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Comparing the folk art and tribal art, its seemingly similar concept had many under 

tones, folk art is related with wider populace in vast geographic plane, while the tribal art 

consecrated in smaller interior pockets of geo specificity, other than that folk art had its base in 

religion on the other hand tribal art flourish in secular and liberal environ though they also have 

certain traditional ritualistic designs to follow, it is unique for its utilitarian concept of art. 

It is interesting to see how our indigenous art form was neglected throughout both the 

centuries of British Rule by the Indians. The ruler community made profit from the traditional 

and rich Designing Skills of Indian artisan. Indians lacked the perception to view and appreciate 

their own art in right perspective. Once patronized by Mughal and Hindu Kings, artists loosed 

their identity and compelled to copy European art to earn their livelihood in Company period.              

At the wake of 20
th
 century, the artists were in oblivion regarding their past. They had 

inclined towards the British Academic art, when Abanindranath Tagore chose an altogether 

different path of self discovery as well as the re- discovery of our past, then the Nationalist 

stylistic notion found its ground for the political sentiment played a vital role in establishing our 

national identity.  And the Bengal School became synonym of Indian Art. Its incompetency to 

uphold the emotive contents of Indian mass in the long run, failed it and the artists felt to search 

their roots or the alternative paths. Artists of the early phase except Abani Sen and Gobardhan 

Ash – Yamini Roy, Prankrishna Pal, Sunil Madhav Sen searched to find their expression through 

Academic Realism and Bengal School style, but to their despondency though they had acquired 

adequate skill to perform their best as per their specialization, their inner urge to reciprocate 

directly, more straight forwardly left them endangered to the nethermost. 

These artists who searched their roots, grappling in the dark in order to create a niche’ 

where they can have a strong foundation to build the history of contemporary art are known as 

“Artists of Transitional Phase”. Plates of a few artists of this period from Bengal are to be 

discussed in this paper. 

 

Plate-1, Cat & Kitten, Tempera on Board 

15.3 X 15.5 in. (38.7 X 39.4 cms) Signed in Bengali (Lower Right) 
Jamini Roy can be seen as the most prominent figure of Indian art, who broke all the set 

norms after experimenting in academic realism, impressionist, and post impressionist trends, and 

also came out from the nostalgic impulse of the revivalist tendency, only to conform the age old 

form of transmitting tradition of folklore and folk art that was waiting to be re-incarnated, 

reverberated, through the reciprocal expression of the indigenous artist and viewer. Throughout 

the 20
th
 century no other artist of his caliber and stature made his presence felt in the 

International level. He revived the folk art though his representation of form, a rare expression of 
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the very soil from where it came. Bishnu Dey the famous poet, writer and art critic wrote 

vehemently elaborating his re-orientation of organic folk motifs and the lively brilliant colours 

spurring vivacity are not at all plagiarism but out and out expression of self. His each and every 

piece of work has its inner meaning that is content, at the same time his curvilinear bold 

constructs have that formal approach that is very straight, naïve and indigenous. His subjects may 

be secular or mythological they bear the same value, vibrancy that made him distinct, he stand 

alone in the midst of the upsurge that is known as Bengal School revivalism. His pure rhythmic 

delineation, the drafting of content and form in the simplest possible presentation, with strong 

linear rendering heightened the subdued simplicity of formal hegemony that had been 

authenticated as his discovery. 

 

Plate-2, Untitled, Tempera on cardboard 

14.2 X 22.0 in. (36.1 X 55.9 cms) Signed in Bengali (lower right) 
Here the contrasting hues of horse rider with green, black, white, purple and blue in it 

against the yellow ochre background, with ornamental details creating a vivacity and aura.The 

rider symbolizing Vishnu for his Sudarshan Chakra that he is bearing in his right arm. 

Interestingly there is no use of natural perspective. Vishnu is sitting while both his legs and torso 

could be seen in three quarter profile and his face is in frontal view, here the horse is depicted in 

side profile.  

 

Plate-3, ABANI SEN 
The significance lies in this painting is in its compositional pattern utterly suggestive of 

Bankura terracotta toys, however its solid forms with their stiffness had a unique poise, perhaps 

some childhood memoirs of artist might had been worked as an impetus that found its expression 

in forms of toys. It’s a stable with men with horses, its decorative design drive mind to create 

new parables in order to reach out to the secret story hidden in this painting. Three horizontal 

divisions filled with three different colours gave it the necessary compactness that is very 

indigenous. The usance of white and cerulean blue heightening the formal impact, the 

combination of orange mixed with a tinge of Indian red added a fresh life like quality, the 
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explicit simplicity of form and the rhythmic gestural concomitancy with human and animal is 

rare achievement of the artist.           

 

Plate-4, ABANI SEN 

Here Abani Sen’s camel is tired, exhausted and extremely fatigued after its day long toil 

at the dusk, as it managed to get to sit after so long, it can be compared to Abanindranath 

Tagore’s “the last journey” for its mood and melancholy, formally its execution is very different, 

the black outline distinguish the form from the radiantly coloured background, with rapid brush 

strokes the background created in order to give a vivid imagery of the sunset sky. The captioned 

posture expresses the story of the tiresome day. Artist was succeeded in depicting the mood at the 

same time holding the formal regime, here the folk element was instrumental in giving him the 

liberty to play and extract and impart the indescribable.    

 

Plate-5, Gobardhan Ash, Medium – Gouache 

Size – 10 Inch / 7.4 Inch 
 Gobardhan Ash was a solitary traveler, in his quest he also experimented a lot and 

incorporated the folk elements according to the demand of subjective representation. His two 

Vaishnavites “Jagai–Madhai” depicted in Dhoti clan, with long Tika on their forehead, but the 

rigid formality could be assessed as indigenously folkish. The formal representation is thought to 

be a gift from the West by many art critics but lately realized to be taken from the East however 

we can trace the formal attributes which authoritatively came from the folk art of the soil of 

Bengal. Jagai-Madhai is frequently depicted in the works of other artists also. But this 

representation quite varies from the others. 
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Plate-6, GOBARDHAN ASH - Featured by Aakriti Art Gallery 

Title: "Gossiping", 1987 

Size: 9 x 11 inches (width x height) 

Medium: Gouache on Paper 

Both the faces are in profile, one of the figure in foreground tilted three quarter and the 

distant one is presented in frontal view, here we can see that the artist took some attributes of 

Madhubani painting or Maithili painting where there can be more than one outline, artist had 

used this instrument to be more expressive, more near towards his goal. Dark grey, green 

vermillion, black is exuberantly used; the vermillion proves itself the most prominent among all. 

The fish shaped protruding eyes has the very essence of folk element itself. The contemplative 

reflection of the two figurines is the core elemental content, creating a poised temperament in the 

painting. Not a nominal suggestion of motion, its austere configured statue-like posture is near to 

early byzantine form of representation.  

 

Plate-7, SUNIL MADHAV SEN 

Sunil Madhav Sen owe much to his mentor Jamni Roy who told him to imbibe the raw 

materials from the indigenous sources to create new idioms, new parables, new perception and 

new representational elements that infallibly Indian both in its concept and representation. As an 

artist his experiments gradually made him more confident and impatient. He like Klee 

experimented with many style at a time. Somewhere his execution of line had something similar 

to Paul Klee. His child like simplification in drawings, draw him near to Klee where he indited 

with indivertible passion and concentration.       
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Plate-8, SUNIL MADHAV SEN 

His proclivity refrained anything of superfluous abundance, the strong deviation from 

realism led the artist to express minimally and simply. The hands in action and the impression of 

hair suggestive of a Brahmin, and compositionally the use of white is the life of painting. The 

geometric upright linear construct bind the two dimensional surface as a whole. The unique 

handling of media, at first juxtaposed then divided after re-contemplation he re-unites that was 

process of the artist Suni Madhav Sen. 

 

Plate-9, PRANKRISHNA PAL 

This simple terracotta horse and rider painted in Indian red, its linear decorative gesture 

that is merely a reflection of Bankura terracotta composed in white background creating a 

composite and compact value in this painting. Prankrishna Pal vehemently toured the interior 

pockets of folk art and collected important specimens of the time, he worked in Ashutosh 

Museum Calcutta, and assisted Pradosh Dasgupta, the director of National Gallery of Modern 

Art, writing a book on Terracottas of Bankura region. They both done exhaustive field work and 

gradually get inspired by the rich heritage.          
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Plate-10, PRANKRISHNA PAL 

The contrasting grey, orange and black combination set in the off white back- ground is a 

visual delight. The artist extenuated his brush, didn’t go for protruding eyes like Jamini Roy, here 

he refrained himself to give any suggestion of eye ball or pupil, just giving a dash of white to 

suggest an impression of eye, as the white dab was set against the dark colour of the female 

figure, immediately the value created that was instrumental in fulfilling the artist’s objective. 

However he had applied flat colours but here his use of lines creates three dimensional qualities 

though Prankrishna Pal was very minimal in his formal representation. One can notice a sense of 

movement in the sitting posture of the female figure, though her lower part is static, firmly 

grounded just like a sculpture but her face in profile and body in frontal view, with her 

suggestive motion of hands, “Kartal” an instrument that create beats, is depicted in her palms, 

added vitality of life and sound.  
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