Santiniketan
had still been in its nascent stage, emphasis had always been on learning the
basics through direct method. It hardly mattered whether any body was formally
trained or not. Here, individuals were taught to go through the methodology of
visual arts in a wholesome and holistic manner. There was a serious effort with
regards to the necessity of studying about aspects of Bengali culture here and
thus it became a pioneering hub of deliberate revivalism. Rabindranath Tagore
himself had taken the initiative to facilitate and enhance the platform by looking
into the traditional roots. He also tried to bring in the other parallel and allied
elements as well. For example, he had made deliberate attempts to try an imbibe
elements from not only cultures of other Indian communities but from the Far-

East as well. The foundation of this aspect, however, was not based on the




element of deconstructing other platforms. It was more about development and
amplification of the indigenous platform by assimilation and amalgamation
where the characteristic originalities as well as the aspects of synthesis were laid
out in perfect harmony. This blenciing had given Santiniketan, its unique
specification which had continued to enthral the intellectuals as well as the
general mass alike through much of the second half of the twentieth century.
The members of the Ashram community held on to this aspect which had given
them a feeling of solidarity and have always successfully retained it for the
purpose of holding on to this unique specificality that identified the tutelage and
the upbringing of Santiniketan that is so typically of its own (courtesy Sri
Rabindranath Tagore and the others who understood, believed and were
convinced by his revolutionary endeavours). Ramkinkar Baij had taken full
advantage of this aspect and had goné on to produce numerous works of art, be
it sculptures, paintings, sketches, graphics, stage-designs and so on. Even the
conflict within the community, his own conflict with the other members of the
community and his passive resistance regarding the interference of the authority
has been much deliberated upon. Many lament the fact that in their obvious
penchant for overzealousness the bureaucracy had created many difficulties for
him. However, his strong mind and his zeal for work had made him oblivious to
all of this. He had even considered them to be trivial since he believed that his

creations will speak for themselves.

Discussions with eminent art critic and art historian Dr Sovon Som, during the
nineties of the previous century had brought forth the idea of doing a full-
fledged research on Ramkinkar Baij’s works. However, it was still undecided as
to how it should be done and what would be the major areas of its focus.
Finally, a decision was taken to keep the focus on Ramkinkar Baij's water-
colour landscapes because that would bring attention to almost all the

parameters that are considered to be unique in his work.





































In the later Mughal period miniature painting and description of nature are
prominent in Rajasthani and (hilly) Pahari (text) paintings. Even in Rajasthan

landscape paintings there are touches of metaphysics.

The presence of nature is fully felt in Gitagovinda, Baramasya etc. As for
Ragamala painting natural beauty is expressed behind the emotion of the
characters of ‘Bhava’ and ‘Rasa’. The construction of nature is very much rich
in hilly miniature painting, especially in colour applications. Even in 18"
century the Pahari paintings show the purpose was textual and image and text
gets mingled. The pains of writers or poets again and again reveal nature or
image. The seed of this thought is very clear. The culture of nature painting is
only a reference in literature. None can deny the presentation of literary
characteristics in ‘Ritusamhara’, ‘Markandeya Purana’, ‘Bhagbata Purana’, and
‘Vishnu Purana’ etc. Mahamahopadhyay Haraprasad Shastri found in the Royal
Library in Nepal a copy of the ‘Sandhya Purana’ written in the later Gupta
characters of the 6™ or 7™ century A.D. From that it is obvious that the
composition of the ‘Skanda Purana’ must have taken place four or five centuries
earlier than Prof. Wilson’s estimate. Hence it is possible that a corresponding
modification of his estimate regafding the Markandeya Purana should be made,
and that would place it about the 4" century A.D where ideal landscape

paintings have been vividly described.

From chapter no.51 to 57 in the ‘Markandeya Purana’ described the earth and
its continents, especially Jambu-dvipa; and also Mount Meru, first briefly, and
then with full mention of neighbouring forests, lakes and mountains; and the
course of the Ganges in the sky and on the earth. He mentioned the nine
divisions of Bharata, and then dealt with India in detail: naming its seven
mountain ranges and its scattered hills; and its rivers, distinguishing them
according to their sources, in the Himalaya, the Paripatra, the Vindhya, the

Rksa, the Sahya, the Malaya, the Mahendra, and the Suktim at ranges. He

| A















He has done a lot of water colour landscapes whenever he visited any place. It
was like an everyday diary mentioning of his. If we see very minutely then it
can be revealed out that most of the time he did those landscape paintings in
tempera medium. Some of his landscapes were done in pure water colour

technique.

Benode Behari Mukherjee - In the books entitled ‘Chitrakar’ Benode Behari
Mukherjee (1904-1980) written about himself- My objectives have always been
around an artist’s ultimate’s-have sought to know myself, and in the process
unfold it to others, never forgetting that I am just one amongst the many. A
person with an unflinching individuality, Benode Behari, in the Words of
Prithwish Neogy (an art-historian and a former student of Kala Bhavan of
Santiniketan), was independent almost to the point of being lonely. A self reliant
artist, he generally kept to himself staying away from limelight, and quietly
committed himself to the multiple roles of an uncompromising artist, a

resourceful and dedicated teacher and a discerning writer on art.

While Benode Behari’s significance needs to be reappraised in the larger
context of modern Indian art, Santiniketan as a specific context, as his alma
mater played an undeniable role in shaping his artistic aim and ideas. In
Santiniketan he came in touch with great personalities like Rabindranath Tagore
and found a remarkable teacher in Nandalal Bose. Moreover, the educational
environment of Santiniketan and Kala Bhavan in particular was conducive to
his eclectic bent of mind, providing with a wide range of inter-disciplinary
experiences and cross cultural exposures. All these factors in combination
contributed to the development of his sharp and insightful perception. But what
perhaps influenced him most was the rustic, irresistible nature around.
Reminiscing later in his widely acclaimed literary masterpiece, ‘Chitrakar’
(1979), Benode Behari wondered who his real teacher was. Giving due respect

to Nandalal Bose, and the library, he finally admitted that the stark and arid
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of fantastic shapes and the approach of heavy rain clouds of the Indian
monsoon.Sometimes in very diminutive pictures, hardly larger than match-box,

at which he worked with infinite patience to secure microscopic tone values.
Chapter:-4
Review of landscape paintings in Indian context:-

John Deschampa, William Parker, Olinto Ghilardi, M.V Dhurandhar, Ambika
Dhurandhar, B.C.Sanyal, H.A.Gade, Thakur Singh, N.S.Bendre, S.H.Raza,
K.K.Hebbar, D.C Joglekar, Shivax Chadda, P.N.Mago, Kanwal Krishna,
Devyani Krishna, Harkrishanlal, K.C.S.Paniker, R.N Pasricha, G.R. Santosh,
Jehangir Sabavala, Ramkumar, Akbar Padamsee, Paramjit Singh, etc.

Chapter:-5 Ramkinkar’s Style: Specific Features

K.G.Subramanyan' mentioned in his article entitled “The Man and His Work”
which was published in Lalit Kala Contemporary Vol. No.30. “....But when we
came to Santiniketan we found three artists who did, of whom through and
through without the least sense of affection. Everything he saw excited him and
he was constantly giving chase to that excitement. It was a great education to
watch him work or go sketching with him as some of us did, across the Khoai in
the noon day sun. For a young initiate like me, who had spent his childhood
days in Kerala, then landscape of Santiniketan seemed terribly bare. Where in
such a landscape could one find anything to paint? I used to wonder. (Then I

found one could.)”‘

According to the different available sources it has proved that these outings of
his resulted in stacks and stacks of drawings. And this was almost a daily
routine life of Ramkinkar Baij. (During the four years of time span courses of
Kala Bhavana each and every student knew him closely he should have

produced water-colour drawings or landscapes at the average of one a day.
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There were alreédy heaps of drawings done in the earlier years like 1930’s, 40’s
and 1950’s. According to the different available sources (like the taken
interview of 1947 batch Mr. Dinanath Bhargava of Indore and 1955 batches Mr.
Shyamsundar Pattanayek of Orissa) that he (Ramkinkar) kept this rate of
productivity till the mid sixties. Even when he went outside Santiniketan on
short trips and holidays he brought back piles of drawings and water colour
Jandscapes — from Nepal, from Kathmandu, from Shillong, from Cherrapunji,
from Rajgir, from Bhimband, from Baijnath, from Kulu, Manali, from Bokaro,
Gaya or Puri. These were like his everyday written pages diary; in them he
recorded his impulses, adumbrated his future interests, analyzed and
reconsidered a work in progress. Only a few of these can be seen together today.
Most of them have got dispersed though the years, having been gifted or sold
away. If they could all be brought together they will, by themselves, form an

impressive corpus of work.

Ramkinkar’s landscaf)es are generally water colour studies of the open and
undulating Birbhum terrain. Here again his use of water colour is
unconventional. When he sat down with his sketchpad before any of the
Jandscape each common spot underwent a change. Each little detail came to
throbbing life. The modest trees bristled up with a primitive vigour and the
foliage took on a new sheen and vivacity. The sky played hide and seek with the
barren earth, new zooming forward with a patch of blue, now going into hiding
under a veil of grey. The seasonal nuances came out with great authenticity.
With his company the students saw nature in a new light. His conversation
enriched the experience. His rather picturesque observations about art and life,
about the creative process, its excitement and frustrations, came as eye-openers

to us. Through them he outlined to us a philosophy of life that was as individual

as it was elevating.
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every of his paintings we find a movement of small masses. We indulge the
present works as fake when we find the mass movement is absent i.e. the mass
remains static. The chief characteristic of his work emphasis on diagonal
movement. Even a diagonal movement is observable in the images. The depth
of all landscapes is shown through diagonals. There are diagonal movements in
the compositions of Turner and Constable. Besides we find that in cases of
straight and angular linear movements. Sometimes in Ramkinkar’s work there

are loop movements.

d) Mode & Methods of the process of colour application
Ramkinkar simply tried to express the emotional response through his works of
what he saw. Though his works always contain compactness and it was brought
about consciously or unconsciously. We find the use of easily accessible colours
of nature in Ramkinkar’s water colour landscapes. It may be firmly said that no
enforced or mental colour was used by Ramkinkar. If it were so, then
Ramkinkar’s paintings/pictures would show the colours of poetic feeling or its
touch as in Rabindranath who once said—*The emerald became green through
the colours of my consciousness and ruby turned red’. But no such matters are

observed in the works of Ramkinkar
. Chapter:-7
a)Ramkinkar Vis a Vis Gopal Ghose and Sailoz Mookherjea:-

Gopal Ghose-

Although Ramkinkar has in some of his landscapes grasped mood but what
becomes conspicuous in his works was chiefly rhythm and consciousness. In
Gopal Ghose’s landscapes though mood is paramount he never clung to mood

only for form. In his landscapes Ghose had a tendency to tell stories which
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Ramkinkar never indulged in. Ramkinkar used to classify his water colours in

the category of forms and shapes.
SAILOZ MOOKHERIJEA

Sailoz Mookherjea is a painter who spans the transition from the past to the
present. His work seen against the art environment that dominated the Indian
scene before independence and the modern phases of art that arose after it,

defines his role. He was a bridge, a connecting link and a mediator, his art

partakes of and unites the old and the new.

Sailoz had many characteristics associated with Bengal School and nineteenth
century romanticism. His paintings have firstly, a clear subject matter, generally
the kind of subject which was considered “artistic”’; women at leisure, pastoral

idylls, landscapes with ruins and so on.

b) A critical enquiry into Ramkinkar’s Visual vocabulary/language

Ramkinkar’s rebellion was against himself; he renewed himself constantly. His
energy, perception, education and thinking thrived on questioning existing
structures, both within himself and beyond. He was not unaware of the
modernist experiments happening in Europe and elsewhere. He imbibed the
spirit of all, neither discarding anything nor preaching to his students to reject
the traditions of Santiniketan. On the contrary, he evolved as an artist, and
created works that stylistically opposed the fundamental styles, rules and

philosophy of expression of traditional work.

Conclusion:-

Every individual has his’/her own sense of appreciation and tastes which are
obviously differ from person to person. Ramkinkar Baij was an exceptional
personality with his strong individual sense of originality which we have found

in every sphere of his life and works. His every breadth absorbed the arena of
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