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PRELUDE

I

-

It featured on the cover of the exhibition catalogue 
-

name scarcely found in any contemporary index or 

-
tance of rediscovering the many artists like Shaha 

-
tral to understanding the plural histories of modern 

As the painting entered the collection of Aakriti Art 

-

-

record from the artist’s lifetime that names him and 

No other references to Ananda Mohan Shaha or this 

in the works of scholars like Kamal Sarkar or Krishna 

-
production in the Academy’s 1920 journal that allows 

believed in the role that institutions must play in re-

not only to conserve this remarkable painting but 
to participate in a process of scholarly recovery that 
restores the dignity of authorship to an artist whose 
only known surviving work had nearly vanished 

-
va is not just a rediscovered canvas—it is a re-entry 
point into a forgotten discourse of academic realism 

-

-



he recent reattribution of Ashru-Kumva (1918) to 

-

European-style realism alongside the more familiar 

of a seated woman holding a brass vessel (the kum-

-
tle and restrained naturalism exemplify an aesthetic 

-

-

-
-

Oriental Art) promoted an aesthetic of wash painting 
-

Hemendranath Mazumdar
‘Woman in Moonlight’ 
Oil on Canvas, 1930s 

8

-
-
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provided a platform for realistic portraits and genre 
-

va was reproduced in the October 1920 issue of the 

-

-

-
-

curacy suggest that Shaha may have studied at the 

-

-
-

of an Indian woman in melancholic thought makes 

-
ru-Kumva is currently the only signed painting of 

-
-

cation record make it a unique case in Indian art ar-

factors that together render it a landmark rediscov-
-

the painting’s inscription and its appearance in the 

of Ashru-Kumva illuminates “the career of an other-

investigative path and the art-historical framework 

than just a newly found artwork; it is “a rediscovered 
-
-

-
va and its creator within the larger landscape of early 



marked a critical juncture in the evolution of Indian 

-
inate the cultural discourse with its revivalist idiom 

-

education introduced through colonial institutions 

 

Atul Bose, 
‘Nude’

Hemendranath Mazumdar

10

this school had trained several artists in Western ac-
-
-
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practitioners who adhered to realism and Europe-

-

-

-

-

opposition to Indian subject matter but rather sought 

-
tion—rendered with depth and  dramatic lighting—

Jamini Roy

own institutional presence to balance the dominance 
of the Indian Society of Oriental Art and its journal 

of works from artists working in the academic tradi-

Although the Indian Academy of Art journal ran for 

-
fers a snapshot of an alternative trajectory in Indian 

-

-
scores the need to re-evaluate academic realism not 

-
ment that shaped its own visual language through 
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Hemendranath Mazumdar   

Hemendranath Mazumdar   
Watercolour & Gouache on Paper

Hemendranath Mazumdar   
‘Lady’    
Oil & Watercolor on Card 
21 1/8 x 14 ¼ in           

Hemendranath Mazumdar   
‘Shilpi’    

Hemendranath Mazumdar   
‘Smriti’ 

Jamini Prakash Gangooly
‘Yaksha’ 

 

S.A. Mirja
‘Godhuli-Sandhyay’  

Hemendranath Mazumdar
‘Aradhana’ 

Ranada Charan Ukil
‘At The Strain of The Flute’ 
Watercolour and Wash on Paper



Jogesh Chandra Seal 
‘The Bird Seller’    

Atul Bose, 
‘Lady Ranu Mookerjee’
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Hare Krishna Saha   

B.C. Law
‘Portrait of the Maharaja of Patiala’

Atul Bose, 
‘Female Figure’

B.C. Law 
‘Seated Young Woman with a Water Pot’
Oil on Canvas

Atul Bose, 
‘A Life Study’

Atul Bose 
‘Cry from The Ruins’

B.C. Law
‘Sapuria’
Watercolour



B.C. Law
‘Tarunir Laj’

14
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A
-

-
ited reconstruction of the artist’s identity and artistic 

periodicals that attempted to showcase academically 

was illustrated with works by contemporaries such 

-
temporaneous publication that links the painting 

-

Atul Bose 
‘Female Figure’

While later research yielded speculative mentions 
of artists with similar names in other institutional 
records—including catalogs from the Indian Society 
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National Gallery of Modern Art—none of these could 
-

The Painting as Biography

-
ru-Kumva itself offers a glimpse into Shaha’s sensi-

-
-

ette are characteristic of the academic realist tradition 
then prevalent among graduates of the Government 

-

holding a brass urn—reveals a leaning toward emo-

-

aligning him with the academic realists of the period 

Known Work and Attribution

-
viving signed and published work by Ananda Mohan 

corner and was rediscovered in the 21st century in 

during which the signature was uncovered and au-

-

-
er paintings or references bearing the same name or 
stylistic markers have been found in museum collec-

-
-

bility and the importance of art historiography—how 
a name can vanish from collective memory despite 

-

-

give the artist his rightful place in the unfolding nar-



A
signed and published work by Ananda Mohan Sha-

painting has been documented in the 1920 Puja Num-
-

this singular painting allows for a rich stylistic and 

Visual Description

-

-

sheen demonstrates a high degree of control over oil 

-

highlights that contrast with the earthier tones of her 

trained in life drawing and European techniques of 
-

Unlike the mythic or allegorical subjects favored 

Ashru-Kumva belongs to a different artistic vocabu-

-

of realist painters who chose to depict psychological 

18
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Ananda Mohan Shaha
‘Ashru-Kumva’



Iconographic Interpretation

brass vessel in the woman’s hand likely carries sym-

B.C. Law
‘Neer-Hara’

20

-

tears is often associated with spiritual longing and 

-

-

familiarity with emotional immediacy—a hallmark 

-

-

Ashru-Kumva is a deeply personal and stylistically 

of a solitary woman bearing private grief with quiet 

As the only authenticated work by Ananda Mohan 

object—bearing within its surface not only pigment 

and the signature of an artist who deserves to be re-
-

sion to our understanding of academic realism in 
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he rediscovery of Ashru-Kumva by Ananda Mo-

the systemic erasure of artists who fell outside the 

-
-

cially academic painters working between 1900 and 

-

how tenuous and incomplete our historical records 
-

-
-

Why Artists Disappear

Artists like Shaha vanish from view for many rea-
-

-
-

-

-

many such cases where artworks reside in collections 
-

The Role of Restoration and Research

not merely conceal colors and brushwork; it obscured 
-
-
-
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-

-
es to Shaha have been authenticated beyond the 1920 

The Broader Imperative

Ashru-Kumva’s rediscovery also reveals how many 
gaps remain in our knowledge of early 20th-century 

-

who contributed to the visual culture of their time 

-
-
-

-
-

-

-

-

Ananda Mohan Shaha’s Ashru-Kumva is more than 

shows how an artist once written out of history can 

And it shows how each such rediscovery is not an 



he rediscovery of Ananda Mohan Shaha’s Ash-
ru-Kumva was not only an art-historical break-
through but also a model of collaborative conser-

through a sequence of deliberate conservation proce-
dures and scholarly investigation that Ashru-Kumva 

Acquisition and Provenance

-

-
hi as part of Aakriti Art Gallery’s major curatorial 

-

prominently displayed on the cover of the exhibition 

for restoration to the Kolkata Centre for Creativity 

India’s few private institutions dedicated to profes-

The Restoration Process at KCC 
Conservation Lab (KCCCL)

-
-

markings that hinted at a possible signature beneath 

KCC Conservation Lab (KCCCL) conservators initi-
ated a multi-phase cleaning and consolidation pro-

-

-
-

olution images and conservation reports preserved at 

-

-
-

-

-

culminated in the discovery of the Indian Academy 

24
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-

was a black-and-white reproduction of Ashru-Kum-
va—identical in composition to the painting under 

-

-

that the physical painting matched the printed ver-

No other artworks or records by Shaha have since 

one printed—provided the gold standard in art attri-

Institutional Roles and Scholarly 
Collaboration

-

-
tion Lab (KCCCL) provided expert conservation and 

transforms Ashru-Kumva from an anonymous ar-
-

-

research can rescue not only a painting but a paint-

Ananda Mohan Shaha’s only known surviving signed 
work now re-enters the canon—not as a fragment of 

-

-
-
-

searchers can play in reshaping our understanding of 



Close ups of the painted layers showing different types of 
alterations on the surface and structural deterioration signs

Raking light image of the artwork

Application of facing and preparing for the lining

Signature of artist discovered 
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Lining of the canvas

Removal of the facing

Chromatic reintegration is underway After treatment image



A Cultural Snapshot in Print

scholarly publication—evident in its multi-genre con-
-

-

in conversation with traditional and contemporary 
-

An Archive of Visual Modernism

twenty-one works by artists from diverse regions and 

constitutes an important but largely forgotten node 

stands distinct from other contemporaneous journals 
such as Rupam or Modern Review by its brief yet 
ambitious attempt to bring together both literary and 
artistic contributors into a single visual and textual 

by Upendra Nath Roy and published by Ajit Kumar 

Rupam

28
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the evolving modernist vocabulary in Indian art—a 
vocabulary rooted in realism and narrative symbol-

Rediscovering 
Ashru-Kumva
by Ananda Mohan Shaha

least from the perspective of this present volume—is 
the reproduction and commentary on a painting ti-

-

-

pose marked by subtle theatricality and subdued 

-
-
-

-
-

val proof of Ananda Mohan Shaha’s presence within 
the illustrated art landscape of early twentieth-centu-

-
alogues and institutional bibliographies only height-

earliest known publication of Shaha’s work and lends 
historical credibility to his inclusion within the canon 

Value of the Facsimile Today

Presented here are high-resolution facsimile images 

-

into an early Indian art publication that preserved 
-
-

-

open avenues for future research into its contributors 
and inspire renewed critical attention toward over-



-
emy of Art is the only surviving contemporaneous 
publication that attributes the painting Ashru-Kum-

attribution of the painting—despite the discovery 
of the signature—could not have been securely con-

from the journal that survive today in partial but leg-

featuring Ashru-Kumva and the short note beneath 

-

About the Journal

Academy’s journal aimed to promote academically 

issued to coincide with the Durga Puja festivities of 

-

snapshot of the diversity of Indian realist practice 

Ashru-Kumva in Print

-

Ashru-Kumva

Oil on canvas

-

-

from the period have yet surfaced that mention or 

journal page remains the only authenticated public 
record of his participation in India’s art world of the 

Preservation and Historical Value

Only partial copies of the 1920 Puja Number have 
-

While some pages from the original are missing or 
-

duction of Ashru-Kumva—retain their typographic 

-
-

would have remained a name uncovered in a signa-
-
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for authentication purposes but to give readers and researchers direct access to the visual 

the recovery of Ashru-Kumva from a circumstantial narrative into a documented redis-
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he practice of academic realism in early twenti-
-

the broader histories of the Government School of 

-

1

-
-

cise lens through which to understand the artistic 

Variation was neither duplication nor mechanical 
routine; it functioned as a mode of thinking and look-

-

2 Each 

3 Pastel and tempera studies allowed 

did the artist execute a large oil painting intended for 

draped women exemplify this method with particu-
4 A typical sequence begins with a modest 

-
ure and the behaviour of wet cloth are explored with 

-

-

sensuous qualities while retaining the composition-

-
calibrated posture and redistributed light to achieve 

whose portraits progressed from incisive graphite 
-

-

-

84



Hemendranath Mazumdar  
‘After the Bath’ 

Hemendranath Mazumdar   

85
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-
tic spaces—while responding to cultural expectations 

-
-

a theme across media was not excessive but a pur-

6 Instead of adopt-

the contextual modernism later associated with San-

-
alists transformed the studio into a site of continual 

-
-

ernism founded not on abrupt innovation but on con-

-
7
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scholarly interest in the realist tradition.
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Hemendranath Mazumdar   

87



-
-

crystallised around the pedagogical and aesthetic 

-
an naturalism but indigenised it—infusing realism 

Ranada Prasad Gupta -

much of it conducted in open-air tents on the Cal-

-

domesticity—all became material for this school’s 

At the heart of this tradition was Bhabani Charan 
Law -

-

Government School in protest against colonial de-
mands to decorate triumphal arches for King George 
V’s visit—a symbolic act of resistance that led them 

-

-

-

-
-

-

88
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B.C. Law
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B.C. Law



If Law embodied the sensuous restraint of draped re-
Hemendranath Mazumdar -

-
alism with vernacular domesticity in a way that made 

-
ly disseminated through prints and were often mis-

-

art education through his leadership in the Academy 

-

Atul Bose

Atul Bose  
‘Female Figure’

Hemendranath Mazumdar   
‘Village Beauty’

92



-
-

cal draughtsmanship and compositional clarity to 
portraits of national leaders such as Rabindranath 

-

his early work as a painter rooted in Jubilee’s ethos 
-

-

Jogesh Chandra Seal -

his works as remarkable for their handling of posture 

-
-

cholic repose—suggestive of emotional defeat with-

-

works offer insight into the introspective dimensions 
of draped realism—where light becomes an index of 

Jogesh Chandra Seal  Jogesh Chandra Seal

1919  

93



Fanindra Nath Bose -

merged anatomical accuracy with Indian narrative 

-
umented in art-historical reviews and were praised 

three dimensions—maintaining Jubilee’s commit-

-

acknowledge the divergent trajectory of Jamini Roy 

-
-
-

Jamini Roy    
‘Santhal Lady’     

Fanindra Nath Bose  
‘The Snake Charmer’ 

94



Basanta Kumar Ganguly exhibited regularly in early 

Satish Sinha    
Oil on Canvas    

Basanta Kumar Ganguly    
‘Three Sisters’     

Satish Chandra Sinha 

(active 1920s) focused on ornate interiors with shad-

Ananda Mohan Shaha un-

in 1920 and reattribut¬ed by Aakriti Art Gallery in 
-

-

-

-

-
eage concluded just as new modernist and nationalist 

-

the contribution of these artists—Law’s poised wom-
-

-
-

95
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CHRONOLOGY OF BENGAL’S 
ACADEMIC REALISM

1854 / 1864: 
Establishment of Calcutta art school (School of In-
dustrial Art, 1854; renamed Government School 

-
al  framework for academic art pedagogy in Bengal. 
 
1886–1905: 
Italian academic painter Olinto Ghilardi serves on the 
Calcutta art school faculty. His European realist training 
directly shapes the technique of an entire generation, in-
cluding early lessons imparted to Abanindranath Tagore. 
 
1880s–1890s:
Circulation of Raja Ravi Varma’s mythologi-
cal paintings and oleographs popularises draped fe-

and early realists adopt this visual vocabulary. 

c.1897: 
Abanindranath Tagore receives European academ-
ic instruction at the Government School of Art. In the 
same year, Jubilee Art Academy is founded by Ran-
adaprasad Gupta as a pro-realist institution resist-
ing the Orientalist reforms introduced by E.B. Havell. 
 
1907:
Formation of the Indian Society of Oriental Art (ISOA) 
consolidates the modern nationalist aesthetic of the Bengal 
School.  

1910–1915:
Hemendranath Mazumdar joins the Government School 
(1910) and soon shifts to Jubilee Art School (1911–15). 
Atul Bose and other young artists also train at Jubi-

 

1911:
The Delhi Coronation Durbar commissions and roy-
al ceremonial decorations in Calcutta involve Jubi-
lee-trained realists, with Hemendranath Mazumdar 
painting the welcoming gates. The event marks a mo-
ment of heightened tension between realist students 
and the Government School’s evolving pedagogy. 

1915–1919:
A realist network forms around Jubilee, culminat-
ing in a desire for a new exhibiting platform inde-
pendent of both the Government School and ISOA. 
 
1919:
Founding of the Indian Academy of Art (later also 
called the Indian Academy of Fine Art, Calcutta) by 
Hemendranath Mazumdar, Jogeshchandra Seal, Jami-
ni Roy, and Atul Bose. The Academy becomes the prin-
cipal institutional home for Bengal’s academic realists. 
 
1920:
The Academy’s illustrated periodical publishes its Puja 

1918 work by Ananda Mohan Shaha—marking one of the 
earliest known realist plates outside the Bengal School canon. 
 
Early–Mid 1920s:
Through Academy exhibitions and the Society of 
Fine Arts, realist oil painters gain prominence. 
Bathers, draped women, and meticulously ren-

 
 
1921 onwards:
Establishment of Shilpi, a major art periodical associated 
with Hemendranath Mazumdar and the Academy. Shil-
pi becomes the primary textual platform consolidating 
the realist movement during the late 1920s and 1930s. 
 
1930s:

-
ni Charan Law, even as Santiniketan’s contextu-
al modernism under Nandalal Bose emerges as the 
dominant critical narrative in Bengal’s art world. 
 
1935–1940:

-
ly; the aesthetic and ideological authority of Santiniketan 
and ISOA reshapes the canon of Indian modern art. 
 
Post-1940s:
Academic realism becomes marginal in standard histories 
until its gradual revival by art historians (e.g., Partha Mit-
ter) and contemporary exhibitions. A key moment in this 
renaissance is the rediscovery and publication of Anan-
da Mohan Shaha’s Ashru-Kumva by Aakriti Art Gallery 
(2023).
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A -
-

ru-Kumva seemed to depict a softly seductive sub-

Reclaiming Ananda Mohan Shaha’s 
Lost Masterpiece

Uma Nair

Charisma and Elusiveness

-

-
yanam (South Indian bridal waist belt) is a stunning 

-
trait and tells us she is a lady of rank—an essential 
accessory for brides and women who loved classic 

Part of the attraction lies in the unassuming subject 

Fictional as well as Realist Fantasy

-

way that we imagine his subject as a woman of grace 

Perhaps the most convincing interpretation is that 
Shaha painted her as a retelling of a sublime story 

99



-

the traditions of Indian Mughal portraiture where 

serves not merely as an individual but as a universal 

Soft-Angled Seduction

of s

ultimately derives not just from what is depicted but 

Shaha has a surety of touch—his brush loaded with 
-

-

precise facial lines and the gentle waves of her hair 

accrues to a sense of dignity and poetry rather than 

A Portrait of Solitude

-
-

gle-subject focus align it with the Romantic ideals 

-

painting—then exhibited anonymously—captivated 

place in the canon of Indian art—a testament to beau-

100



Mrinal Ghosh

During the hundred years that elapsed between the 
-

-

wrote in his Economic History of India: “So great an 
economic drain out of resources of a land would im-

reduced to a land of famines very frequent and more 
widespread and more fatal than any nation before in 

-
tors that helped to develop industrial revolution in 

Cornwallis in 1793 created a brand of landlords or 

Like the English aristocracy many of them were in-

-
tisements came up in newspapers where interested 

-

desire to teach drawing and painting to interested 

-

-
-

-

-

-
-

Colsworthy Grant took drawing class for two days in 

the sophisticated people and the necessity felt by the 

101



noted artist was assigned the responsibility to teach 

were 45 students in clay modelling and 45 in paint-

removed from that site to the building of Motilal Seal 
at Calooto -

-
ly Peel scholarship of Rs 8/- each out of its interest 

Mutiny in 1857 the Govt monthly grant was reduced 

-
-
-

committee requested the Govt either to increase the 

came to Calcutta and took over the charge on 29 June 

and supervision of the Director of Public Instruc-

-

In 1876 an Art Gallery was introduced to the school 
by the cordial support of   the Viceroy Lord North-

-

annual grant of Rs 10000/- to purchase art objects 

-

art gallery added to the fame and popularity of the 

a site on Chowringhee Road adjacent to Indian Mu-
-

-

-

the mode of teaching here was based on the academic 
-

tem was questioned and new indigenous trend was 

coming here he served at the Madras School of Art as 
-

instituted a far reaching effect in the development of 

-

-

-

102



there could be no art education unless it was based on 

oriental division all students were to be instructed in 

-

Ranadaprasad Gupta (1870-1927) was the leader of 

Ranada Prasad Gupta 
‘A Nude Study’    
Watercolour on Paper Pasted on Cardboard  
1900

-
-
-

In chronological order Indian School of Art was the 

their practice it turned to be a major form of expres-
sion in the development of modernity of the art of 

-
demic naturalism was the only mode of expression 

century an indigenous form of expression emerged 
known as ‘neo-Indian school’ pioneered by Abanin-

-
-

enhanced the strength and glory of our artistic heri-

-
-

the journal ‘Indian Academy of Arts’ in 1920 has been 
found out that reveals his very sensitive adroitness 

-
ture of a beautiful young lady he connected contem-

skill and sensitivity goes parallel to that of -
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Annada Prasad Bagchi
‘Woman with Lamp’ 

dranath 

We may now remember some of the academic natu-
-

into his artistic achievement due to the fact that he 
was one of the most successful painters during 19th 
century in naturalistic style and he extended great 

 
-

ticing in academic naturalist style Annada Prasad 

Bagchi (1849-1905) was one of the early generation 
-

-

fame for illustration of the famous book The Antiqui-
ties of  Orissa

Shyamacharn Srimani (?-1875) was a student of 
-

of painting he was more famous for his contribu-
-

Sukumar Shilp-
er Utpatti O Aryajatir Shilpachaturi

Bamapada Banerjee (1851-1932) was born in the vil-

-

painting to Pramathalal Mitra and learnt restoration 

for his paintings done on  mythological themes in ac-

Shashikumar Hesh (1869-?) was born in the 

took his initial school education from  Maimansing-

education to take a job of teaching in village primary 
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-

to leave his job to get admitted to the Government 

Vice Principal of art school and was trained in Royal 
-

Jamini Prakash Gangooly -
-

-

-
-

Bamapada Banerjee
‘Vishnu as Seshashayee with Seshnag in the form of OM)’ 

Shashi Hesh 
‘Female Nude’

dranath he also had his initial training in painting un-
der Olinto Ghilardi (1849-1930) and Charles Palmer 

-

-

-
heartedly accepted academic style as the means of his 

Bhabani Charan Law (1880-1946) assimilated nat-

from portrait and landscape painting in water colour 
-
-

-
-
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Hemendranath Mazumdar 
‘Woman with Pitcher’

                  

Many painters trained in ‘Jubilee Art Academy’ at-
tained fame as celebrated artists between 1920-s and 

-

(1886-1956) and Prahlad Chandra Karmakar (1900-
-

Among the renowned sculptors of naturalist school 

-

Debiprasad Roychowdhury 

-
ists of 1940s tried to avoid  academic naturalism as 

-
similate the Western modernist development from 

Cubism etc along with the indigenous popular idi-

and later generations based their expression of rebel-

towards various kinds of fantasy through assimila-

-

how naturalist practice is still working to the root of 

Now let us look back again towards 19th and early 
20th century to have some idea of how various art-

In this context some information is available in the 
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-

and Girish Chandra Chatterjee were listed among the 

of Government Art School in January 1879 partici-

-
-

-

up from sophisticated families and were trained in 
-

-

-

-

-

of printing and commercial art there were Kalidas 
-

-
-

-

Next comes illustrations in periodicals and literary 
-

-
-

-
ter discussed in details on this aspect in his book ‘Art 

Upendrakishore Roychowdhury (1863-1915) was a 

-

-

-

107



he rediscovery of Ashru-Kumva by Ananda Mo-
han Shaha has drawn renewed attention to a genre 
of academic realist painting in India that centered 

-
mary site for the development of this motif—largely 

M.V. Dhurandhar
‘Girl Carrying a Matka’

Raja Ravi Varma 
‘Mohini’

his peers—the theme had broader resonance across 
Indian academic painting circles in the late 19th and 

-
tif within a wider art historical framework by tracing 
its appearance in the works of academic painters be-
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-

graduate and later 
principal of the Sir 

-
came widely known 
for his depictions of 
women in a variety 
of roles and environ-

oeuvre—spanning 
academic canvas-

early cinematic post-
ers—demonstrated a 
consistent engage           

                                                         ment with feminine 

-
-

pretations of Mohini as a seductress cloaked in trans-

reviewer remarked that the popular image of Mohini 
“with her diaphanous white sari and lustrous black 

template against which others like Dhurandhar were 

and illustrations—particularly those featuring wom-

M.V. Dhurandhar
‘Mohini Bhasmasura - II’
Oil on Canvas                 

Atul Bose 

employing the wet sari as a vehicle for both realism 

Indian Academy of Art and a painter known pri-
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Jogesh Chander Seal     
‘Lady Lighting a Diya’     
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-

seated alone with a brass pitcher—her posture down-

“Urn of 
Tears,” and the overall mood of the painting suggest 

-

within the academic realist tradition of early 20th-cen-
-

ha have been documented in institutional or private 

of Indian artists who adopted European realist tech-

-
-

-
endar art industry—that included bathing scenes or 

-

the legacy initiated by Varma and adapted by aca-

-

revealing and concealing—allowing the artist to ex-

-
cisely this fusion that enabled Indian academic paint-
ers to craft a visual language that was technically on 
par with European art but unmistakably rooted in 

offers a critical reminder of the gaps and silences 

lesser-known contributors such as Shaha represent 

artistic achievement but as a conduit through which 
the broader contours of Indian academic realism—
across geography and generations—can be more ful-
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he painting Ashru-Kumva
Ananda Mohan Shaha and published shortly there-

-

-

Kunjavan where Radha waited 
for Krishna?  What emerges is not a scene of narrative 

shaped by a long lineage of poetic and painterly con-
ventions that suddenly became relevant in the larger 

through overt drama but through the slow saturation 

cannot help but recall Dürer’s Melencolia I in this con-
text—not for its visual parallels but for its existential 

-
-

-

Soujit Das

Arya Kumar Chowdhury
‘Woman with a Pitcher Hand’  
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Albrecht Dürer    
‘Melancholia - I’    

Engraving     
1514

holds a water pitcher—at once banal but at closer ob-

-

this image less as a romantic token than as a vessel 

classical motif found in treatises such as the -
tra  or Rasikapriya

-

-

Ashru-Kumva -

-
ed eyes and slumped posture creates a quiet dialogue 

makes visible an emotion that is deeply internal yet 

-
onist’s refusal to meet the viewer’s eye seals off her 

sensuality of her body and the emotional opacity of 

-
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-

shared across distance by the viewer’s quiet recogni-

in longing but a meditation on the aesthetic condition 

-

-

As one views Ashru-Kumva -
ed to engage with the melancholy condition of art it-
self—its capacity to carry forward the emotional sedi-

-

this erosion lies the strange power of melancholia as 

Frederick William Alexander   
‘Bengali Woman in White Sari 

Descending from a Steps of a Well’
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Ananda Mohan Shaha

Debdutta Gupta

An

been reintroduced to the scholarly canon through 
his signed oil painting Ashru-Kumva

-
-

positional clarity suggests instruction in European 

-

-

-

-

-

Shaha and his realist colleagues embraced European 
-

ing that realism could convey cultural authenticity 
-
-

-
-

-
dian Society of Oriental Art and its journal Rupam 

Art Journal provided a platform for realist artists 

Ashru-Kumva was published in 
the journal’s 1920 Puja annual alongside paintings by 

-
-

er-movement that asserted academic realism as a le-
gitimate mode of Indian artistic expression (Aakriti 

Visual Analysis of Ashru-Kumva: Tech-
nique and Iconography

Ashru-Kumva
Kumva (water 

-

form are rendered with meticulous attention to light 

with a dark arboreal backdrop contrasting the soft-

-

-
Ashru-Kumva

115



Its vernacular realism—European techniques applied 

Ravi Varma’s fusion of academic oil painting with 
-

positions Ashru-Kumva -
ing 19th-century academic traditions and emergent 

Karuna Rasa and Aesthetic Theory

Ashru-Kumva aligns with 

-

-

the virahini nayika (heroine in separation) found in 

presenting sorrow as a universal human experience 

-

-

Ashru-Kumva
-

passion and situating the painting within a broader 

Realism as Resistance: Historical Context

Ashru-Kumva emerged amid de-

-
-

publication of Ashru-Kumva

contemporary Indian subjects in a global artistic id-

Ashru-Kumva invites al-

-

Cultural Inter-texts

Ashru-Kumva -

-

-
-
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Hemendranath Mazumdar
‘Vidyapati-r Nayika’  

117



-
-

Ashru-Kumva was rediscovered and 

Centre for Creativity revealing its technical virtuos-

-

2023) and publication have repositioned it as a histo-

-

Shaha’s work illuminates a parallel modernist trajec-
-

Ashru-Kumva
and ideological complexities of Indian academic re-

-
-
-

riography of South Asian a
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Hemendranath Mazumdar  



Identity in Ashru-Kumva

Academic and Author

Ananda Mohan Shaha’s ‘Ashru-Kumva

of the Academic Realist style that was considerably 

-
tic features but also for the ambivalent narrative em-

communicates to the viewer a rather straightforward 
narration— that of a woman who is clearly unmind-

Ashru-Kum-
va’— that cues in the element of sadness within this 
single-stranded narrative and introduces deeper un-

the gesture of the woman (whose eyes are unfocused 

is an indicator of deep submergence in one’s own 

-

-

vessel with water and returned home with the full 

slight tilt allows the water to drip from it in a consis-

ashru’ of the title— which 
means ‘tears -

and a metaphorical representation of the psychologi-

-
-

ful observation it does seem that this is possibly an 

not the transparency— muslins were anyway trans-

-

Ton-
moy
the dripping vessel in a similar manner in his work 

-

-
ness of the background as well as the enclosure-like 

coming back from the waterbody after bathing most 
women used semi-public paths (unless they were 

-

order to preserve their modesty and avoid meeting 

-

a sense of mystery about the dark haunt that deep-

the echoes of subject and style in the work of the two 

-

It can be assumed with a fair share of accuracy that 
-
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Hemendranath Mazumdar
‘Sikta Kusum / Tonmoy’

Water colour  



point of assumption does not rest exclusively upon 
the fact that his painting was published in the Acad-

on the stylistic echoes that clearly exist between the 

-
-

time there was a strong challenge to the followers 
of Academic Realism in the form of ‘Indian-style’ 

School lose its demand among aspiring art students 
(in spite of the hefty encouragement received by the 

-

-
wamy and Ramananda Chatterjee (editor of Prabasi 
and Modern review) this ‘Oriental’ style gained cur-

politics that forged a direct connection of national-

and verisimilitude (seen as an overseas product) as 
-

dian painting techniques with water-soluble colours 

-

-

critical defences in favour of naturalism in art— we 
will especially remember the writings of Upendrak-

Rupam 
-

dranath’s ‘Society of Oriental Art’) called The Aesthet-
ics of Young India
not need to wander away from the form in order to 

of cultural politics at play here; it will probably not 
be too far-fetched to insist that the Academic paint-

-

being used as just another product in the unfolding 
-

that the journal of the Indian Academy of Art (in 
which Ashru-Kumva was published) was primarily 

Rupam -

Government— in spite of expressly promoting the 

-
tics of the times is to discover and understand subter-

-

-

imagination could they be branded otherwise on the 

‘Ashru-Kumva
painting primarily seems to be that of a high-brow 

-
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Hemendranath Mazumdar  
‘Pranaya Bansari’

Oil
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Hemendranath Mazumdar  
‘Neelambari’



-
ti Radha with her countenance full of dark despair 

-
ha whether the surrounding scene or the adjoining 

-

she apprehends her presence by the side of the Jumna 
will painfully remind her of the happy meetings with 
Krishna and so she prefers to remain where she is lest 
the association of ideas may be too much for her bro-

to the poetic heart of India but when the songs are 
translated into a painting their value is increased ten-
fold through the aid of the artist’s harmony of colour 
and the easy brush work which we have in the pres-

painting with Indian mythology is especially focused 
-

had himself worked on a number of Krishna-Radha 
-

-

pensive moments in a silent dialogue with herself— 

in fact without the semantic support of the title and/
-
-

-

undying love and the lovelorn lady bound by time 

the same ambivalence of meaning reigns— ‘Neelam-
bari -

Neelambari— the blue-clad woman— while Krishna 
is Peetambar

wears a blouse with a lotus pattern embroidered on 

while ensuring that the shadow of Radha does not 

-
-
-

tures of contemporaneity in art had been stressed on 

Arya Jatir Shilpochaturi’ had 
clearly mentioned the imperative to keep in mind 

-
ist could have been addressing the limitations of the 
Orientalists by providing an instance as to how past 
and present can be assimilated within an aesthetic 

-
-

Ashru-Kumva
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attribution to Ananda Mohan Shaha (also spelled 
-

-

Biography Findings of Ananda Mohan 
Shaha 

       records)

       Number (1920)

       associated with exhibitions by the Indian  

•    Exhibitions:
      o     Listed in the Indian Academy of Art journal    
              (1920)

              currently survive

              of the Indian Society of Oriental Art and 

              these cannot be conclusively linked to 
              Ananda Mohan Shaha (Saha) without 
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The Rediscovery of Ashru-Kumva: 

              unattributed and exhibited in 2023 under 

              uncovered on the bottom-left 

              painting was published as Ashru-Kumva 

Artist

Ananda Mohan Shaha now holds a unique place in 
Indian art history—as a rediscovered artist whose 

-

-

an important countercurrent to the better-known 

choosing a subject grounded in the ordinary experi-
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Concluding Note

he rediscovery of Ashru-Kumva and its creator 
Ananda Mohan Shaha stands as a rare and mean-
ingful contribution to the evolving understanding 

a quest to identify an anonymous painting exhibited 

Academic realism in India found its early champi-

European techniques and Indian narratives laid the 
foundation for a generation of artists who believed 

-
-

-

-
ru-Kumva (1918)—the only known signed and pub-
lished work known to survive—demonstrates a sim-

-
-

poraries sought to depict Indian lives not through 

beauty in ways that bridged indigenous cultural 

through a faint signature revealed during restoration 

-

would have been permanently erased had these slim 

art is far richer and more complex than the canonical 

formed a parallel stream—one that was cosmopoli-

portraying Indian life through an emotional and ob-

renewed attention to India’s academic realist tradi-
-

-
-

single painting; we retrieve a missing chapter of In-
-
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Raja Ravi Varma
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