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PREFACE.

This book has been written solely with the purpose of reviving
and acquainting those who do not know the Techinique of Mughal
Painting which is lost, and if the lovers of Indian art were to benefit
even a little from the work, the author would consider his efforts

amply rewarded,

——Author
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FOREWORD,

Dr. Moti Chandra’s thesis on the Technique of Mughal
Painting represents the fruit of his devoted work in tapping with
much critical acumen technical details regarding the theory and
practice of painting as practised during Mughal tanes and hand-
ed down traditionally in the memory of Ustad Ramprasad of
Banaras, a surviving representative of the school of painting
known as the Mughal School. As the faithtul preserver of a
aradition Ustad Ramprasad formed a link in the chain of mastes-
painters who once had to their credit one of the finest schools of
painting that the world has seen. Ustad Ramprasad was of
humble position in life, a typical Indian artist without caring for
power or wealth, but bearing single-minded devotion to the
Muse of painting like the good old masters. Fortunately for
Lim and for our art he was discovered by Rai Krishnadasa, founder
of the Bharat Kala Bhawan, Banaras, and pioneer in focussing pub-
lic attention on the art heritage of this country for the last forty
years of his I'fe. Rai Krishanadasa employed the talents of
Ramprasad for the Bharat Kala Bhavan and kept him busy m
painting pictures and making copies of old masters for many long
years of his life until his death in 1943. He was a very patient
and careful worker and capable of remarkably fine work, although
far removed from the period when the school which he represent-
«ed was in full glory. I saw him leaning for long hours at his paint-
ings and he typified to us what the Mussavirs at the Mughal Kar-
khanas must have looked like when they were at work. For-
tunately Ustad Ramprasad has left behind him his son Sarda
Prasad, who as a painter is no less talented than his father. But
perhans no one else was more competent to impart in such a faith-
ful manner the useful stock of painting tradition as Ramprasad
himself did.
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~ The sub]ect of Indian art terminology possesses immense
l‘)OSSlbhtleS To study and understand Indian art in its different
branches of sculpture, architecture, paintings, textiles, wood carv-
ing, goldsmith's work etc., through those terms and technical
phrases which the artists evolved after long usage is a distinct aid to
appreciate how it was embedded in the true genius of the people.
Dr. Anand Coomaraswamy opened the way for this kind of ap-
proach as in many other branches of Indian art studies.
The available evidence is extensive and scattered through
a vast body of literature. From the point of view of compil-
ing that evidence the sources are of a wriple nature, viz., (1%
specialised texts relating to Silpa$astra and painting, etc. e.g,
Vishnudharmotiara and the Abhilashitartha-chintamani etc., (2)
other texts in Sanskrit, Pali, Persian and various Indian languages
which only incidentally in the course of their literary descriptions
make use of technical words or art terms, e.g. the important word,
falabhaiijiki used by Asavaghosha.* and (g) a living tradition as
preserved in the memory of the artists, sculptors, painters, masons

* Some examples of painting terms from old literature are TXA wST
(ﬁne ared, Tammr (Malavikagminitra.  Act 1) {Sasma (Raghu,
1.25) W@ @AREH (Ullararama, Act 1) Faa=ﬂ°=r (al:so called =eaiadE
a p lmmc for art-lovers). f(misa (fresco painting). &wraa (plaster painting).
gy:nqm (fmishing off the wall with chunam or stucco, I tava-pitaka, 111, §6),
{=aa (wmastev-painter,  AMaldvika.  Act. ), mamETmena (Tilakamaiijart,
P. 177) sremas (clement of beauty, Tilaka)), mmr (brush, Kumar, 1. 106),
gt (colour pencil), et (mue as glewr ) sl g (black pencil for
drawing out-line. Kadambari, P.267), wldwma ‘poruaiy), TN (mental
impression ol likeness, Megh, II. 229), ﬁqu (cloth l)dlnilﬂ) (Hawe®
(painting board. Tilak, P 168). 5" sizquz (pamlcd roll, Udayasundari kathd,
P. 51). T@mEighy (outline picture), ®@AY (fine linc sketch), GTRIRT
(backgr().und. Yasastilakachampu, 11. 247), e wagnaadA ( Buddha’s
prture in a wall painting, Saddharmapundarika, 11. gy). ﬁtagf@ﬁir
(Harsacharita. P. 165).  Swaglsr (painted female figure), ctc.
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and a host of other workers engaged in various arts and crafts avho
are linked to past traditions handed down from master to pupil
and who are spread all over India. Ustad Ramprasad carried in
his person the vast repository of the valuable material under the
third category. ' ' _ o

The architectural tradition of actual building has been
handed down to our own times in Gujrat and Orissa and the
master builders there are known to be doing ther work in accord-
ance with the old S$ilpasastra texts in their possession. I was pri-
vileged to come into contact with a couple of such persons and
could see what amount of technical knowledge on old Indian lines.
was still ava_lable with these Siutradharas and Silats. In Rajasthan
and in the U.P. the building tradition from the Mughal period is
very strong and old workmen are still available to throw light on
the traditional technique of their work. Their language bristles
with terminology and is very expressive. But all this represents
only a small cross-section from the vast store of technical words
that once existed. The names of the different Jali patterns cut
in stone at Sikandara were imparted to me by an old Mushim
mistri, from which it fAashed on me that the terms were derived
from Sanskrit and Prakrit and thus they were valuable to throw
light on the problem of the orig'n of this kind of work in India.
For example. w=&iezim (Jali shat-parsva) for hexagonal pattern,

At saim (ast-aparsea) for octogonal  pattern. A=l I8 S W
(dammari shat parsva) for hexagonal pattern of damaru shape.
T for cardamom pattern, etc. The goldsmiths in parti-

cular have a fund of terms relating to various decorative patterns
and motifs which were only recently being worked in the gold and
silver ornaments turned out by them. Unfortuntely the shifting
of emphasis to modern fashions is helping to wipe out the old
forms and with that the stock of old technical terms also is dis-
appearing. It is thercfore high time that sincere efforts by indi-

(c)
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vidual workers, artists and sculptors, and by socicties should be made
to interrogate the craftsmen to compile from them with proper
illustrations the rich store of information on Indian art prescrved
in their memory: This will not only restore our links with the
past but also enrich the modern Indian languages to a considra-
ble extent as competent mediums for art expression. It will be
found .during the;course of enquiry, as Dr. Motichandra has
found, that the whole process of producing an art object from its
initial stage to the final form is comprehended in the description
that may be available from the craftsman. It is a work for ‘which
detailed and faithful recording is necessary.

A peruéal of the following pages shows in fact that alt-
hough the words recorded from Ustad Ramprasad related to
Mughal tradition, a good number of them are much more an-
cient, e.g. chauphulia for a four-petalled flower which was used
as a decorative motif from the Gupta period oriwards. The anti-
quity of motifs is no doubt a salient fact of Indjan art tradition. The
lozenge and circle described as nag-jawahar is a common feature

of medieval architectural decoration. The lozenge pattern known
as sakarpara is also called kankavve ki bel
Lucknow told me.

Tative motif

» as a stone cutter in
The palmate (pasijaka) is a very ancient deco-

hich goes back to the Mauryan period. The fish
scale pattern known to the \

Tughal artists as sehresa is certainly as
old as the Kushana period.

The guilloche known as jonki in
Mughal terminology is also of

extreme antiquity. Similar is the
case with the flowerstick patt

ern known as “‘phitl-chhari’ to the
Mughal decorators and to their much earlier ancesors as pushpa-

yahsti. In a book of M ughal pictures done at Jaipur in the 18¢th
century we find that for a protrait the use of the Persian shabik
a-nd‘ the Sanskrit word chhab; is found. One of the more persis-
tmg terms of painting is likhna, which from the time of Kalidasa!l'
right to our own has been employed in the specific sense of ‘paint-.
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ing a picture’, and still enjoys universal use in all the dialects de-
rived from Sanskrit. Dr. Moti Chandra’s richly documented
treatise will sérve as an eye-opener to show how much useful work
can be ‘done in this sphere and also indicate the correct lines on
which work of this nature ought to be pursued.

The work was made over by the author in 1945 to the
U.P. Historical Society at my special request for including in
its monograph series. It was atonce entrusted to the Sige
Bharatee Press at Calcutta, but unforeseen difficulties delayed its
publication for several years. I am now happy to see it in print
and hope that it will lead to more intense¢ interest in this subject,

23rd. July, 1949. _ V.S. AGRAWALA
New Delhi.



INTRODUCTION
I

The earliest text dealing with the technique and theory of
Indian painting is the Ciwasitia in Part IIT of the Fisnu-
‘dharmottara Purana which was already current in the seventh
cémury,1 and therefore contemporary with the later phase of the
art ¢f Ajanta. The text touches all the topics pertaining to the
technique and conventions employed in Indian art. Proportions
of human figure, types of men. different varieties of hair and eyes,
various poses of body, method of preparing the plastered wall for
painting. conventions regarding the representations ol gods, men,
landscape. seasons, etc., are some of the features of Indian art which
have been properly dealt with in the I'isnudharmottara Purana.
The fact that the technique and conventions given in this book
are not fictitious or over elaboratedas in some other {ilpasisiras,
but borrowed from the living traditions of the age. is proved by the
-use of those very conventions not only in the pictorial art of ancient
India burt also continued at much later date in Mughal and Rajput
paintings.

The Samarangana-sitradhara’, atributed to Bhoja. the King
of Dhar in the eleventh century, is a work of encyclopaedic nature
which contains chapters on painting. The text is. however, very
corrupt.

1 Vishnudharmaottara Purana. Published by the Venkatcsvara Press.
Rombay, 19:12. The translation ol the Citrasitra entitled The Fisnu
dharn:ottara Part 111, by Stella Kramrisch was published by the Caclutta
University. Dr. Coomarswamy has also published a translation of chapter
XLI of the Fisnudharmottara in the Journal of the American Oviental
Society, Vol. 32, No. 1. pages 13-21

The present writer is at work on preparing a critical text of the Cilva-
sutra.

2 Samardngana-sittradhara, Gackwad's Oriental Series, Nos. XXV and
XXX11, Baroda, 1924, 1925. : :
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Abhilisitarthacintamani® or ‘Wishing Stone of All Desirable
information’ compiled by Somes$vara or Somadeva III of the
Calukya dynasty of Mysore in about 1131-A.D. includes a sec-
tion on painting (alekhya-karma), which embodies some of the
materials of the Visnudharmotiara. The later texts on the tech-
nique of painting, the Silparatna’ of §ri Kumara (I, 46), 2 sixt-centl;
century work of Travancore origin, and the Siva Tattva Ratnakara
of Basava Raja (VI, 2) a late seventeenth, or early eighteenth cen-
tury compilation of Kannada origin, are dependent for their
materiais on the A4bhilisitarthacintamani, which they have utilis-
ed with proper modifications and expansions. Besides these texts,
references to paintings in general literature have added much to
our knowledge of the technique and traditions of Indian art. In
this direction the works of Dr. Coomarswamy® are indispensible to
a student of the technique of Indian painting. The rich collec-
tions of references made by the learned Doctor from the Brahma-
nical, Bauddha and Jain literature have added much to our
knowledge of the technical side of Indian painting. Throughout
the course of our present studies we have made use of the technical
Sanskrit and Pali words from Dr. Coomarswamy's books and arti-

§ Abhilisitarthacintamani, University of Mysore Sanskrit Series, No.
69, 1926. A fairly good edition of the text under the title Manasollasa has
been publihsed in the Gaeckwad’s Oriental Series (Vols. XXVIII & LXXXIV,
1925 & 1939) in two volumes. The information on painting
appears in Vol. II. pp. 78-79. The section on painting (alekhykarma) has

been translated by Dr. Goomarswamy under the heading," The Technique
and Theory of Indian Painting’, Technical Studies, Vol. III, No.2, October
1934, Harvard University.

4 Silparatna, Trivandrum Sanskrit Series,No. 75, Trivandrum 1922.
Dr. Coomarswamy has translated it under the heading Chitralaksana (Silpa-
ratna, Chap. 46)-n the Ashutosh Memorial Volume, P 3,

- g atna 1926-28, pp. 49-61.
5 Swa-Tatlva Ratnikara. Ed. B, R. R L Ti
Nath & Co., Madzas, o, 2o and P.S. Sastriar. Pub. B.M.

6 One Hl[”d'ed Re]e?cnces to lndlan Palntl'ng ﬂnd ) ur
d the’ RefeIBﬂCfS
to Pﬂfﬂllng in hldl(l, /hllbus Aslae, I &‘ f ransforma
I Pp. 41 . and |26f. N a]SO T ,

arvard Universi =t
graphy. niversity Press, 1924, Chap. I and B;blx_c?-
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cles and po—ihted_ out where necessary their connection with techni-
cal terms in the vocabulary of the Mughal painters. In this con-
nection articles by Sivaramamirti’ and Raghvan® are also of great
interest. a o

Thus we have a fairly-good knowledge of the technique of
painting in Ancient India. We wish the same could be said
about the technique of Mughal painting. The reason
for the scarcity of material for studying technical side of Mughal
art is obvious. Firstly, no book on the technique of Indian paint-
ing was written during the Mughal period, and secondly any at-
tempt in the past on the part of students and inquirers seeking
the. knowledge of Mughal technique always met with stern opposi-
tion from the painters following the Mughal traditions in whom
the belief is inculcated from boyhood that such inquiries always
led to the divulsion of their trade secrets, and therefore it was in-
cumbent upon them to guard their traditional knowledge zealously.
To add to these difficulties the number of painters working in the
Mughal style is steadily diminishing every year. The sons and
relations of these painters either take up to other professions, or
even if they continue the profession of their forefathers donot
care very much to remember their art traditions, and more so, the
',terminology which their ancestors employed in their profession.
11115 apathy is due to the cheapening of materials. Why should
-iflé,‘y}bother their heads with various formulas for preparing the
-c}olburs when they easily get as many colour can cakes as they
like priced at a few annas each ? Their productions are also limit-
edtc the -slavish reproductions of old paintings which do not

© 7 Sivaramamwurti, 4 Passage on Painting in Polana’s Bhdgvata, Jour-
nal of Oriental Research, VI (1952), pp. 184-187: Painling and Allied Arts as
revealed in Bana's works, elc., VII (1933), pp. 59-82; Kaliddsa and Painling,
ibid. 160 185; S$ri Harsa’s Observalions on Painling with Special Reference
to the Naishadhiya-carita, elc., 331-350; The Artist in Ancient India, ibid,
VIiL, (1915), pp. 31-45.

8 Raghvan, Some Sanskrit Texts on Painting, Indian Historical Quar

terly, IX (1933), pp. 898-911.
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require the ‘t_echniqu:e. of portraiture, sketching and finishing.

The study of Mughal and Rajput technique from the avail-
able materials was first made by Dr. Coomarswamy®, and for the
first time he explained various stages in’ painting from start to
finish, the description of paper, the use of gold-beater’s skin
(charba) for trécing. and the colours, etc. A more adequate, but
in no way complete, description of the technique of Mughal paint-
ers is given by Percy Brown' who got his information from Mr.
Ishwari Prasad, a renowned painter of Patna school. His descrip-

tion of the Mughal technique has been quoted by 1. Stchoukine
and others. '

Being a student of Mughal art I had a great desire to study its
technique. I expressed my desire to Rai Krishnadasa, the Found-
er-Curator of the Bharat Kala Bhavan, Benares, and he at once sug-
gested to me the name of Ustad Ramprasad, a painter well adept
in the traditions of Mughal painters whose great-grand-father
had learnt the art of painting from a painter named Lalji, who
came to Benares with Mirza Jawan Bakht in the latter part of the
cighteenth century. Ram Prasad did not belong to that class of
Indian artists who are dubbed as artisans. He was a philosopher, a
man who knew what he was doing or saying. I with Rai Saheb sat
for hours together to gather as much information from him as
possible. At first it was quite easy, and practically all the terms in
daily use were jotted down, but after that our Ustad had to be re-
gularly cross-examined, and with great mental effort he used to
give us one or two words daily. This process was continued for
practcally a year till we exhausted his information. Even then
it would have been impossible for me to get everything had not
Rai Saheb always stood up to my help.

9 Coomarswamy, Indian Drawings, Vol. 11.
19 Brown, Indian Painling undeyr the Mughals, pp. 180-04.
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Once I came in the possession of all information I wanted I
sorted out the terms under different headings dealing with the
ground and careers, pigments, crayon and brush, sketching and’
finishing perspective and landscape, canons of proportion
and stances and decoration. Also to be more scientiic I
checked his definitions cf the terms whenever possible with the
help of literary references, and I was wonderstruck to see as (o
what a great degree Ram Prasad had kept alive the ancient tradi-
tions. As I have already said the art traditions which the fore-
fathers of Ram Prasad learnt belong to the later part of the
" eighteenth century, and hence certain technical terms used by
‘him belong™ to that period, but most of them belong to
the seventeenth cenl.my or even carlier. In India traditions do
not die easily. ' ' o



CHAPTER 1 #
GROUND AND CAREERS

Paper was the most important material for' painting in the
Mughal period. Illustrated MSS and separate paintings were
executed on paper, and though there are examples of paintings on
cotton-cloth and also wall paintings, the bulk of the paintings are
on paper which was either manufactured in this coun’ti‘y or im-
ported. from outside. -

The invention of paper in 105 A.D. by one TS%I.L.IUD n Chi&a
was of far rea&hihg consequence as it foretold the dawn of th_e/hew
ége in which paper plays such an important role. But in India
four centuries earlier, in 27 B.C,, according to the observations of
Nearchus the Cretan, the friend and follower of Alexander the
Great, a kind of thin glazed sheets which were made by felting
cotton-wool were used for the purpose of writing. We may place
reliance in the authority of Nearchus, as unlike other historians of
the time he seldom indulged in mythical storics. He was an
honest reporter and took pains to verily the stories before he re-
ported them. But in the absence of any direct proof it is difficule
to say whether the writing material found in the Pafijab was true
paper. ‘

Some time back it was regarded as an established fact that the
Arabs in the eighth century A.D. used cotton-wool and raw cotton

for making paper. This belief led J- H. Royle, the author of The
Fibrous Plants of India, to say that the art of paper-making from
cotton-wool was learned by the Arabs from the Hindus. Recent
investigations in this field by German scientists who examined the
Archduke Rainer’s collection of ancient manuscripts in 1894 have
proved that the Arab paper was manufactured from linen, and

that the Arabs had no l:nowledge of making paper entirely from
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cotton-wool.! If this is correct then the theory of the Indian origin
of paper-making in Arabia is negatived.. Moreover it is still an
undisputed fact that the Arabs learned the art of paper-making
after the battle of Kangli in 751 A.D. in Western Turkestan from
a Chinese workman. The first paper-making factory was opened
at Samarqand, and another was started at Baghdad in 794 A.D. in
the reign of Hariin al-Rashid. Samarqand produced several kinds
of paper by the tenth century, the most expensive being a kind of
thick paper covered with gold-dust which was extensively used
till 15002 '

The papyrus and parchment which hitherto had served the
purpose of writing materials were substituted by paper. In the
tenth and eleventh centuries of the Christian era the craft of
paper-making had spread all over the Muslim world. Paper was
introduced in Europe after the Moorish conquest of Spain and the
Arab occupation of Sicily. It is also an undisputed point that
some parts of India, specially Western India, obtained the know-
ledge of the art of paper-making through the Arab: According
to William Raitt, Zain-ul-Abedin, a ruler of Kashmir. from A.D.
1420 to 1470, imported paper-makers from Samarqand, whose
technique is still followed by the paper-makers of Kashmir.

Dr. Royle* makes a distinction between the craft of paper-
making as followed on the foothills of the Himalayas and as deve-
loped in the rest of India. Because the hillmen use Daphne plant
as material for paper-making Dr. Royle thought that they got their
art from China ; while the rest of India uses san, tat, linen, grass,
and therefore this method was indigenous without any trace of
foreign influence. Whatever may be the case it is now universally
accepted that the art of paper-making in India achieved a great
deal of excellence.

1. Indian Print and Paper, March 1936, p. 25.
2 Basil Gray, Persian Painting, p. 23. London 1g30.
8. Indian Print and Paper, March 1936, p. 25,
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- Al-Ffendi, the author of Manaqib-i-Hunarwaran*, say§ that
Turkish paper from Samarqand was of very good quality. Most
ordinary kind of paper was manufactured at Damascus. The fol-
lowing kinds of papers were also manufactured in different centres
of the world. - '

1. Daulatabadi. Paper manufactured at Daulatabad former-
ly cailed Devagiri, in north-western part of the Nizam's territory.

-$. Khatai. Paper manufactured at Khata, the Cathay of
Marcopolo, situated in North China. >

. ‘Adil-Shahi. A kind of paper manufactured in the domi:
nions of ‘Adil Shah.

4. Hariri. Silk paper.

5. Sultani. Paper manufactured at Samarqand.
6. Hindi. Indian paper. '
7. Nizam-Shahi. Paper manufactured at Nizamabad.

8. Gauni. Paper manufactured at Tabriz. This was slight-
ly yellowish in colour,

9. Nukhayyar. Watered paper.

The paper which the Mughal artists chose for their work was
cither imported from Persia and was designated Irani and Isfahani,
or was produced in this country. Paper of fine texture produced
in the factories at Sialkot and Kashmir was in great demand. The
statement of Mr. Percy Brown that the paper of good size was not
obtainable because in Mughal paintings the artists joined several
pieces of paper before they obtained the desired size® does not
seem to be corrct, Special kind of paper for painting must have
been costly in that period, and therefore no part of it was allowed
to b<‘e wasted. This explains why several pieces were joined to
obrain the desired size. But this was not a frequent practice. As

Martin, The Miniature Paintings of Persia, India and Turkey,

4.
p- 105.

O

Brown, Indian Painting under the Mughals, p. 185,
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Mr. Percy Brown himself admits, the peices were
joined at the sides or ends, that is to say, . the main
‘painting was done on a single piece of paper ~and
strips  were pasted for the decorative borders.  This
+ practice is still continued by the painters of the Mughal school
though the cost of paper has become insignificant compared with
the Mughal period. They still cling to the old ideal that the paper
is a precious commodity and should not be wasted.

Trom the time of Jahangir onwards the paper industry of
India developed considerably. Various raw materials such as
bamboo (bds), jute (tat), and fax (san) were used for making
paper. Paper was also produced from the waste-silk cocoons. but
due to its defect of cracking it was not used by the painters.

The centres of the paper-making industry in the Mughal and
even in the later days were Danapur, Mathura, Sialkot, Kashmir,
Kalpi, Ahmadabad, Daulatabad, Junnar, etc. The best paper,
however. came from Kalpi and was manufactured from the old
nets of the fishermen and hence called mahajal. This paper had
white sheen because the material, that is flax obtained from fishing
nets, was perfectly water-bleached.

Since the introduction of big paper mills in India. and also
the importation of cheap foreign paper, the industry of paper-
making by hand has been practically ruined. The nationalist
movement with one of the avowed objects 10 revive the cottage
industries has given a fresh impetus (o the dying art of paper
manufacture by hand. A training centre has been started at
Wardha and the old industry of paper-making has been revived
‘at Kalpi. Those interested in hand made paper can get good stuff

from there. )
- CLOTH

Cotton cloth seems to have been fairly widely used for the pur-
pose of painting in Ancient India. Thus in the Samyutta Nikiya

2
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(11, 101-102; and I, 152) use of the strips of cloth (dicssa-paj;d)
-along with well polished panel (suparimatiha phalaka) and wall
(bhitti) is mentioned for the purpose of painting. In the V is’uddhi-
magga (535) of Buddhaghosa canvas (pata) is the ground or support
of painting. In the Mahdvarmsa (XXVII, 18) the representa-
tion of a palace drawn with cinnabar on cloth is mentioned. . In
the Masijusrimiilakalpa® painting on cloth is mentioned. The
cloth is to be woven by a pure virgin. An elaborate ritual is pres-
cribed in this connection. The Kamasitra® mentons dkhy[ma-
pata, whlch seems to mean a scroll containing the representauon
of a story. The Kavya literature is [ull with references to canvas
painting. It is mentioned in the Ditvikya of Bhasa® when
Duryodhana describes a canvas picture depicting Draupadi being
dragged by the hair. In the Paficada$i Madhavicirya while dis-
cussing the four modes of higher self incidentally compares them
with the four conditions of a canvas painting. The canvas is
washed ( ‘dhauta), burnished (ghattita), drawn upon (lanchzta)
and coloured (rafijita). :

The examples of painting on cloth mentioned in literature
may be multiplied indefinitely. But it seems that with the advent
of the Muglmis and the consequent introduction of the-art of
miniature painting, painting on cloth went out of vogue, though
in the beginning of the Mughal school of pamtmg pictures of
Hamzah Néamah were painted on cloth. Also there are palntmgs on
canvas belongmg to the seventeenth century in various muse—
ums but they are rare.

The most mtcrestmg examples of canvas paintings of the
seventeenth century, however, belong to Sir Akbar Hydari collec-
tion now Jn the Prince of Wales museum, Bombay. As

6 Aryamafijusrimidakalpa, Trivendrum Sanskrit Series, Vol. 1, p. 131
7 Vatsydyana, Kdamasitra, Benares edition, p- 26q.

-8 " Quoted by Coornaraswamy in One Hundred References (o Indian
Pamtmg ;
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xegards dimensions these paintings arc the biggest which have
-come down to us from the Mughal period ; Chandbibi with her
Maidens me'asuring 2'—g”" X 4"-1", The procession of Abdullah
Qutb Shah measuring 11'-8} % 211" and Abdullah Qutb Shah
on Throne méasuring 2’-8"x g—53". The cloth used for these
paintings is coarse khaddar on which a priming of zinc-white
‘was applied to cover the pores before the actual painting was done.
_ In the modern paintings on cloth embodying very ancient
traditions may be mentioned the pat-paintings of Bengal and Puri-
in Orissa. In older pats of Orissa we find that the cloth on which
the painting was done was of even surface which was coated with
a thin layer of plastic clay which was carefully pounded and usual-
ly mixed with cowdung and then beaten to thin paste. When dry
“the surface was rubbed till it became smooth, and 1t was then ready
for painting. This procedure is still followed by the pat painters of
Bengal and Orissa.’

The Vaisnavism of Vallabhacarya has given rise to another
form of pat painting within hundred years or even more. Sri-
nathdvara in Udaipur State, Rajputana, is the chief place of pilgri-
mage of the Vaisnavas and also the centre of Vaisnavite art. The
.portrait of god Krsna on small pieces of cloth in olden times were
in great demand by the devotees. Much bigger paintings on cloth
.were and are still turned out representing various episodes from
‘the life of Krsna and are generally used in the Vaisnava temples
astapestry curtains known as pichvai. The priming is not the
cowdung mixed with clay as in Bengal pats but thin coating of
safedd or zinc-white. Paintings conforming to pichvai but deal-
ing with the episodes from the lives of the Jain Tirthankaras were
also produced in Gujarat in the eighteenth and nineteenth cen-
turies.

9 Ajit Ghose, Old Bengal Paintings, Indian Art and Letlers, Issue X1,
1926, p. 43. :



WALL PAINTING

It is no use giving the history of fresco painting in India, the
highest achievement in which' may be found in the Ajanta frescoes
covering a period between the first century B.C. to seventh century
A.D. During the Mughal period fresco paintings were used
for palace decoration. It is known that a building known as
Khwaja Gate at Fatahpar was decorated with wall-paintings. The
Englishman Hawkins speaks of Akbar praying in the morning at
Agra Fort upon a jet-stone at the upper end of which the pictures of
Our Lady and Christ were placed.’® Jahangir had at Lahore a
gallery containing pictures of the members of his family and the
officials of his court," and another at Kashmir with portraits of
his father and grandfather, and of the Shah of Persia with whom
he exchanged embassies ; other members of the Imperial family
were also represented. In the upper storey of the building were
portraits of the Amirs and the officers of the household; on the
walls of the outer hall were landscape paintings showing the vari-
‘ous stages of the route from India into Kashmjir.!? Jahangir also
had pictures representing the incident in the life of Jesus and scenes
from the lives of the Apostles painted in the interior of his palace.
On the one side of jharokhd, from where Jahangir used to show
himself to his people, there was on one side the picture of Christ
holding the orb in His hand, and on the other a copy of the Virgin
Mary attributed to Saint Luke. The tomb of Akbar at Sikardara,
a little way outside the cityof Agra, was also decorated with fres-
coes by the order of Jahangir. Later on, however, they were obli-
terated by the order of Aurangzib. Manucci saw these frescoes.®®

10 The Hawkins Voyages, (Hakluyt Societ-y, 1878.) p. 436.
\Villil;m F::nrél;as, Pilgrims, Vol. 111, P- 53 (Glasgow 1gos). Narrative of

12 Tuzuk-i-Jahangiri, tr. by Rogers and Beveridge, Vol. II, pp- 161-162.
13 Manucci, Siori

U ey fldo Mogor, translated by W. Irvine, (London -1907)
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The palaces of Birsingh Deo at Orcha and Datia were also pro-
fusely painted. o

At Ajanta, our earliest source of information about Indian
fresco paintings, the ground was prepared by a mixture of clay,
cowdung and pulverised traprock applied to the walls and
thoroughly presséd in. Rice-husk was also added to the above

“mixture. The thickness of this first Jayer varied from one eighth
of an inch to three quarters of an inch. Over this 2 coating of
citnam was applied.* This method was also followed at Bagh.*”

In the eleventh or twelfth century frescoes in the temple of
Brhadiévara at Tanjore a mixture of lime and sand was used for
preparing the ground.'

The method of preparing wall surface for frescoes in the
Mughal period may be termed what the Italians call fresco-buono.
‘The modern method of preparing surface for fresco painting at
Jaipur is so similar to that followed by the Mughal artists that we
give a summary of the method below.

The advantages of lime plaster as ground are many. The
plaster is durable and is not affected by damp except when attack-
ed by saltpetre. It is also held good for external decoration In
Northern India where the climate is dry. ‘

“In the modern Jaipur method lime used for preparing the
ground is at first perfiectly slaked. It must remain under water for
a week or more. After this, sand double in proportion to the un-
slaked lime is added. This mixcure is thoroughly ground. This
plaster can then be used on rough stone or brick walls. The plas-

14 Griffiths, The Paintings in the Buddhist Cave Temples of djanta,
Vol 1., P. 18. ’ o
15 Asit Kumar Haldar, The Painlings of the Bagh Caves, Riapam,

October 1921, pp. 13-15.

16. S, Paramasivan, The Mural Paintings in the Byhadisvare Temple
at Tanjore—an investigation into the method, Technical Studies in the
Field of Fine Art, published for the Fogg Art Muscum. Harvard University,

April 1939, pp. 221-240.
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ter is applied in thin coating after wetting the wall. It is thorough-
ly pressed into the joints and crevices and beaten edgeways with
thin strips of wood till it becomes slightly dry. Then it is again
‘wetted and another thin coat applied. This process is repeated
again and again till the plaster is at last 2 quarter of an inch thick.
Then it is carefully levelled and allowed to dry. )

The marble lime for the final coating on which the painting
is doune is carefully prepared. It should be perfectly slaked and
for that it is kept under water for months, sometimes even a year
for the best works. Curds (dahi) are mixed with the lime in pro-

~portion of half a seer of curds to half a maund of dry lime. The
mixture is stirred well and allowed to stand overnight. Next day
the water is strained and fresh water added. , This process is Te-
peated for a week when the lime is ready to be used.

Only such part of the surface is wetted which can be painted
inaday. A mixture of some ground plaster and fresco lime is pre-
pared to the consistency of the cream and applied to the surface
‘in two or three coatings rubbed well with a flat stone. After this
two or three coatings of fresco lime are applied rubbed over with
a flat stone.  When these coatings are a little dry the surface is
polished with an agate burnisher to impart it a beautiful sheen.!?

IVORY PAINTING

The process ol painting on ivory (hathidata) is not Indian
and seems to have been introduced by the painters of European
extraction who visited India in the late eighteenth century. The
process of _pain}illg on the panels of ivory was learned by the
Indian painters from them. Tt is because of this reason that no
ivory-painting by an Indian painter antedates the nineteenth cen-

tury. The so-called pictures of the Mughal ¢mperors, queens and

rajas sold in the markets of Delhi, Lucknow, etc., belong to much

17 E. B. Havell, Indian Sculplure and Pa.iwzting, Pp. 278281,
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later period. The importance of ivory painting lies only in the
fact that this was a favourite form of expression with the Indian
artists for more than hundred years, and it became highly popular
with the painters of the later Mughal school at Delhi, Lucknow,
?ama ‘and Benares.

In selecting a tusk to obtam panels for painting, the follow-
'mg points should be carefully marked; (1) the tusk should be new,
as the old tusks turn light yellow; (2) it should not be
cracked ; (3) the middle portion of the tusk should not
. be either too much transparent or too much translucent or hol-
low.. The panels sawed from a normal tusk are (ransparent to a
certain degree, but in a faulty tusk there appears a horizontal line
passing lengthwise the transparency of which is either too much
or too little. The panels sawn from such faulty tusk are not fit for
ivofy paintings as the parts of the panels become too much trans-
parent or too much translucent, and this unevenness in the surface
makes the application of colours difficult as the same colour changes
its optic qualities on defective ground. After the proper selection
of the tusk panels to the thickness varying from 1[20 to 1 16 of
an inch are obtained. If they are to be stored for some time they
should be wrapped in four fold cloth and kept safely. If the panels
are left in the open they are liable to warp. If it so happens, then
to remove warping the panels are soaked in water and wrapped
in wet cloth and then pressed with a heavy weight. But badly
warped panels are useless for the purpose of painting.

Small panels of ivory are easily obtainable, but bigger panels
are difficult to get as big tusks are also used for other purposes.
To obtain bigger size two panels are joined by making grooves in
one of the panels which holds the tenons fixed in the other. The
joinery should be perfect. Such panel serves the purpose but
should not be used for fine works as the joints are liable to separate

after some time.
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When the panels are obtained their surface is rough and they
bear the marks of saw-teeth. The artist has to smoothen them
before the painting is done. To obtain a smooth surface the
roughness is filed with a sharp razor and then the panels are rub-
bed on a hard and even slab of stone ; when the surface becomes
absolutely even the panel is left in the open to dry. If even after
such treatment scratches or unevenness remain then the surface
is polished with the cuttle-bone (samudra-phena). This gives a
smooth finish to the surface.

On the panel prepared in this way the drawing is transferred
from the tracing, if the painting is to be the copy of some original.
The final drawing with likti is done. If, however, the paint-
ing is to be an original work, the drawing is made in lik#i.
After this the required colours are applied in thin coatings so that
the ground is visible. Now the picture in finished by stippling.
The mistakes are corrected by erasing the required part
with cuttle-bone and fresh colour applied and the requir-
ed effect obtained by stippling. The zinc-white ground-
ing is not used; the natural colour of the ivory serves
its purpose. A special process known as ahdari or ‘glossing’
is also employed. To represent the glossiness of the oiled hair or
the [olds of shining silk graments a very weak solution of gum-arabic
is applied on the required part after theé painting is finished. In
applying this solution the artist should be careful so that the
solution is not spilled outside its area, otherwise it will render the
parts on which it runs glossy. The solution should not be strong,
otherwise, the parts on which it is applied will be rendered too
glossy and quite out of tune with the general colour scheme of the

painting ; the surface will also become sticky, and the colour is sure
1o flake after some time. '

WASLI (Paste-Board)

Wasli or paste-boards made by pasting two, three, or more
sheets of paper are used by the Mughal painters for mounting pic-
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tures. In the time of the Great Mughals the manufacture of paste-
board .was confined to a class of artisans distinct from the painters.
- They were known as wasligar. Later on, however, the painter
himself had to prepare wasli for his own requirements.

In preparing paste-board such paper is required which is not
chemically bleached and is also unsized. For this purpose hand-
made paper is best suited. Many sheets of paper are employed in
the manufacture of paste-boards according to the different sizes of

the paintings.
The ‘paste should be prepared on the night previous to the

making of wasli. Tt should be thoroughly sifted and thinned with a
little water-in the morning so that it is cleansed of all impurities.
A sheet of paper is spread on a smooth wooden panel and the ob-
verse smeared with an even coating of paste, then raising the paper
a litde paste is applied on the borders of its reverse side in order
to make it stick 1o the panel. Again the paste is applied on the
obverse of the second sheet which is pasted on the first. In this way
several sheets of papers are pasted. No paste is applied over the
final sheet of the wasli if it is to be coloured or some decorative
motif is to be painted on it. The extra paste sticking to the nether
sheets-is squeczed out by pressing. Alterwards this panel is kept
in such a place where it gets light breeze but no sunshine. If
there are swellings in the board one should not be disappointed ;
they vanish within twenty-four hours.

Appearance of bubbles in the wasli (waslimé (Iahka padna).

If the paste is not applied evenly to the sheets of paper or if
it is applied in the rainy season then the paste-boards remain at
places dry and at others moist. Due to this swellings appear in the

boards. :
The painters of Mughal school never paint pictures directly

on the wasli, but paste the paintings painted separately on
paper. Also they never paste the pictures on the wasli while it is
wet.



CHAPTER II
- PIGMENTS AND BINDING MEDIA

Colours used by the Mughal painters may be divided into
two classes—natural and artificial. The natural pigments com-
prised of certain elements, compound minerals and vegetable ex-
tracts ; and the artificial, all manufactured salts or the pigments
owing their colours to vegetable or insect dye-stuff. ' '

Carbon from many sources was universal black pigment in
Mughal painting. Metallic elements such as gold, silver and tin
were also used in the form of powders applied to the paint-
ings mixed with binding medium. The major part in the range
of colours of Mughal painters caxwmerals or natural de-
posits of mineral salts. Some minerals were found in fine powder

as coloured earths and ochres. There were also pigments found
in stones which had to be pounded to separate the colours. The
manufacture of colours entailing hard work has practically stop-
ped in India except at Jaipur. Even a few remaining painters
doing work in Mughal style use foreign colours. They, however,

remember well the process of obtaining fine colours from minerals
and salts. :

No mineral colour is used in its pristine stage ; all the impuri-
-ties are removed by levigation. The process is technically known
as ranga dhona, ‘washing the colour’. To separate the coloured
earth from two undesirable elements, sand and humus, the earth is
dissolved in water. Naturally the sand is deposited at the bottom
and the peat and the mould etc., tend to foat and are skimmed off.
But before the coloured earth also sets at the bottom the water is
quickly drained in another vessel. This process is repeated several
times till the colour is cleaned of all impurities. After being dried
in the sun it is ready to be used. Colours are also obtained from
coloured stones in the same way. The stone is thoroughly washed
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cat first (dho banake), then it is pounded so thoroughly in a mor-
- tar that no particle (karda) remains ; the colour is then obtained
. by the process of levigation.
No vegetable colours, except indigo, were ever used by the
. Mughal painters, as these colours are fugitive by nature. No in-
- sect colour except carmine was ever used. It was in the age of deca-
~dence that the vegetable colours began to be used especially by the
.arlists of Patna school. Mr. Percy Brown's conjecture that the
vegetable colours constituted an important part of a Mughal paint-
-er’s palette does not seem to be warran;éd by fact.* He probably
~got his information from one of the wustads of Patna school.
There are two kinds of manufactured salts used by Mughal
. painters, (1) salts résulting from the ‘direct combination of ele-
-ments, as vermilion (igur), or the red sulphide of mercury, and
(2) salts resulting from the action of acid on the metal. From the
-latter category only verdigris (zangal) is used. _ i

WHITE PIGMENTS

The only white used by the painters of Mughal school

“ull recently was safeda (zinc-white) imported from Kashgar
‘in Chinese Turkestan. Jaipur zinc-white is also good.
“As  white lead is cheaper material it is -also sometimes
“used in painting, but this should never be done as white lead 1s
‘prone to turn black after some time. Zinc-white is thoroughly
‘ground and sifted through a piece of muslin. This powder is
pitt in a porcelain cup and gradually dissolved by adding a thin

solution of dhau-gum as per requirement. After this the powder is

“kneaded by the thumb, a little water being added now and then.
When the proportion of water in the zinc-white is such that it takes

to the consistency of thick milk then it should be poured in another

- cup in such a way that uncrushed particles remain deposited at the

1 Brown, loc. cit, p. 190
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- bottom of the first cup. From the second cup it is transferred to
third and this process is repeated till the zinc-white is cleared of all
impurities. Finally the water is drained and the dried powder is
-ready to be used.

In Jaipur, which is the chief centre for cheap paintings,
generally zinc-white is not used, its place being taken by chalk
(urdiya khari) and soap-stone (sang-i-sarahat) which imparts a
cheap gloss to the painting. But the paintings in which these
whites are used are prone to flake without exception.

The use of zinc-white by the modern Mughal painters raises
an important question whether it was the same.zincwhite or
‘white lead which was used in 16th and 17th centuries, as zinc-
white was invented only in the 18th century. It is a2 well-known
fact that white lead was extensively used in medizval European
paiitings, though it has two drawbacks, firstly it is poisonous, and
therefore of potential danger to the workmen, and secondly as a
water-colour pigment it may be blackened by sulphur gases in the
air. It is remarkable, however, as noticed by Prof. D. V. Thomp-
son (The Materials of the Mediaval Painting, p. 94, Lond. 1936)
this darkening of colour is quite uncommon in medizval manus-
cripts and in medizval panel paintings the phenomena is quite
unknown. From the mediweval painter’s point of view it was a
further fault of white lead that it was uncompatible with verdi-
gris and orpiment in mixtures. We do not know from what time
white lead came to be used in Indian painting. The tradition,
however. in Mughal painter is very strong that Kashgar safeda
used by their ancestors was zinc-white. It is a question which

could only finally be settled after a careful scientific analysis of the
‘whites used by the Mughal painters.

2 Visnudharmottara, 111, 40, 2 enjoins the use of lime (sudha) for
white. '



LAMP BLACK (siyahi)-

Lamp-black served as black pigment for the Indian painters
~who used it from very ancient times as evinced by the frescoes of
Aianti and later wall-paintings and miniatures. Black from the
lamp-black soot is prepared in the following way : A lamp filled
with the mustard oil is Iiglﬁed and kept inside an earthen pitcher
and covered with a bowl. The lamp-black sticks to the bowl;
camphor is also burnt to obtain lamp-black in the same way. The
soot is then rolled into balls mixed with w&bfigibabﬁl 1
These balls are put inside the dough-balls (bafi) and cooked on
fire. By this process the oily portion of the lamp-black is absorbed

in the dough.
RED PIGMENTS

Red is a favourite colour with the nature. " There are Ted
stones and red clays in which there is always present oxide of ir on.
But all such stones and clays cannot be used as most of them are
slightly tinged with colour, which disappears when the colour 1s
being separated. Therefore only such clays are chosen whe;c
oxide of iron is present in sufficient quantity.

Red ochre (gerw) is a colour widely used in ancient pamungs
and its hue is light and warm. Venetian red stands for geru -1vu
the range of European colours. ’

Hurmuzi (Hindi : hirawji) or Indian red is produced [1om
an ochre obtained from the Island of Hurmuz in the Persian Gul[
Its shade is dark, cold, and purple.

' Orange lead (S. sindura, H. séndwra)’ was widely used
by the Mughal painters for yellowish red. T he colour is pre-
pared by roasting white lead in open air till it attains deep red
colour. Jaipur still manufactures very good quality of minium

i indiira olourin
'3 Visnudharmottara, 111, 40, 25 mentions sinditra as a colo ‘g

material.
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- which is greatly used by the Hindus for ceremonial purposes.

Vermilion or crude cinnabar or sulphide of mercury. Sans.,
hingula ; Hindi—igur ; Pers. shangarf.}

Vermilion when ground yields a bright red. The best
quality of vermilion was imported from Europe.* Formerly it was
laigely used by the Indian doctors for obtaining mercury for medi-
cinal purposes and in much lesser quantity by the painters. The
colour obtained by rubbing vermilion with the lime-juice.

Carmine : Hindi—kirimdana. '

The origin of the word kirimdana, a compound made of the
words kirim and danad, is interesting. The word hirim: is either
the corrupt form of krmi‘ in Sanskrit or kermes in Arabic mean-
ing a red insect dye-stuff. The Hindi word dana is derived from
the Sanskrit dhanya, ‘grain’. The compound therefore in ordi-
nary sense would mean ‘grains of insects’. Whether this dye-stuff
was obtained from Arabia or whether it was an indigenous pro-
duci obtained from insects growing on cacti we are unable to say.

Some very iniefésting mformation about krh}ir&za Or carmine
is obtained from Jain literature. Commentihg on the gatha 567
of the Bhagawati Aradhana, a book of great sanctity to Digambara
Jain community, Adadhara observes that in Sanskrit commentary
and glosses krmiraga was an insect product and was used for dying
valuable shawls (kambala). The Prakrit commentary, however,
gives the following story about the origin of the colour. In the
country of the Carmaranga Mlecchas it was a custom to draW out
human blood with leeches and collect it in vessels. After a few days

e S
F - - : = ]

4. fL,sr_q.udlmrmottma, 111, 40, 26, mentions hingulaka as one of the
colouring materials. That sometimes outline was drawn in vermilion is

referred 1o in the Makavarsa (xxvii, 18), hingulina ladalekhyam lekhayitva
pate.

-

5 The Emassy of. Sir Thom

as Roe, (Ed. W. Foster), p. 48+ H
Seciety, London, 18gy. ’ e e —
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weevils were produced which yielded krmiraga used for dying
shawls (Harisena, Brhatkathakosa, ed. by A. N. Upadhye, Intro.
p- 88, Rombay, 1943). There is an interesting story of a Parasika
or Persian merchant in the Brhatkathakosa (8o, 2; 102 (1) in
which he bu'ys Cumkarika, feeds her for six months, draws her
blood with leeches and produces krmiraga insects thereby.

From the foregoing descriptions of the krmirdga it is evident
that the production of the colour was a closely guarded secret
and the cock and bull stories about its origin were designedly
spread to prevent further inquiries. Another interesting point
which emerges out from the stories is that the krmirdga was not
an Indian product and that Carmaranga Mlecchas and the Per-
sians had its monopoly of production.

It is interesting to note that the use of lac-dye for red has been
referred to in the ancient Buddhisi literature but owing to the
fugitive nature of lac-dye it was aad is never used by the Mughal
painters, while the color obtained from the kermes which thrive
on cacti was their favourite colour, though the shade of both is the
same. Was likh or lac-dye of the ancients obtained from the in-
sects thriving on the palasa tree (Butea frondrosa) or cacti
(thithar)? This belief is further strengthened by a reference in
the Visnudharmottara, 111, 40, 2 In this verse the author des-
cribes two shades of red, lac-dye mixed with white gives blood-red
colour, while lac-dye mixed with lodhra (lode) gives the shade of
red lotus.. Now the true Indian cormine whose shade is similar
to that of the red lotus is also obtained by boiling kirimdana along
Whether it is a passing similarity or kirimdana of
7 as mentioned in the ancient
However it is an

with the lode.
the Mughal painters, and the laks

literature are the same I am unable to verify.

interesting point which deserves further research.

‘At a later period kirimdana was replaced by another kind of
insect-dve, i.e., the cachineal, which was introduced in Europe at
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the beginning of the sixteenth century. India in the seventeenth
" century imported cochineal from Persia, though it seems that it
was not very popular here. Sir Thomas Roe stands testimony to
this fact. He says, ‘Cochineal will never sell as a certainty ; few
know it. For a pound or two some may give a good price ; but it
is no commoditie of use. Those of Sinda only buy it. The Per-
sians bring a little and retaile it at g5 ruppies the great siere.”
The Indian kirimdana is a species of insect which breeds on cacti.
Only the female insects of the species are gathered. The colour
obtained from them is known as kirmizi or gulali, i.e., carmine.
The following process is entailed in its preparation: The
required quantity of Coccus Indicus is tied in a piece of cotton
cloth with lode (pathani lodha) and bujnuk. For the whole night
the compound is allowed to soak in water. Afterwards it is boiled
on slow fire and then strained. When the water has evaporated

three days old curd (dahi) is thoroughly mixed with the colour;
if black-shaded carmine is desired no curd is added.

BLUE PIGMENTS

Indigo (nil). This colour was manufactured in India in
annquity and largely exported to Greece and Rome. It is also
mentioned in the Visnudharmottara, 111, 40, 26, as one of the
colouring materials. The colour is extracted from certain plant
known in modern botany as indigo-ferae. In the beginning it
seems o have been largely usmmg cloth but later on,

specially in the paintings of the Akbar school, it was used as a
colour.

Ultramarine azure (lazwardi). - The ultramarine azure was

used in Indian pictures from ancient times
2

X . : though lapis lazuli
irom which this colour was produced is not

a product of India.

6. The Einbmsy of Sir Thomas Roe, P. 488,
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The blue par excellence in Ajanta paintings_is ultramarine.” This
however came from outside the Deccan, probably from Persia.
Ultramarine is also used in the illustrated palm-leaf manuscripts
of the Prajiiaparamita from Bengal and Nepal from the tenth cen-
tury onwards, and also in the illustrated MSS of the Kalpasiitra
and Kalakacaryakatha belonging to the period between the twelfth
and sixteenth centuries.

Ultramarine azure was. however, very popular with the
Mughal painters. It was used by the calligraphers and painters
alike of Persia, Kashmir and Delhi. Lapis-lazuli which was the
source of the ultramarine azure was also used for the pietra-dura
work of the Taj Mahal at Agra. Lapis lazuli formed a chief article
of present to the Emperor as noticed by Bernier ,* and it is quite
possible that the supplies of the lapis lazuli in the Imperial Trea-
sury was well maintained by presents. Tavernier points out the
source of lapis lazuli as Badkashan (Afghanistan).”

As T have observed the so-called ldzward or ultramarine was a
very favourite colour with the Indian painters of all times. But
the very common appearance of ultramarine in M ughal and
Pahari paintings raises a natural doubt whether lapis lazuli, a
costly stone, yielded the ultramarine or whether it was obtained
from azurite a much cheaper material.

Azurite is a copper ore, which was called ‘Armenian Stone’
in Pliny’s time after its source. In the Middle Ages Latin borrowed

The Vispudharmotlara, 111, 40, 25, includes rajavaria as one of the
colouring materials. Dr. Stella Kramrisch has translated the word rajavarta
as deep coloured brass (The Visnudharmottara, ML, p. 51) but apparently the
rdjavarta is Sanskritised from the Persian word lazward, i.e., tapis lazuli.

8. After the accession of Aurangzib the ambassadors from the Khans
of Samargand and Balkh waited on him and presented to him some boxes of
lapis lazuli. Bernier, Travels in the Mughal Empire, p. 118 n. Ed. by A.
Constable, London 1891.

9. Travels in India, by Jean Baptiste Travernier. translated and

edited by V. Ball, Vol. I, p.156. London 1889.
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a Persian word for blue lazward, in the form of lazarium, which
became Azurium and gave us the word azure (Thompson, loc.
cit., p. 130). It seems possible that in the beginning it was used for
the Persian blue mineral lapis lazuli, but later on it came to apply
to colour blue in general. There are important deposits of azurite
in Eastern France and Hungary.

The stone of azurite is a beautiful dark blue and it is some-
-times found free from other minerals. Its resemblance with with
lapis called much cofusion in the Middle Ages. The coarser the
grain while grinding the better blue they yielded. The reduction
of azurite to fine powder meant a pale greenish sky blue. It was
necessary to apply several coats of azurite to produce a solid blue.

Ultramarine azure or the blue extracted from lapis lazuli
originally seems to have been imported in Europe in manufactured
state; later on some processes for separating the colour were
invented in Europe (Thompson, loc. cit., pp. 45-46). India also
seems to have imported manufactured ultramarine blue as no
process of obtaining this colour directly from stone is known.
Ultramarine was really an expensive colour and no doubt it could
be used at the command of the royalty and rich people.

In the 18th century an artificial ultramarine was invented in
France by means of soda, china-clay and sulphur. This colour is
not distinguishable from the blue particles of lapis. The only
way to distinguish between the real and false is that the ultramarine
always contains a large percentage of colourless optically active
crystals from the minerals with which it is associated in natire,
whilc the artificial nltramarine is pure blue and free from dllutmg
elements. A little admixture of artificial colour with the genuine
and even perfectly trained eye are sure to mistake the resultant
mixture for the genuine ultramarine blue of finest quality.

Now reverting to the use of the azurite and lapis Jazuli in Indian
pamtmg we are aware that the ra]avarta was known as a colour-
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ing material in the Visnudharmottara. But this blue must have
been a very costly material in ancient times. Now a question rises
about the so-called dcep blue used in Ajantd painting. I do not
think that it is ultramarine but quite possibly the azure. Even
the deep blue of Jain miniatures séems to be azurite. In the
Mughal painting, however, real ultramarine azure has been used
in costly paintings to deno sky. Sometimes the blues of
garments are painted with azurite; the exuberance of blue in
calligraphic panels also points it to be azurite than real ultramarine.
In Pahari painting the excessive use of azure is apparent. But
inspite of all this there is no separate mention of azurite anywhere
either in Sanskrit or Persian. It seems possible that azurite and
lapis lazuli in Mughal painting went under the same name. ‘

- The painters working in the Mughal tradition have forgotten
the method of preparing ultramarine though it might have been
very similar to the method found in two manuscripts in England
atributed to Michal Scott, the Scotish alchemist, who did much
to familiarise the scientists of Europe with the science of the Arabs.
In Italy, in the fourteenth century, powdered lapis was mixed with
a paste of wax, oil and-resin, and kneaded in water. The blue

colour came out in the water.”

s ) YELLOW PIGMENTS

- The beautiful Indian yellow of the Mughal painters is known
as peori in Hindi and gavgil (vulgo. gogili) in Persian. This
colour has now become extremely rare and a very high price is de-
manded of whatever stock exists with the dealers at Jaipur.
 Mr. Mukerji, who was deputed to enquire about the manufac-
ture of peori, states that it was manufactured at a village called
Mirzipur in Monghyr district.  The urine of the cows was collect-
ed, allowed to cool, and then heated. The fine sediment was then

10. Thompson, Materials of Medieval !%inling_. pp- 146-148.
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rolled into balls, dried at first on the charcoal fire, and then in the

rays of the sun.*

 Yellow ochre ramarj also yields a brownish yellow.
Gamboge is obtained from a gum known as sare-revan, but

being a fugitive colour it was not used by Mughal painters. Later

on, however, this colour was greatly used by the painters of Patna

school.

Orpiment (hartal) was used in the illustrations of the
Buddhist palm-leaf manuscripts of the Pala period and in the
miniatures of the illustrated manuscripts of Apabhramsa or
Western Indian style. The use of orpiment in Jaipur.painting
and the Rajput painting as such only reminds us that the Rajput
school, though greatly influenced by the Mughal school,
retained some of the earlier traditions intact. 1 have not seen
orpiment being used in Mughal painting ; its yellow par excel-
lence being gogili or peori.

GREENS

Harabhata 1s a kind of silicate of ferrous oxide. Sometimes
it is mistaken for terraverte which is not correct as by terraverte
is meant different varieties of green earth, the colours obtained
from them being rather dull, transparent and soapy in texture.
‘Terraverte is specially used in the late 17th century Mughal
paintings to depict the foreground. Harabhala is, however, mala-
chite green. This mineral occurs in several modifications in
nature, some pale, others bright grassy green, some very hard
and stony. and some better suited to colouring, rather friable.
Speaking from the geological point of view azurite is a parent
and malachite usually represents a changed form of the or iginal

11, Watt, chtwnmy of Economic Producls in India, Vol. VI, Part I,

pp- 132-183: also T. N. Mukerji, Report on Peori Dye
e, ST, 36 i ye, Journal Society of
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blue deposit. The colour is pale, bright, opaque and crystalline.
It was extensively used to depict grassy fields, mounds, etc.

Zangal or verdigris was a favourite green of the Mughal painters
and was used frequently in illustrated manuscripts and stray
paintings. Verdigris is an acetate of copper prepared by treating
the pieces of copper with vinegar. It is an excellent colour and
very pleasing to the eyes when fresh, but after some time it is
darkened and brown stains appear. Moreover, its effect on paper
is disastrous. It has been observed that in the old MSS the
parts where verdigris was applied have become so fragile and
weak that a little mishandling causes the paper to crumble. Not
only that, the effect of the acetate of copper is 50 strong that the
texture of four or five following pages is weakened.

Orpiment or sulphide of arsenic ( hartdl) mixed with
indigo vields a green known as zakari n the terminology of the
Mughal painters.

Besides these colours many other shades are obtained by the
admixture of one or more colours. Thus purple (baigani) is
obtained by mixing vermilion and indigo; dark purple with
lamp-black and Indian red (hiraiji); gulpumbah with gamboge
and zinc-white : sosani with indigo and carmine ; sonzard (golden
yellow) with red and yellow ; oraunge colour (naranji) by mixing
yeliow with a little vermilion, minium, ox carmine ; grey by lamp-
black and zinc-white, etc. Grey (fakhtai) has many shades and
there is a tendency to obtain many shades from grey. Innumerable
shades are obtained by such careful admixture. '

Metals were largely used by the Mughal painters for the
purposes of painting and decoration. Gold was the metal par
excellence of these painters because it trailed with itself the sug-

gestion of power and grandeur, gleaming lustre, and 1its
In the Mughal paintings lavish use of

¢ certain details of the costume

disiclination to tarnish.
gold was made not only to delincat
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but also to represent the sky at dawn, etc. Not content with this
the paste-boards on which the paintings were pasted were
profusely decorated with gold displaying the richness and
splendour of the Mughal court.

It is not known since when the gold-leaf began to be used for
decorating iimages and paintings, but it is certain that in the early
centuries of the Christian era gold-leaves were being used for
decorating the stucco images of the Buddha in Gandhara. The
Visnudharmottara Purana also mentions gold as a colouring
matcrial (Visnudharmoltara, 111, 40, 25), but we do not find the
use of gold in the paintings of Ajanta, Ellura, Bagh or Badami.
In the illusrrated'j'ain MSS of the fifteenth century, gold, however,
is profusely used. It seems therefore quite possible that the use
of gold as a colouring material and also border decoration was
introduced in India from Persia where the method of decoration
with gold was first introduced by the Timurides in the fifteenth
ceenturv.” In the sixteenth century this method of decoration
extended from Bokhara to varicus Persian centres. It came to
India from Persia, where its use became general. The use of gold
was not only confined to the embellishment of the MSS but was

also extended in the binding of albums and for the decoration of
calligraphic panels.

GOLD POWDER (halkari sona)

The Mughal painters used gold either as powder for the
purpose of painting or gold leaves for decoration; for-both
purposes thin gold-leaves prepared by the gold-beaters were used.
I'he prevalent method of making gold-powder (soni halkarna)
from the gold leaf is given below.

At hrst a light coating of honey, glue, thick syrup, or the yellow
of the egg is applied to a procelain dish ; then the gold-leaf 1is

Book Painting, p. 45, London, 1926—.

1. F. Kihnel and H. Goelz,_)'ndicm



CHAPTER 1T 31

imprinted on it so carefully that no crease or bubble appears.
Then it is thoroughly reduced to powder with the light motion of
hand. Several gold-leaves are treated in this way : and if the hand
does nbt work due to the stickiness of the honey a few drops of
warer are sprinkled again and again. After the gold-leaves are
thoroughly reduced to powder some more water is added,
and this liquid is strained through muslin which is always stirred
so as not to allow the gold which is a heavy material to settle on
the strainer. Uncrushed particles are not allowed to be strained.
This solution is then allowed to settle for fifteen hours. By that
time the gold settles down at the bottom of the vessel.
The water is then drained slowly. After this the mouth
‘of the vessel is covered with a piece of glass to avoid the
‘contact of dust and then dried and bottled. The required amount
of gold is taken from this bottle and used with the size (sares) as
binding medium. Right proportion of size is desired because if
the size is less than the desired proportion the gold will not stick
to the paim.in‘g, and if it is more the gold will lose its lustre and
cannot be burnished with the agate burnisher.

In cheaper paintings, specially of Jaipur, instead of applying
gold-powder the use of gold-leaf is made. For this the required
design is drawn with the size mixed with a little sugar, and when
it is dried gold-leaf of required size is pasted over and burnished.
Gold-leeaf is used for decorating borders of which two processes
are known-afshan and ghubbara—about which we will speak later
on.

For very ordinary bazar pictures gold-leaf could not be used
and therefore to obtain the eflect of gold brass-leal was used in
former days and also to-day at Delhi and Jaipur. The
patterns are drawn with the exudation of Giilar tree (Ficus
glorometa) and then brass-leaf of required size is imprinted over

them, By this method brass does not tarnish. )



OTHER METALLIC POWDERS

Silver-powder or leaf'® was not much used by the Mughal
painters as silver was prone to oxidise after some time. It was
used for delineating water a% 1 also sometim(s in decorating the
borders of cheap pictures. In lieu of silver painters of Jaipur
used tin-powder.’* The pri ess of making tin-powder is known
as kalai banand aur chapaka irana, ‘preparatic n of the tin-enamel
by sprinkling the molten tin.” The molten tin is sprinkled on the
ground in such a way that fine leaves are formed. These are
gathered and thoroughly pounded with gum and water. Balls
are made and used when required.

Mica. Mica as colouring material is mentioned in the Visnu-
dharmotlara, 111, 40, 28. Mica-powder is also used as colouring
material in cheap Jaipur paintings in place of silver. The
powder is known as abrakhi. The colour prepared from mica is
used separately or with some other colour.

Fine powder of mica is obtained in the following way.
Unhusked rice and mica are put together in a gunny bag, and
then after being drenched with water the bag is trodden by feet;
the fine powder then comes out of the pores of the bag.
The Indian tragacanth (katila) soaked in water, and the
pulp obtained by pressing it through a piece of cloth, serves

as medium for mica. It is also used for whitewashing the
ceuing of the house.”

13.  Silver or rejata as colouring material is mentioned in the Visnu-
dharmotlara, 111, 40, 25.

14. The use of tin (trapusa) as a colouring material is given in the
Visnu-dharmottara, 111, 40, 25.

13- This practice was also common in ancient India as is evident from a
passage in the Navasahasinkacarita, XV, 7 where the wall whitewashed
(cchurita) with mica (abhraka) is mentioned.
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. In-tempera painting the importance of binding media cannot
be minimised. In such painting pigment and medium are mixed
together and then applied in liquid state. When the medium
is dried it holds the pigment safely to the ground. Besides this
the binding fne-dia alsq modify the . optical properties of the
pigment. - et

. Gum arabic (babitl ki god) 1s obtained in fine crystals from .
acacia tree, which grows in India from t_he Pifjéb to -Bihi and
western Peninsula. It was and is still used as medium for all
colours except zinc-white and peorl. For these colurs the gum
of dhau (Anogeiss Latifolia) is used. The dhau tree flourishes in
‘the sub-Himalayan tract from the Ravi eastward and also above
three thousand feet in Central and Southern India. This gum is
straw-coloured and is greatly used by the calico printers of
Lucknow. If dhau gum is used with any other colour except
zinc-white and peori it curdles (ladiana) thus spoiling the effect
of the colour. Tragacanth imported from Persia is only used
as medium for mica-powder.

The size (sares) used as ground for fixing gold-leaf is prepared
by boiling horn, hoof and hide of buffalo.

The soap berry (Hindi—ritha; Lat.  Sepindus Sapionaris)
is used as medium when painting is to be done on oily surface.
A little soap-berry lather is mixed with water and the painter
proceeds to work by constantly dipping his brush in it.

Book-binder’s paste or lei is used in making paste-boards and
and also in sticking pictures and book-binding.

Preparation of the paste (le banana).—For the purpose of
painting paste is prepared [rom fine dough, arrowroot and
tamarind seeds by boiling in water. Copper sulphate should
never be added as a preservative.

Paste obtained from bran (cokar ki lei)—Bran when washed
in water yields a glutinous substance which makes good paste.

)
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“““" Tamarind seeds are allowed to remain in water till- they are
éo‘ftcned; After that the skin is removed, the seeds are dried,
pounded and boiled.

 In using gum as a medium the painter must be careful that
it is added in proper quantity. If it is added in larger quantity
than the required proportion the colour becomes jyada god ranga
and on such colour surface the effect of stippling disappears, and
even the fall of a drop of water leaves a faint mark ; on the contra-

ry if the gum is added in lesser quantity (kam god ranga) the
cqlour is prone to flake.



CHAPTER III
CRAYON AND BRUSH
Crayon.—The use of crayon for making the first skefch Wasr
known in ancient India. Variika or crayon is referred to in the
commentary of the Samyuttanikaya (11, 5). It was used for painting
on panels as well. In the Dasakumaracarito (Wilson’s ed. p. 92)
- varna-vartika is referred by which the hero drew on the prepared
panel. Crayon (vartikd) is also mentioned in the Samarangaena-
sutradhara, (LXXI, 14, 15,) as the first requisite for painting. In
the Prasanna Raghava, a drama by Jayadeva, crayon is known as
salaka.'
The Mughal painters used sometimes charred tamarind twig
(imli ka koyala) as crayon to draw the first sketch. Since the intro-
duction of pencils, however, the practice of drawing the sketches .
with charred twigs has been given up. % o
~ In Sanskrit the general name for the brush was filika (Sarm-
yutla Nikaya, 11, 5, vattikam va (iltham va adaya ; see also Kumara-
sambhava, 1, 32). In the Abhilisitarthacintamani, SS. 156-157, the
word tilika is used for the brush-handle. The brush proper is
lekhani, a synonym of galam. The Semarangenasutradhara uses
the word kiirca for the brush of which several kinds are mention-
ed. This word, however, in modern Hindi is used for the brushes
for whitewashing, and hence held in contempt by the painters.
The word galam, in the terminology of Mughal painters, is used
to express two ideas—brush as well as style. Thus 1t will be said
‘this brush (galam) is soft’, and Delhi galam, ‘the style of Delhi
painters’, ' = B
The selection of brush is to be made very carefully. If the
‘brush is hard or does not clot when dipped in water the painter is

o NSRS e -

L Pmsamm,Rdghava, 111, 14.
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unable to draw a sweeping curve with one stroke, a necessity in
the Mughal painting which is essentially calligraphic in nature.
The importance of brush in Mughal painting can be judged by
the fact that the painters regard it as Creator (qalam kartar) as
their success depends on its careful manipulation—a very high and
endearing compliment indeed. e o

- In making proper selection of proper hair for tying brushes
( qala‘m badhana) the painter keeps two things in view ; ﬁrstl'y only
that hair is to be used which clots when dipped in water; and
secondly, it should neither be extra soft or hard. The hair of
Persian cat, she buffalo, goat, squirrel and camel satisfy the above
mentioned conditions and are therefore used for making brushes.
But the brush par excellence of the Mughal painters is obtaind
from the tail of a squirrel, because it is easily obtainable and makes
excellent brush. It should, however, be kept in mind that while
selecting the hair of squirrel its tip should always be black ; the
hair with white point does not clot properly and hence is useless
for the purpose of brush-making. It is necessary, therefore, to
select young squirrels whose downy hair serves the purpbse very
well.  Wetting the tail of a squirrel with water the hair is gather-
ed and cut in the shape of a barley corn. Next the hair is passed
through a feather-quill (pargaja mé qulam wutarna ). The quill
should be moistened so that it may not break while cutting, and
internal part should be cleaned. After wetting the hair it
should be inserted at the top and the tip taken out from the end.
Finally the handle (dadi) is attached. Brushes of various degrees
of fineness equivalent to oo, o, 1, 2, and 5 of the modern brushes
for water-colour paintings are made. Fine or thick brushes may
be used for applying colours, stippling, etc. 4

"The point of the brush is called ani. Different kinds of brushes
are us.ed for the purpose of outlining, colourfng, stippling and
finishing. For painting pearls and dotting (danaki galam)a
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brush with a rounded point, obtained by wearing of the point by
constant use, is used. If the point of an ordinary brush is exira
sharp then it is cut off by a pen-knife (qata dena). Jadval or bow-
pen is used in drawing straight lines.

While using brush the painter is expected to observe certain
rules which if properly kept impart beauty to the lines and colours.
Thus it is expected of a good painter that he wields his brush with a
light but steady hand (muldyam galam). If he uses his brush very
firmly the line may be technically perfect but it lacks grace and
becomes devoid of that lyrical feeling which is essential for
Mughal painting. This sensitivity can only be attained if the
painter is in perfect accord with his brush (galam bas mé hona).
As the pen of an accomplished writer gives the description of a
landscape in a few words, so the painter with great economy of lines,
draw what he feels and sees (thekeki galam). To attain this
quality a good painter should draw his line in a swish (sanna se
galam caland). There should be no break in the lines (titt payand).
In using brush the following defects shauld be avoided :— (1) The
brush should not be used roughly (carri galam). (2) It should
not be shaken off indiscriminately as the colour sticking to the
brush is sure to fall on the painting (galam phatkarnd nahi). (3)
There should not be break and weakness in the lines.

In very ordinary works the jewellery and pearls, etc., are
painted by a piece of cotton-wool attached to a handle. This
process is known as mofara.

5B



CHAPTER V. .
METHOD OF PAINTING

After the  right selection of paper which is sometimes
burnished with an agate burnisher (ghota, mohra) to make it
glossy, the painter commences the work with a fresh mind - (tdji
tabiyat)”. The proper mode in which the painter sat or still sits
is virasana -(otie knee bent and another raised); he holds the
brush with' the thumb and the forefinger, the remaining fingers
being gathered -within “the palm. In the very beginning he
touches his brush to the- forehead muttering ‘Hail to the god
Ganapati’ (jai Ganpaii’ baba ki).* -If the painter is a Muham-
madan he utters ‘Bismillah "Rahmanur Rahim’' and commences
the work (kamnadhana). If he ha sto draw an imaginary painting
(khyali) he meditates upon every detail of the subject, and as soon
as everything 1s clear to him he rapidly sketches (but badhana,
akara dekhana) all the details of the painting with a pencil in

1. Moharil or mohrd, ‘burnisher’. It is made of, agate or some hard
stone in the shape of two digits of the middle finger. Gold or silver paints are
burnished with it to make them shine. Before burnishing the burnisher is
slightly brushed against the nose so_that the oily substance adhering to it
may-stick to the burnisher to facilitate its movement.

2. Taji tabiyat, ‘fresh mind’. It is a dictum of the Mughal painters that
best work can only be produced when the mind is fresh and not distracted
or tired. In the old $§ilpasastras freshness of mind constituted a necessary
preliminary before the commencement of painting. Thus in the S$ilpa-
ratna 81. 876-79, it is pointed out that the painter should begin work ‘seated at
ease’ the mind abiding in itself (svasthacittal, i.e., not distracted by exter-
nals, Tagikar, ‘freshness in work’ so much praised by Abul Fadl (Ayin. 34,
P- 1388) is no longer found in modern works. .

8- The Visnudharmottara, 111, 40, 12-13 also enjoins the worship of the

Brahmanas and guru and the reading of svastivicana before the commence-
ment of the painting.

4. But badhana was known in Sanskrit as dkdramatrika lekha, the out-

line which gives an impression of the object. Coomaraswamy’s identifica-
tion of the gkara-matrika-lekha with the marginal sketches of the Jain paint-
ing seems to be correct, Technique and Theory of Indian Painiing, P 74
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these days, and charred and pointed twig of tamarind tree or
arahar plant (imli or arahar kéd koyald) or with brush in Mughal
period, without caring for the correctness of the drawing.

In sketching rapidly the painter with the help of horizontal
and vertical lines and circles creates a rapid impression of the
desired object. At this stage the sketch gives the impression of
the object though the likeness is far from being exact. Rapid
sketching should be accurate to such a degree that with its help
the final sketch may be prepared without difficulty. Also it
should be accurate to such a point that the lines do not require to
be changed or erased.

In taking a portrait (shabih) the painter rapidly sketches
(theke ki qalam) the salient features of the figure. the eyes,
mouth, nose and ears, with a few strokes of the brush. It is,
however, necessary that the features sketched should bear
resemblaﬁce with the respective features of the model.

In making a copy from an original version (namina) the
painter has the original painting before him. If an enlarged copy
1s to be made he does it by taking different measurements of the
picture and enlarging them in proportion, but if the copy Is to
be of the same size the painter prepares a tracing of the outline
from the original on a piece of tracing paper (charba)® which is
pricked with a needle and fixed on the paper. A muslin bag hlled
with fine charcoal powder is then slowly dusted over it. This
method is known as khaka jharand.” An easy method of pouncing

5. Theke ki galam is also known as akara nirnayakarand. In the Abhi-

lisitartha-cintamani this is called akara-janika-rekha, Coomarswamv. The
“Technique and Theory of Indian Painling, p. 74. '

6. Charbd, ‘gold beater’s skin’, a film obtained from the deer-skin. Ir}
olden days tracings were made only on this skin, but now the word charba
has become conventionalised being applied to all sorts ol racings whether
on skin or on paper. )

7. The first method of pouncing seems to have been referred to in the
Kadambari as pointed out by Sivaramamurti in the Journal of Oviental

Research, Madras, VI, 407. Here the romaraji (a thin delicate line of hair)

of Pundarika is compared with a line of charcoal powder;
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is evolved by the modern painters of the Mughal school, who
apply on the reverse of the tracing powdered red ochre; then a
needle with a blunt point is taken over the outline; by doing so
the outline is transferred on the paper.

After the first sketch (bt badhana) in the case of imaginary
paintings, the representation of rough details in portraiture, and
the transference of outline on the paper in making copy, the pain-
ter very carefully distinguishes (fipai)® the details of different
figures with a fine brush so as to bring clear likeness (khat and
khal) with the model ; the colour used to delineate the outline is
called abrang or likt1"* which is prepared by adding lamp-black to
carmine and peori in such a quantity so that it may subdue the
redness of carmine. This colour is also used for sketching. In the case
of painting a portrait special care is taken by the artist to bring the
exactness of the features (asliyat) of his model, and when the por-
trait is absolutely life-like then according to the painter the portrait
is ready (shabih lagagai) and he thinks that his efforts are amply
repaid. After {ipai, in which the painter takes great pains in
correcting the outlines, he finally draws the correct outline
(sacci tipai), after which practically no corrections are made.
At this stage the painting is covered with a thin coating (astar) of
-zinc-white  which 1s called zamin bddhana,'* ‘preparing the
ground’; this serves two purposes; firstly, it covers the correction
lines, and secondly, it covers the tissues and pores of the paper mak-

8. In the Paiicadasi, VI. 3, tipdi is known as ldfichita ‘marking’.

9. Khat and khal. To bring likeness in a portrait special care should
be paid to two points. Firstly, the lines of the face should be perfectly
delineated, and secondly, the true complexion should be represented . The
artist should, however, give preference to the first, because if the outline of
the [ace is correct, the truthfulness of the complexion of the face becomes
a matter of secondary importance. :

10. The word seems to have originated for kitfa. In ancient India a
pencil made of old slag (lostha) and cowdung was used for sketching,
Silparatna, Sl. 35-37).  According to the Abhilisitarthacintamani it -was
made of a little boiled rice and lamp-black, ibid. §. 12. '

11. 'This process is referred to in the Samaranganasutradhira (Chap.
LXXXI, 14), as one of the eight stages in the process of painting. It is
called bhami-bandhana, an exact equivalent of zamin badhana.
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ing it smooth and impervious to the spilling effect of liquid colours.
The lines are slightly visible through the opaque coating, and with
their help the final drawing is made (siyah galam)" which should
be absolutely correct. When this is over the reverse of the paint-
ing is turned on a plate glass or well polished marble and burnish-
ed with an agate burnisher which imparts an evenness and
mellowed glaze to the surface.”

As soon as the final outline and burnishing of the paper are
over the painter begins to apply different shades of colours as
required on the drawing, the process being technically known as
gadkari or rangdmezi."?  As soon as the colour is applied the pamnt-
ing is reversed and burnished; this process is repeated scveral
times. After that the colour sets (rannga baithana). 1If the colours
overlap each other the artist redraws the erased outline. Thick
coatings of colour are never applied as they are prone to fake.
Only very thin coatings are applied. The enamcllike effect
obtained by many coatings of colour is gudaz rang. In applying
the light coatings it should be borne in mind that - sccond

12. The term siyih galam is also used for drawings finished in sepia,
with certain details of costume accentuated in colours.

1. Ghotai ‘burnishing’. To impart gloss to a painting the following
method is followed while it is being painted and after it is finished. The
face of the painting is turned on a thick plate glass and the reverse is bur-
nished with an agate burnisher till the painting becomes glossy.  In the
eight stages ol painting mentioned in the Samnaranganasiiradhara, LXXI,
14, 15, the kavsakarma is one. Tt dogs not mean drawing as understood
by Coomaraswamy in his commentary on the TFishuudharmoltara, XLI,
Jour. Am. Or. So. Vol. g2, p. 17, [n. 8. as lekhya and '1‘(’/;1:(7»1:(1'1‘nm are
mentioned previously. If the reading 1s emended a lictle and ka is replac-
ed for gh then gharsha-karma would mcan burnishing. a method followed
to bring gloss both to wall painting and miniature. In his com. on the
Abhilshitérthachintémani Coomarswamy quoting [rom. Pasichadasi  tran-
slates ghattita as priming , but as a matier of fact it means b_urni.shing. The
rice paste is applied to the canvas and then burnished to give it a smooth
surface. Even in the art of miniature painting some papers are also bur-
nished after a coating ol zinc-white 1s applied so that the colours are not
soaked by the unsized paper. .

14. The Vishnudharmottara, 111, 4o. 14 also uses the verb ranja {or the
process of applying colour. Raiijayel-rangam 1s thercfore an equivalent of
rangamezi. The Atthasalini, para 203, lext p. 64, calls the process of colour-
ing as raiijana. ’ ; '

6
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coating is not applied before the first coating is completely
dry otherwise the colour will not fix ; this stage is called tarsukh,
‘dry wet’.

The colour is always dissolved in water (ranga gholana)
before being used, and the proper quantity of gum added; then
it is mixed with the finger (ranga mathana). Now it is finally
ready to be applied to the painting. While using gold or silver
the palette is raised to one side. In doing so the colour is deposi-
ted at the buttom and the painter uses it when required. The
process is technicallv called as ghat karana. For exceptionally
valuable paintings the colours are throughly dissolved in a mother-
of-pear] palette (sipi) and the water which contains the finest
portion is used; this is rangakd mava. Another method to obtain
finest portion of colour is to soak a piece of cotton-wool in liquid
colour and then to squeeze it in another palette (ranga garana).

The painter at first applies colours in the background (zamin
dsman). Next he applies flesh colours to the faces of the human
figures (chihrai)®® For this purpose cinnabar, red lead, carmine,
red ochre, Indian red mixed with peori or yellow ochre, and zinc-
white are used. These mixtures yield shades varying from very
fair to dark, and are known as chihrai. After this proper colours
are applied to clothes and other articles and finally gold is
applied on the parts where it is necessary.

15.  Chihrai, ‘flesh colour’. A little admixture of peori and zinc-white with
vermilion, carmine, cinnabar, red ochre and Indian red yields shades of
colours varying from fair to dark. A little admixture of lamp-black with
Indian red yields the flesh colour of a negro ; flesh colour of the Europeans
is obtained from the carmine ; of the Kashmiris from vermilion; of the
Panjabis from cinnabar ; of the people ofGujarat and Western India, from
red ochre ; and of the people of dark complexion from telia gerii or Indian
red. In this connection it is interesting to find that the Visnudharmot-
tara Purdna, 111, has devoted a whole section on the body colours of various
races, castes and (ribes of India. In the ancient paintings of Ajanta much
use was made of various chilivais. Yazdani in his Ajanta points out the

fact that the flesh complexion of the ficur i ing ¢ i
x1ion es varied according to (1 ace,
caste, and mood. Yazdani, djanta, Vol, I p. 28, fn. 4 & T EREe

.
:
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In a painting the parts where two colours of the same shade
are applied the painter rapidly applies lighter solution of the
desired colour (ranga pautana) first. The other is deepened or
its shade a little changed by the addition of another colour (bdtake
lagana). 1t is also considered wise to apply different colours
such a way that the shade of one colour should blend entirely with
the other (range ghulana);*® there should not be any sharp blend-
ing between two colours. To differentiate the colours a line
is drawn on the place where two colours meet; this line definitely
fixes the boundary (sarhad-bandi) of the colours beyond which
they should not go.

There are times, however, when 1n spite of all precautions
the painter finds that in the course of applying colours to the
picture parts are left out where the colour is of lighter shade than
desired. To remove this defect a light solution of the same coloux
is prepared, and the part where it is to be applied 1s wetted with
water and then the solution is applied over it (ranga wdhana) with
a steady and rapid movement so that no brush marks appear. This
makes the colour look brighter. Sometimes, due to the carelessness
of the painter, undesired or wrong colours are applied to paintings.
To remove this defect the particular part of the painting where
the undesired colour has been applied is wetted, and then with
the help of a brush, which is repeatedly washed in fresh water to
remove the stains of the colour, the surplus colour is taken away
(ranga utha lena).

The painters keep the following directions in view while
preparing or applying colouts and act accordingly. The medium
should be added in correct proportion. It should be seen that
the depth of the colour is kept up and the medium properly
added ; if these directions are not followed the colour becomes light
and unpleasing (sevar or phiha ranga). 1F a brilliant colour steals

16. Ghuland, ‘blending’. The colours are blended so cleverly that
scratches do not appear. Bana in his Kadambari calls it as varnasmkara,
Sivaramamurti, Jo. Or. Re. Mad. V1, 402,

1
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the effect of a lighter colour then the former is said to drown (ranga
dibana) the effects of the latter. Dirty colours (roghala ranga) are
avoided, so also bhadehart” or gaudy colours. A second coating of
colour should only be applied when the first is completely dry,
otherwise the effect of the first is completely wiped away. Colour
contrast (khildf rang) should be avoided. Toremove specks or cut-
shades the painting should be covered with a solution of the same
colour (reca lagana).

The Mughal painters have also various denominations for
colours according to their nature. Thus there are’ transparent
~colours (daki range) including carmine, peort, abrang and red
ochre; verdigris, venetian red, the rest are gad-rang or opaque
colours. The following difference between the abrang and likii
may be noted. In the [ikti only carmine and lamp-black are used
while in the abrang peori, carimine and lamp-black are used in.
equal proportion. Then there are also dull colours (buta ranga)
the effect of dullness being produced by adding lamp-black.
Such colours are used in rcpresenting nightscene and rainy
weather. Also as a general rule the painter, in order to mellow
the brilliancy of the colours, mixes with them a negligible part of
another colour. This process is technically called badrang karke
lagand, ‘applying the colour by mellowing its tone’. Fresh colours
which retain their brilliancy for a long time are called
cuhacuhdta ranga, ‘dazzling colours’, shokh ranga, ‘brilliant
colour’, and cataka ranga, ‘decp colour’.

It was by constant experimenting with the colours that the
Mughal painters came to know that every colour had an individual
nature (rangaka subhave), and in applying it to the painting one
must be careful that it is suitable for the place where it is applied.
Without this the colours lose much of their beauty and the paint-

17. Bhadehar, ‘gaudy’. The picture in which too bright and - gaudy
colmils :;re 1}:1dlscnnumtcly used. Bhadehar is a crudely painted earthen
vesscl. - In ‘the sphere ol painting the word sarcasti

; i castically expresses th
gaudiness of the colours. i el
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ing is spoiled. Thus if a thick coating of zinc-white is applied it
will become uneven as zinc-white is a heavy colour.

It is a characteristic of Indian mineral colours that with the
lapse of time their enamel-like nature does not disappear but is
mellowed down, which is very pleasing to the eyes. This is known
as ranga basana, ‘mellowing of the colours’. But if the picture is
exposed to the vagaries of the weather then the colours fade
(ranga urana). Great value 1s attached by the painters in burnish-
ing the colours with an agate burnisher (ranga baithana). This
imparts a pleasing gloss to the colours.

Final outlining (kholat), shading (pardaz), and finishing
touch (tayyari ki qalam).

After the proper colours are applied to the painting its reverse
is burnished with an agate burnisher which fixes the colours and
imparts an evenness to the whole surface and gives it an enamel-
like effect. After this the final outlining (kholai, tahyir)*® is done
the main purpose of which is to bring into prominence the out-
line which is generally dimmed in the course of applying colours,
etc. To do this a strong solution of colour matching with the
colour of that part of the painting on which the final outline is to
be drawn is prepared and then used with a little likti (black and
carmine).

Stippling or shading (pardaz)’™ forms an important factor in
later Mughal painting. It is done with a view to remove specks,

18. In Sanskrit literature the process ol final outlining was known as
unmilana (Paraskara Grihyasatra, VIIL 19; Kumavasambhava, 1, 32, etc.),
an exact equivalent of the Hindi word %holdi, both meaning ‘opening’. In
the Abhilisitarthacintamani, S. 162. this process is called sphut, ‘blossom-
ing’, which has practically the same meaning as unmilana. In the Ayin g4,
p- 133, final outlining is chilvah kushai. ' )

19. The word pardaz is derived {rom the Persian root pardakhtan. A
little colour is taken in a brush and then with close fine lines or dots shading
of stippling in donc. Abul Fadl (dyin 4. p. 126) uses the word pardaz in
connection. with European paintings. In ancient Sanskrit literature the
word vartand is used [or shading. It appears in Atthasalini (PTS. ed.
64). The Samardanganasitiradhara, LXXI1, 14, counts variana as one of the
eight limbs of painting, and the Fisnudharmoltara Purana 1L, 41, 57,
10 and 11, and 42, 82, treats of vartana at some length.
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to increase the depth of -the colours, to deepen the shade, and
to remove cut shade. It is, however, not primarily intended to
reproduce effects of light and shade as in Western painting but
that kind of shading which produces an effect of roundness or
relief. " .

Stippling or shading with minute parallel lines is khat
pardaz*® and with dots dana pardaz.** Other methods of stippling
are ghitha pardaz in which the dots or lines are placed so close that
they are indistinguishable from one another; dhuuvadhar pardaz,*
in which shading is so minute that one stippling cannot be distin-
guished from another ; jalidar pardaz*, ‘shading with crossed lines’;
gudaz pardaz’, 'shading that melts’, in which the parallel lines
are so closely drawn that the lines melt into one another; and
ek bal pardaz,”” in which every hair 15, shown separately.

20. Khat pardaz. A variety of shading with close parallel lines. In the
Visnudhaymottara Purana, 111, 41, 57, this method of stippling is known
as patra-vartana as it resembles the veins of a leal. This kind of shading
is used in Ajan(d paintings to accentuate the details. Yazdani, Ajanta, I,
P 2.

21. Danéa pardaz, stippling with dots. In the Visnudharmotiara
Purana, 111, 41, 5-7, this method of stippling is known as wvindu vartana.
In  Ajanta painting shading with dots to accentuate detail was
done. Yazdani, loc. c¢il. p- 2. This is also recognisable in Réjpat painting,
where the vindu varland is used lor representing the arm-pit shadow, and
the method is taken over thence into early Mughal painting. Coomara-
swamy, Theory and Technique of Indian Painling, p. 77.

22. Dhuvadh@r pardaz. In this kind of minute shading there is no
space left between one stippling and the other. This is used for very fine
works. The motif seems to be derived from fog created by the tremen-
dous rush of a high water-[all.

23. Jalidar parddz, ‘shading with hatched lines. In the Visnu-
dharmottara Purana, 111, 41, 57 this is referred as harika vartang. The
correct text is hairika as given in a manuscript of Yhe Visnudharmollara
in the Saraswati Bhandar, Benares, and not dhairika as suggested by
Qoonm_raswamy whp lrans?ales it as ‘flattened’. Coomaraswamy, Theory and
Technique of Indian Painting, p. 77. Hairika is derived from hivaka
‘diamond’, which was rhomboidal and is the same as  jalidar pardaz

24. Gudaz pardaz, ‘shading that melts’. In this kind of shading ﬂl(.?
parallel lines are so closely drawn that they melt as it were imoaone
another.

25. Bal pardazna or ek bal pardazna, ‘shading (he hair'.
pling every single hair is distinguished. This s a special ch
the painters of Shah Jahan period, :

By fine stip-
aracteristic of
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When the process of shading to obtain relief is over, the
painter applies red lead to hands and feet and paints the jewellery
with very fine brush (dandki qalam);*® the process is called
moti mahdvar or ‘painting the pearls and applying lac-dye’. In
order to finish cheap paintings hurriedly colours are applied
not by brush but with a piece of cotton-wool (molra) which is
attached to a handle and tied with thread. The pearls and leaves
are painted with it. '

The lips are also coloured red (lab mé lali); haloe (jot)”’
is represented round the faces of kings and saints; high light
jiva ka khat)® is added ; transparent orhni is painted (jhina
itdhana ) and the whiteness of the eyes is made more prominent.
This is the last stage in the Mughal painting; after this the painter
carefully scrutinises his work and gives finishing touch to the
figures, scenery, etc. (tayydsi ki galam). While giving the finish-
ing touch he endeavours hard to delineate minute details as far as
possible (mahinkari), and sometimes by stumping with a needle
he imparts the effect of embroidery to the costume of the figures
(suikari).*® In the end the painter inscribes his name in a corner
(amal, kar, navishtah, likhitam, etc.). Now the painting is ready
to be handed over to the wasligar, decorator and pager.

26. Ddana deneki galam, 'brush for applying dots’. To paint pearls

etc., in the painting a brush is required whose tip is round. Brushes
whose tips are worn out by constant use serve the above mentioned pur-
pose. )
27, Jot, ‘nimbus’. In divect imitation of the nimbus round the sun
and moon, great gocls, sages and kings have halos round Lh'c1'r heads. The
underlying motive ol this w:@ﬁeﬂl‘th€~--SPH,‘,],[‘,ua,l___}mler of
the kings. _

28 Jiva, ‘high light. In the process of painting to add a litle more
light on the place where it is already [alling. The usc of high light
was also made in Ajanta paintings. In the S{!/)nézist:'ns this was known as
ujjvalata, Silparaina, S. 12. In the Althasalini  (PTS. ed. p. 64) the
high light is called wjjotana ‘to add more light'. .

2q. Jhind, ‘transparent. In painting., the costumes are sometimes
made transparent so that the parts which they cover are visible.

30. With the rounded points of necdle the patterns arc drawn on the
borders of sdyi, etc. By doing this the colours are not erased and the re-

quired pattern appears as if it is painted,




CHAPTER V.
PERSPECTIVE, SHADING, AND LANDSCAPE

When the pictorial art grapples with the problem of repres-
enting complete scenes or incidents it has to find out certain devi-
ces to give a clear and convincing idea of the picture to the specta-
_tor. If there are many figures, some near and some farther off,
there is confusion; and to distinguish planes some device must be
employed. A certain convention, by which the spectator is
imagined to be looking at the scene from an elevation so that -
figures and groups do not come before each other, and the whole
scene can be easily grasped, is common to all Asiatic arts. In
Persian painting this convention evolved by a slow process and
even in mature works of Bihzad and others some primitive devices
are followed undisturbed. Thus a carpet is drawn on a ground
plan but the rest of the picture may be seen from the stand-point
adopted. But as the painter and the spectator were in perfect
accord the picture could be perfectly understood and appreciated.
The European idea of perspective the Persians and early Mughal
painters did not know. They had no share of the European feeling
that a picture conforms as closely as possible to visible appearance,
‘they had none of the zest in exploration which has made European
painting a voyage of discovery; they were content to express
themselves on art without atmospheric effect, without light and
shade, an art which owed nothing to the study of anatomy or the
study of perspective’.!

The planes in early Mughal painting are superimposed upon
one another as in Persian painting, various devices being employed
to distinguish them. Planes are distinguished by the imposition of
undulating ground between the planes; by simply deepening the
colour with very fine lines; by introducing tufts of grass or flower-

1. Persian Miniature Painting, by Binyon, Wilkinson and Gray, p. 5.
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ing plants between the planes, or by painting architectural details
and carpets etc. in between the planes. Mughal painting, however,
absolutely ignores shadow and does not seek expression through
masses. All the planes are animated with life and are painted as if
the spectators are seeing all the details before their eyes and have
not to conjecture. The mountains may be at a distance appearing
visibly nothing but a mass of stones with undulating peaks, and the
trees appearing like few smudges of green with a thread-like rivulet
wending its way; but according to the Persian convention, the
crags, the tree laden with Aowers and green with foliage, and all
the details of meandering trunks, should be depicted.

In the representation of architecture—the slender minaret,
the tiled Aoor—every detail of the decoration must be given,
thngh from the point of view of scientific perspective the details
may not even be visible to the naked eyes. This is due to the fact
“that the painter knew that the spectator could understand his
point of view and thus achieve aesthetic satisfaction.

This arrangement of the planes according to Persian conven-
tion, however, did not last long in Mughal art. Under the influence
of European art introduced in the Mughal court by the travellers,
missionaries, and ambassadors a new element in Mughal ait
suggesting atmosphere is introduced. Thus buildings, trees,
mountains, or human figures at a distance are represented smaller
in size. In the time of Jahangir and Shah Jahin some idea of mass
is introduced, specially in the treatment of mountains.

The convention of distinguishing planes, however, does not
seem to have found favour with the Dakhni painters from Bijapur,
Golkonda and elsewhere. Either patterned or plain monochrome
background is used on which the whole scene is painted. Th'e
painters only give a statement of fact without bothering their
heads about the convention of distinguishing planes. Later on,
however, this convention was greatly modified with the increased
influence of Mughal school.

In the early eighteenth century in Rajpiit painting yet another
convention is used to distinguish planes. Thus a monochrome

7

’
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mound flanked with trees is introduced between the two planes;
behind the mound partly visible figures are represented.

As already said, in Western countries the artist obtains the
effect of perspective by scientific fhethods, and his chiaroscuro by
high light and cast shadows, but in India as these methods did not
exist the effects of relief and modelling were obtained by modelling
of the figures and the artistic representation of the objects which
is known as pol dikhana,? than by cast shadows which were
altogether discarded. Conventions in Eastern art have their own

appeal, and so long as they satisfy their votaries it does not matter
whether they are scientific or not.

The convention which the Mughal painters followed in the
matter of perspective was to represent the background and
foreground (zamin-asman)® by somewhat deeper colours. In
Mughal art the objects and planes are distinguished either by
modelling the figures or shading the ground about them (saya
dena)* 1If the night-scene is depicted the ground is.shaded with
dark colours (saya gahara karana)” Also in some paintings light,
shade, and neutral zone are distinguished. The part of the
painting where the sunlight (Gjora) is expected to reach is lighted,
wrere it does not reach there is darkness (adhiyara), and in case
where there is neither light or darkness only the ground is shown.

2. Pol, ‘modelling’, to produce the effect of roundness or curvature.
In the Siva Tallva Ratndkara (S. g1a), quoted by Coomaraswamy in thé
Technique and Theory of India Painling, p, 77, for modelling bright

colours are applied until the deep darkness is produced (aiicayedduiioalan

varnan ghanasyamalatam wrajet). Here afica means to produce the effect of

curvature or roundness, and hence modelling. Pol dikhana and arnkana
rom the root afica ‘to model’) are the same.

. 8- Zamin asman, ‘perspective’. Asman is that part of the picture which
is-at the farthest point from the spectator and zamin is that part which is
nearest to the eye of the spectator.

4. Saya dend, ‘to shade’. To represent the depth or roundness the
colour is deepened and blended with water. In the Visnudharmotiara, 111,

light and shade are denoted by the words éyama and 3 o e
be done while applying colouzs, Y gauri, The shading is to
5. Saya gahavdkarnd, ‘to darken fhe shade’. To show :
darkness the ground colour is deepened, . . lh(;i cffect of
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In the representation of the landscape, specially in the re-
presentation of mountains, plains and rivers, near and. farther
points are shown with the help of light and shade (nica iica
dikhana).® The objects situated at a distance (dur. dikhana)® are
represented smaller in size and light coloured, while the objects
at close quarter (nazdik dikhana) are bigger and bright coloured.
The inner and outer parts (bhitar-bahar dikhana) of a building
are shown as well as things lying on one side and in front (bagal
aur samana dikhana).” Some of the conventicns are, however, of
later date and seem to have been derived from European tradi-
tions which came into vogue at the end of the eighteenth century
or the beginning of the nineteenth, and hence incorporated by the
Mughal painters of that period. s

LANDSCAPE

The representation of the landscape in early Mughal paint-
ings is greatly influenced by the Persian conventions. Mughal
artists of renown were very found to give realistic effect to the
scenery and the animal life which they painted. The trees and
mountains are not decorativeely and conventionally treated as in
the school of medieval painting which was the precursor of the

6. Nica ficd dikhana, ‘relicvo'. In representing the landscape, specially
in delineating mountains, rivers and plains. prominence and depression,
and the far and near points arc represented by glowing and toned down
colours and use of outlines. 1n the Abhilisitarthacintamani (SS. 162-163),
fica nica is called promnata (prominence) and nimna (depression). corres-
ponding to nimnonnata or nalonnala, ‘reliecvo” in other texts. Coomaras-
wamy has quoted a number ol references [rom older texts.  Coomaraswamy,
Theory ond Technique of Indian Painting, page 76. o

7. Dar dikhana, ‘perspective’.  Under the influcnce of European scienti-
fic perspective the later Mughal painters showed objects at a distance small
and light colourcd, As opposed to this the objects at the nearest points are

bigger in size and bright coloured. )

" 8. Nazdik dikhana, ‘foreground’. See also durdikhana, ‘background.

9. “Bhitar bahar dixhana. To represent the inner and outer decoration
of the house, including the sitting rooms, etc. ) .

10. Bagal dikhana- To represent the objects lying on both sides of the

picture.
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Mughal school but in a much realistic fashion. The artist
carefully observed the nature of trees and animals with a view to
represent them in their picture.

In the Hamzah Namah the blue sky is represented often
with {ai clouds after Persian fashion, or plain blue tinged with
rose or white. In the paintings of the second half of the Akbar
period, however, the sky is represented with indigo blue or azure
at the top representing horizon, and the lower part of the horizon
is often touched with white and rose. The woolly clouds are
represented in ultramarine blue on white ground. In Jahingir's
reign the sky came to be treated in more realistic manner though .
in his early years it is represented in the same way as during
Akbar’s time. The blue or grey sky in this period, and also in the
_periods of Shah Jahan and Aurangzib, is painted with naturalistic
clouds tinged with the splashes of red, gold, rose, etc. The rainy
clouds are always depicted grey. '

In the provincial school of Hyderabad in the eighteenth
and nineteenth centuries the painters revert to the old practice of
representing the sky either in plain indigo blue with splashes
of white or just plain azure blue ; the night-scene being represen-
ted with stars and moon painted white. :

In the early Rajput school the treatment of the sky conforms
to the Mughal tradition. In the eighteenth century the sky is
treated in various ways. The sky in the daylight is painted blue,
while in the night it is always grey with white stars and the moon.
‘The sky in rainy weather is_also represented grey with serpen-
tine lightning painted in gold and red ; the rainfall is depicted
with oblique lines in light grey.

The representation of trees in medieval Hindu art is conven-
tional in the same sense as the representations of trees in the bas-
reliels of Safichi, Bharhut and Amaravati. Thus in the early
paintings of the Kalpasiiira (Norman Brown, Miniaiure Paint-
ings of the Jain Kalpasiitra, fig. 67) the trunk of the tree is repre-
sented by a meandering line, with the dense foliage indicated by
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black streaks. The effect is decorative with no pretension for
realism (Pl I, fig. 1-4). Trees are also represented in the same way
in early Ragini paintings of Rajputana, and even in some
later Ragini paintings ornamental treatment of the trees is prefer-
red (Pl II, fig. 5-9). '
In the early days of the Mughal school trees and flowering
shrubs are represented in a realistic manner ; the former with zig-
zag or realistic trunks with hollows and knots (Pls. III-1V, 10-18).
The fiowers and foliage though retaining some of their natural
characteristics are treated more or less conventionally. In painting
the trees the ground was painted with indigo and over it the cluster
of leaves and branches of mango, banyan and other trees were pain-
ted. If a hilly country is represented the plane and other hill
trees are represented, mostly in conventional Persian style. In some
of the paintings of Akbar school, however, the Indian influence in
the representation of landscape is clearly visible. The represen-
tation of plantain, mango and cypress trees in the background
within a garden enclosure is reminiscent of India influence than
the Persian convention according to which trees were not often
represented in dense [foliage and straight trunks. This shows
how the Indian traditions were making inroads in the domain
of Persian art conventions, and how in the end the Indian art
traditions changed the conception of the imported Persian art to
a great extent. '
The students of Mughal art know it well that the Persian
influence in the time of Jahangir recedes more and more into
the background, and the full fledged conventions of the Mughal
school which were to endure for more than two centuries finally
emerge. In the representation of the trees the old convention of
the Akbar school, i.e., painting the foliage on the indigo ground
was being gradually superseded and in its place the con-
vention of guechd badhand, ‘representation of the bunches’
came into practice. By this conv ion the trark-of-the-tree and
clusters of leaves were .sketched and finally finished without
ST ing the ground. The tree trunks are not tortuous as in the
earlier period but become more straight and natural. The
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realistic treatment of trees in this period is sometimes reminiscent
of the European influence. v

From the time -of Shah Jahan onwards the treatment of the
‘trees became too realistic. The trees @)unched’ ; then the leaves
were painted, and finally the interspace between one leaf and the
other was shaded (d@tari bharana).'* This convention endured till
the time of Aurangzib and later Mughals as well.
The present method of representing trees according to the con-
vention of the Mughal school is as follows :— ' |

In the beginning the tree is sketched showing correctly the
knots and modulations of the trunk and branches (khanda
batana).** After this the clusters of the leaves are sketched (guccha
badhana)** and then painted. There are, however, certain trees
such as banyan, mango and pipal, for representing which this
method cannot be followed. The leaves are painted (patti lagana)
separately and not in clusters. The folds (palti ki wlat)", veins
and the backside of the leaves are also shown. This process is
teachnically known as rukh dikhind, or ‘showing the direction.
If there are any flowers their petals (pakhari) and veins are
carefully delineated. In the end the intervening space between
the leaves and the background is shaded (antari bharana). In
garden scenes besides trees, fountains, etc., the flower bed (kyart)
1s also shown. Chokar, the ‘weeping willow’, is represented in the
background in the pictures expressing erotic sentiment. It has
delicate branches bending to the ground.

11, Alval bharana, ‘filling the imerspace'. In the drawing of a tree
when the leaves are painted interspace is left between leaves: this is filled
with lamp-black or very deep shade of green.

12, Khanda batana, ‘dividing into compartments’. It is one of the
characteristics of the carly Mughal art that in the representation of the
mountains, and the trunks and the branches of a tree, their crags and knots
respectively are delincated with meandering lings, | -

13, Gucchd badhana, ‘bunching’. To -
ifter representing the tree.
pipal and mauwlsari trees.

14. Patti ki.ulat dikhana, (o represent the folds of a leal’. In decorative
fowers and [olia;

_ ge the leaves and petals are often shown waving or bend-
ing naturally. - ,

show the clusters of the leaves
Bunches do not appear in banyan, mango.
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The treatment of mountain in the Mughal ari was greatly
influenced by Persian convention, At Ajanta the mountains are
represented by means of piled cubes with shrubs growing in the
crevices, thus giving them a distinct cubic effect (P1. V, 19). In the
Jain illustrated MSS the mountains are represented in four different
- ways : (1) by lame-like modulations of the peaks (Norman Brown,
Kalpasutra, Pls. 33-34, figs. 112-113: 16th. century; PL. V, 20; (2)
by curled lines the interior filled with trefoil arches (Norman
Brown, ibid., fig. 24, later 16th. century, Pl V, 21); (3) the
mountains represented with piled arches, the interior filled with
the figures of wild animals (ibid. fig. gg, 16th. century, P1. V. 22);
(4) the top delineated by a meandering line, the middle part
with white and black streaks, the white streaks perhaps repre-
sent rivers and mountain rivulets, and the black streaks to denote
shadow hanging over the mountain tops. The presence of trees
flanking the mountain sides suggest the influence of Ajanta where
trees are always associated with mountains (Norman Brown, ibid.,
fig. 98, 15th. century PL. V, 23). The Persian painters, however,
represented mountains full of crags and crevices, and strewn with
boulders, among which sometifies the springing trees and running
water are represented (Pl. VI, 24). ThisTonvention of representing
mountaiff in Persian art found favour with the painters of the
Akbar and Jahangir schools (Pl. VI, 25). From the time of Shah
Jahﬁg\o_nwards, influenced by the European traditions, the pain-
ters represented mountain with cliffs imbued with the sense of
mass, though the earlier convention was still not completely dead.
The modern Mughal painters represent the raggedness of the
mountains by dividing it into several compartments made of zig-
zag lines (khanda Ddtna) with rivers and streams flowing through
1t. ‘

In ancient Indian art, as for instance in the paintings of
Ajanta, water is represented by basket-work pattern to which the
representations of fish and tortoise and mermen are added
(P1. VI, 26). The same convention was adopted by the Jain
painters. The early Rijpiit painters following the ancient traditions
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represented water by basket-work pattern, but later on in the
paintings of Pahari school, water is represented by white lines
painted on a grey surface. To give water a realistic touch lotus
flowers and acquatic animals are also added. ‘

The Mughal painters have represented water in many ways.
In the school of Akbar for instance, in the Hamzah Namah, the
water is represented by white zig-zag lines painted on grey surface
the foams being represented by zinc-white. The agitated water is
represented by the SWMY surface. In the
pamtmgs of Jahangir period Lhe water | 1s 1'epresem grey '
(Bmyon and Arnold, Comt Painters of the Grand M'Lwhali
Pl 15).

The modern Mughal painters adopt mainly two devices for
the representation of night scenes. In first class pictures the
effect of the darkness is obtained by adding a little indigo blue
to all colours. The second device, which is meant for cheaper
pictures, is to apply fine powder of the charred tamarind wood
with cotton-wool to the pictures. Thus day scenes can also be con-

verted to night scenes. The process is known as kajariand or
‘blackening’.




CHAPTER VIL
DECORATIO_N AND BORDER.

“The art of draughtsmanship forms a necessary part of the
trzﬁning,of a Mughal painter, and for this purpose an artist of
this school provides himself with a set-square (konia), ruler (nestar
or kdbi) and a compass (parkar) ; but constant practice makes him
so expert in drawing circles and straight lines that he seldom re-
quires the help of these geometrical instruments. :

In drawing a Mughal artist does not simply depend on his
memory but takes the help of carefully prepared drawings of the
human and animal figures, costumes, and ornaments, etc."” To
draw an accurate and detailed plan of a building the artist-cum-
draughtsman prepares the ground plan (pard nagsha),"* horizon-
tal section (phéta ka naqsha), vertical sect'on (khara naqsha),*
and cross-section (cirka nagsha).** 1f both sides of the design
are similar, one half is accurately drawn (adha nagsha), and the
other half is traced (nagsha likh ke duhara karana)* .,

10. Nagsha, ‘design’, the designs of the various parts of building. The
artists while painting kecp before them the drawings of costume. orna-
ments, etc., which ar: also termed nagsha. The word is also used in the
following idioms : Nagsha likhand ‘to draw designs,” nagshd jamand ‘Lo scc
whether the design is corvect,” nagsha sodhand ‘to amend the mistakes of
the design,” nagsha sudharnd ‘to cffect change in the design.’

11. Paja nagshd, ‘ground plan.’  The plan showing the divisions of a
building on the same level as the surface of the ground.

12, Khard nagsha, ‘vertical seciion.” The geometrical representation ol
a building in vertical scction as opposed to the ground plan.

13. Cir ka nagsa. ‘tranverse section.” The rcpresentation of an object
as if cut asunder verticallv so as to show the internal structure.

14. Nagsha accha likhkar duhara karand. In the designs where both
side have the same pattern one side is drawn correctly on charbd and traced.
By smearing charcoal powder on the back of the charba the other side is
also traced. The full design is then outlined. This is a laboursaving
device.

9 (a}
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Border lines (khat).”* In the days of the great Mughals_ tt‘le
painting, after it was finished was handed over to the wa‘slzgar,
who after mounting it handed it over to the line-drawer (jadval-
arayan) who in his-turn handed it over to nagqash (decqrator)
for decoration (nagqashi).’® But in these days the artist himself
draws the border-lines and decorates the border with floral sqolls,
etc. The artist by accurate measurements fixes the positions of
the lines (khat) and bands (paiti)' that enclose the painting. H‘e
is also to bear in his mind that the colours which he uses for his
Iines and bands must e:ther harmonise or contrast with the colour
scheme of the painting. Bow-pen (jadwal) is used to draw the
lines. In drawing the lines a very narrow space is left between
the two decorative lines or bands which is called cisi. The bands
in between the lines are decorated with floral designs. Ths re-
maining portion of the mount or hdshiya™ is then decorated either
with gold or some kind of floral design.’

In making these decorative designs the painter should bear -
many points in his mind. TFirstly he should choose appropriate

15.  Khat, ‘lines.”  For decdrative purpose straight Lincs in various colours

in harmony or contrast with the colour scheme of the painting are drawn

on the border.  The Ayin-i Akbari (Ayin, 34, P- 134) mentions jadwal ara-
yin or line drawers who were emploved in the Mughal karkhdnas whore
they were classed separately from the artists. Those lines which are drawn
on the border to limit the four corners of the painting are also known as
khats. The khals are the same as the paryania rekha, ‘the lines that limit.’
:(§. Nagqashi, ‘decorative ornament.’ All ornaments us:d to decorate the
pictures are nagqashi. The bird and animal drawings were perhaps also
1‘ncludeq in ntrgqtisb?. as Ustdd Mansar, the famous bird and animal painter
in the time of Jahangir, calls himself naqqash. In the time of Akbar the

decorators, naggashan, formed a seperate class from the painters, and their
art was known as nagsh-i-nigashti, ‘the art of decoration.”  /dyin, g4,
P- 133, 134)-

3% Pa_,l{i, ‘band.’ Col.ourt.’d. bands in the borders used for drawing floral
decorations, or powdering with gold. Sometimes they are left plain without
any decoration.

18. Hashiyd, ‘border” That namow or broad band w
of the picture. This is done for th

hich runs on all sides
picture. Hashiya likhana, ‘to draw

e safety as well as decoration of the
or paint the border.’
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_design befitting the picture (juhan)'; secondly the design shoul X
be spaced regularly otherwise it would lose harmony and gaps
‘(khadahar J* would appear ; thirdly while decorating the mount
-with the regular rows of decorative flowers equal space (gallz)™
should be left between all the rows; and fourthly, repeated de-
signs should be painted (jamoga)* at fixed intervals. It is also
expected of a good painter that his decorative designs are firm
{zordar J?* and closely knitted (gathi hui)** and balanced (Jawab).
The first process in drawing the decorative design is to mark
the position of the flowers ctc., on the border with dots (goda)™,
then the compartments for various designs are determined (ghar-
bandi).* When the decoration is finished lnes are drawn on
four sides of the border connected with the loops in the shajpe
of twisted knots (dori danda).*
The flower and leaf patterns are called buata® or bati,” the

19. Juhan, (&) ‘ixing.” To paint appropriate objects and floral
designs at their proper places.

90. Khadahar payana, ‘appearance of gaps.” It is a principle of Indicn
designers that in drawing the decorative patterns no extra space should he
left between one part and the other. If some extra space is left it is
counted as a defect and hence should be avoided by the artist.

21. Galli, lane. In drawing floral patterns space is left between two de-
signs. The measurement of the spac should be carefully determined
beforehand as it should be of the same dimension everywhere.

22, Jamoga, ‘balance” To have balance in the composition it is neces-
sary that appropriate designs following one another should be painted.
28. Zordar, ‘vigorous’. In draughtsmanship and painting the perfectn:ss
of curves-and meanders make the drawing beautiful and vigorous.

24. Gathl hui, ‘compact,” In floral scrolls no extra space should be left be-
tween two designs as this practice mars the beauty of the pattern.

.25, Goda. In drawing a figure in correct proportion dots are marked
at required points. '
6. Gharbandi, ‘compartment.

for drawing floral scrolls. ) o ) .
27. Do danda. The lines drawn on four sides within which decorative

.designs are drawn is dandd, and the loops to jain all the four cerners of
danda is dorl. )

.28. Bata. Big decorative flow
29. Bati. Small decorative Iow

Dividing the border into compartments

ers or leaves painted singly.
crs or leaves painted singly.
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small flower being biiti and bigger flower buta. In such designs-
the flowers are painted separately in diagonally assorted rows,
the space between each row being equal. The process of draw-
ing such patterns is called chita likhana.™ The flower drawn
with the help of four dots is chaudania,” three-petalled flowers
is tipatia,*”* and the four-petalled one caupatia. The decorative:
flower is made of two parts, petals (pankhari), and stamen
{murri).3®

For more elaborate designs floral scrolls (bel)** and floral
rhizomes (later) are drawn (PL IX, 42-43), the only difference
between the two being that in the former the design is oft repeat-
ed, while in the latter many twigs are shown, and the uniformity
in the design is not maintained.

A very common decorative motif is meander (baradmutan)®
in which the curves (khana) are filled with floral designs.

In dohri bel or double meander two meanders cross and the

interspaces in ascending and descending loops are filled with Howers
and leaves.

go. Chit likhna. (stz{@@ar)  To draw flowers at equal or parallel
distances.

g1. Caudanid, ‘four dots.” A decorative flower or thomboid shape con-
sisting of four dots. ; .
g2. Tipatia, “threc-leaved.” A decorative leaf with three petals.

33. Muwri, ‘tendrils.” A curved line or tendril. It should be drawn
with one sweep of the brush.

s4. Bel. ‘[loral scroll’ That decorative creeper in which floral design is-
repeated again and again. The only difference between the creeper motif
(latar) and bel is that in the former the designs of the shoots vary, while
in the latter it is the same.. Bel likhana, ‘to draw scolls., Bel kayam
karana, ‘to draw scrolls after particular designs.’

85. Baradmuldn, ‘meander’, Sanskrit, Gomatrikda, ‘wavy pattern’. The
motif is derived from the bullock urinating while pa'sing on his track. The
act produces a wavy pattern on the track. In the compartment of the’
meaqders floral design, etc., are drawn. In the Visnudharmottava, 111, 41,
$. this molif seems to have been mentioned under the name of vainika,
which is derived from veni coiffure. The entwined meanders are ofl the
same shape as the coiffure twisted in basket-work pattern. Coomarswamy
translates the word as lyrical derived from vina, lyre. (Journal of
the American Oviental Society. Vol. 52, p. 13).
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Half-egg design (sahresd) is used in decorating buildings
and borders of paintings. This design with face upwards is
ulta sahresd, and when two rows of half egg design one going up
and another down is drawn it is dohra sahvesa.

The joki*® or interlaced meanders technically known as
guilloche seem to have been derived from leech (Pl IX, 44). The
difference between the dohribel and guilloche is that in the for-
mer the double meanders are not interlaced and the space filled
with the floral designs. '

“Cauphulia or four petalled flower was a favourite motif of
‘the Mughal painters. In this motif the flowers are connected
with one another by the stems and leaves (Pl X, 45). Another
variation of the same design is dri or horizontal cauphulia in
which the leaves spring in both directions.

Lozenge and circle (nag javahir), a very ancient Hindu de-
corative motif, palmate (pafijak)’™ (Pl X, 46), lozenge (sakar-
pard), triangles with their bases joined (sighara), curled leaves
(marvari)’® and the scale of fish pattern motifs (sefra) constantly
serve the purpose of decorating the border of a painting. Another
kind of bel which made. the design very attractive is ‘garland
pattern (gajre ki bel) in which a simple meander entwines with
a wavy garland.

There are other decorative motifs whick are used for the
decoration of buildings (imarati likhai) in painting. The roset-

36. Joki. ‘Leech motif” Two meanders intertwining to form a chain.
It is called guilloche in English. The motif is derived from entwined
leeches.

87. Paiijak . ‘Palmate.” A decorative leaf with five petals. This design
is a decorative form of the ancignt paficingulaka design in which the palm
dipped in colour was impressed on the walls on auspicious occasions.
(Mzhavamsa XXXII, 4). This practice is still prevalent.

98. Marvari. A varicty of floral scroll in which the leaves imitate lotus
p<tals.

9 (b
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tes painted on the ceiling (phulla)®, kishti*® or floral scrolls in
circles and ovaloids, diaper with onion-shaped compartments
filied with flowers and leaves (badrin) (Pl IX, 47), flower stick
pattern (chdari),** circle filled with arabesque (canda) Pl IX,
48), spiral (pechak), danda murri** or bent twigs with curved
points jutting out, from which creepers hang, Hower-vase motif
(gul-dasta), jagala” or the interlacing of flowers, leaves and
creepers (Pl IX. 49), turfij, or the floral motif in the corners of
the border, and konid, or decorative flowers in the corners of the
borders are some of the decorative motifs which were favourite

decorative motifs of the later Mughal painters, and are still
common.

In drawing the floral scrolls intermixed wth leaves the pain-
ter should first determine the places of the How:rs in the design,
otherwise, the design will lose its uniformity. This process of
determining the places of the flowers is technically known as phul
bo jana.* 1In the garden scenes flower beds are represented

g9. Phulia, ‘rosette” The decorative lotus flowers in full blossom painted
on the ceiling.
40. Kishti.

An oval compartment in which various decorative patterns
are drawn.

41. Chyai. ‘stick’ This decorative motif has originated from flower
stick, which i; made by entwining flowers and Ieaves on a bamboo stick.

The fower stick motif was common in ancient India. In the Mahavamsa
it is known as latayatthi, kusumyatthi (Mahavarisa, XI, 10-13); it often
supported birds and animals {sakuna yatthi).

42. Danda muwrri. In decorative [loral design the curved stamen of the

flowers is danda, and projection of two sides are muwri. {from which
creepers hang. This motif is darived {rom the pergola of bamboo on
which crsepens hang.

43. Jagala, ‘forest’. ‘That decorative motif in which there is exube-
rance of entwining creepers and flowers.

44. Phil bojana. In drawing floral scrolls flowers are drawn at fixed

distances. In doing so it becomes easy for the painter to draw the stamen,
foliage etc., faultlessly.
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f])drchd ). In some paintings the border is painted with a jungle
scene with animals both mythical and actual disporting them-
selves (shikargah)* (Pl IX, 50).

It is a well known fact that the Persians, and subsequently
the Mughal painters, fully realised the decorative value of gold,
and therefore they constantly employed it in the general colour
scheme of the painting, in drawing the decorative details of the
border, and also in ‘dusting’ the border with it. For the last
process the portion of the border on which the gold is to be
sprinkled or thinly coated with the size (bat),*® then fine gold powder
(ghubbara) from a pouncing bag, or tiny pieces of gold are applied
to it. The latter process is called afshan*’ or shafag. The gold is
fixed by smoothly pressing the surface with a piece of cloth. To
import glossiness the surface is burnished with an agate burnisher.

45. Shikargah, ‘hunting scene’. This was a very favourite motif of the
Persians from whom it was boirowed in Indian art as a decorative

motif.

46. Bat. The size for gold called bat is prepared by mixing a little
sugar with the size. This is used as medium for painting gold and also
its thin solution for fixing gold leaves.

Bat lagake sond chapand, ‘to imprint gold alter applying bal” Bat
is applied only on that part of the picture where gold-leaf is io be printed.
After the surface is ready the required part of goldecaf is fixed with
fingers. It should be borne in mind that bat should be a little moist
when the gold-leaf is imprinted as without moisture the leaf will not stick.
The sugar is mixed in the glue so that it should remain moist. Some-
times the surface is also puffed with breath to moisten it.

47. Afshan, “puffing with gold leaf or powdei’. Gold and silver leaves
are used for the decoration of the border of a painting. In powdering
the border with tiny pieces of goldleaf the gold-leaf with paper is in-
serted in a thin hollowed piece of bamboo and one end taken out from a
reces; cut lengthwise. The border is smeared with glue water and then
with a hard brush the leaf is tapped ; the pieces falling on the surfaca
are pressed with a cloth. In powdering the border with fine parti-
cles of gold (ghubbara) the gold leaf is put in a sieve with very fine holes
and is sifted on the desived place with a hard brush. In the Adyin Akbart

(dyin 34, p. 134) the gilders are called mazhibban. (®sg=at) The pro
cess seems to have originated from China.



7 DECORATION AND BORDER

The following niethods are also employed in decorating the _
borders. '

Minakari, ‘enamelling’. Desigr: in many colours in direct
imitation of enamelling on gold and silver is kimkhab ki likhai,
‘decorative pﬁttefns based on the scrolls in kimkhad’. Kimkhab
15 a heavy brocade in which on plain or coloured ground decora-
tive floral scrolls and creepers, etc., are woven. In the sphere of
painting the designs derived from this are painted on the borders.

Sometimes the ground is painted with silver or gold and then
the patterns are drawn in various colours.

Abar (abar) likhana. The decorative design derived from
the curls of the clouds.

Gulcharre ki likhai. The floral patterns are painted in goid
and hlled in with various colours.

Munabbat, ‘raised design’. = Pottery pieces are rubbed on
stone to the consistency of sandal wood paste. Mixed with a-
little glue it is used for drawing raised designs. After the design
is finished colours are applied.

Chirkdo, ‘sprinkling’.

. To decorate the border sometimes
the colour is sprayed.

{lata. A certain metre in Persian. Now the term is used
for all calligraphic examples in Persian. The calligraphic panels
are generally affixed on the reverse side of the paste-board .
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The ARTIST (musawwir), the PUPIL (slzﬁgiv‘d ), and the
WORKSHOP (karkhana).

Paintings in the terminology of the Mughal painters are
called taswir, which are of two kinds: shabih* (likeness) or
realistic portrait of animate or inanimate objects, with the ad-
jective shahahat meaning the point of resemblance;* and the
verb shabih iagana, the act of taking portrait, and khyali,
‘imaginary’, in which the picture is painted with the help of
memory and not based on models. The work of a painter is
known in Persian as aml, kar, etc. In the Rajput school, how-
ever, the generic term for painting is citra ; the pictures of gods
and goddesses are known as chabi and the process of painting is
urehana (Sans. ullekhana) and likhana, both standing for the
infinitive, ‘to draw’. In the vocabulary of Pahari painters a
single painting is called patta derived from pata (cloth), as the
paintings in the Himalayan region were done on silk or canvas.
This word has now lost its original significance and is used as a
generic term for all classes of paintings.

The pictures are painted either in standing position (khari
taswir) or horizontal position (pari taswir). They are also some-
times oval (badama), ovaloid (gol badama), oval in which verti-
cal dimension does not exceed horizontal (naté@ badama) and
oval drawn in horizontal position (bera badamd).

r. Musawwir, ‘painter’ {Avin 34. p. 134). His work js known as taswir
arai, tamsal arit, aml, navishtah, etc. .
‘2. Asaliyal, ‘resemblance’; Sddréya. One of the six limbs of painting
according to Yaiodhara. To bring likeness in his work was considered
to be a great merit of the Mughal painter. Abul Fazl calls this as
manindnigari, bringing resemblance’, Ayin-i-dkbari, g4, p. 133. This
word also expresse: the idea of shabih. .

10 (a)
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An artist, in the terminology of the Mughal painters, is
known as musawwir, karigar, etc. The master painter was known
as ustad and his pupils shagird, whom he trained in the art of
painting and draughtsmanship. In the days of the Mughals
the pupils were admitted by the master artist when they were
children, after they had worshipped him with flowers, etc., and
presented him with eatables. They began their lessons in draw-
ing by practisitg civcles and spirals on a wocden panel- (patti)
smeared . with the bole (multani matii). When they had
thoroughly mastered these designs they began to practise in draw-
ing lotus flowers, fish, peacocks, deer (Pl. X) and all sorts of
decorative designs consisting of simple geometrical patterns and
mere complex floral scrolls and arabesques. '

After thoroughly mastering -these designs the master-painter
allowed them to prepare wacings which they  pounced on
paper, 'the'n:ﬁn-ishing the outline with brush and filling it with
colou‘rs.A It was in the end when they could wield their brush
without break (qalam mé tit na parana), that they were allowed
to draw their own composition. Even the present day Mughal
artist has no respect for an amateur who is called atai, or an artist
who has not learnt the art m.ethodically under an accomplished
teagher. An accomplished painter is expected to wield his
brush cleverly (hath ya cutaki bai thand), to hold the brush properly
3“@ to have individuality of conception (haszu_tij and style.
I‘_hs COI}']pQ?itiOn- (bandish, tdi’ah P is Eih;rays origilial,. a_ﬂd his out-
line always gracc?fuil‘anld spirited (paca ke qalarﬁ lagana). He
has'als? to be m.indful that his figures do not lack ‘pimportion and
their likeness with the original models is always striking (nap-

LA

3 . s = .' '. » : ‘ - - -
?n t‘i“-;’défh’ composition’. » To determine the style of the painting accord-
1 g ! ln S own conception. It is also calléd tarah, and the pai&teﬁ with
riginal conception tarrah, ‘designers'- Ayin. 34 p. 133 -
. 133.
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jokh-taul).* - Whenever he detects any mistake in his composition
he corrects it (sabhalana)’® and if any part of the outline becomes
faint he redraws it (jagand). Before commencing his work he
sees by-measurements that the main figure of his composition lies in
centre (madhya sddhana ) and that the composition is well balanc-
ed. At times he is unable to make up his mind in what way to
proceed (kama ka bhang na lagnd ), then with great steadiness
of mind he finds his way out of the impasse. He is a man of ac-
complishment and ' training and hates untrained artists (kam
karigar)*’; he never works in a slipshod manner so that there never
arises the necessity to go over his work a second time (dohar-
kamma). He never allows the style of his work to degenerate
into that of a commercial artist (kohar)." While working he takes
great care to keep-his brushes and colour pots absolutely clean.
To ensure absolute cleanliness of the brushes separate water
nots are kept to wash them so that colours do not stick to the
quill or brushes. Separate brushes are used for each colour,
bzcause if only one brush is used for all the colours, shades
foreign to the desired colour appear in the painting and spoil
its effect. He also provides himself with a piece of paper
(kardhara) on which he places his hand to avoid specks and

4. Nap-jokh-taul. The correctness of proportion is essentjal for the realis-
tic treatment of the objects.

4. If the flow of line is arrested or if there is a break the painting is
spoiled. )

In Rajasekhara’s Viddhasalabhadijika (Atre’s edition 1866, 36, f) quot-
ed by Commaraswamy in “The Technique and Theory of Indian Paint-
ing” vekha i saunas ekadhdrd, ‘an outline unbroken ini its flow’ is praised.
6. Kamkarigar, ‘unaccomlished artist’. If the artist has received little
training or has limited imagnation which «cannot go beyond a certain
limit he is called kamkarigar. )
4. Kéohari hath, ‘clumsy style’. The simile has originated from that
class of painters who paint doors, walls and pottery. without the least degree
of finenss. ‘They use red to paint flowers and the lampblack for outlining.



76 . THE ARTIST, THE PUPIL & THE WORKSHOP

dirt. After such meticulous care in every detail of sketching,
colouring and finishing he produces a work which is called re-
fined or nastalig, in which there is no touch of weakness either
of colour or lines. - The Mughal painters worked hard to make
their works as examples for others, as it was the beauty and high
finish of their works which gained them the favour of their
patrons. In the age of the Great Mughzals mediocre and third
grade painters were not in demand.

- Akbar was the founder of the system of karkhana for pain-
ters but no record of this atelier is kept. It is possible, however,
that the atelier was established in the later part of his reign. In
the dyin-i-Akbari, written between 1 596-1601, the description
of karkhana or atelier shows that it must have been a well equip-
ped and elaborately organised- establishment. This establish-
ment must have been organised on the same lines as those formerly
existing in the capital cities of the Sultans of Herat or Safavid
Shahs about which we will have to say something later.

We do not know. anything about the organisation of this
great body of painters or whether they followed the movements
of the court or remained stationary at one place. There was,

“however, an atelier at Fatehpur Sikri, as is e

vident from a copy
of Gulistan in the library of the Royal Asiatic Society which was
completed by

the copyist Husayn Kashmiri at Fatehpur in A. H.
990 (A.D. 1582), and the borders of the pages of which were
decorated with a number of bird illustrations by Manohar. This
must have been the atelier referred to by Father Anthony
Monsen_‘ate,8 who visited Fatehpur Sikri between 1580 and1582.
He tells us that. Akbar had built an atelier (atritm)  near his
place for the workrooms of the” more honourable art, such as
painting, gold-work. weaving, and the manufacture of arms.

8. Anthony Monserrate, §. ., Mongolicae Legation: 1
ed. by the Rev. Hosten, HI. pJ. 643. SV SUEE, Bt
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_ From what we know of the circumstances under which the
painters worked in the atelier of the Safavid kings an idea of the

working of Akbar’s atelier may be formed. The warrant of appoint- -

ment in which Shah ‘Isma’il, the Safavid king in 1522, appoint-
ed ‘Bihzad director of library shows that the establishment of
painters was attached to the library. By this warrant authority was
given to Bihzad over the copyists, painters, gilders, margin-drawers,
gold-mixers and gold-beaters.® It does not mention colour
grinders who must have been employed. It is probable that
highly polished paper was also manufactured in this establish-
ment. ‘

In this connection it should be remembered that the system
of karkhana was not only a passing phase encouraged by the
‘whim of Akbar who thought that in doing so he was giving an
impetus to the art of painting as supposed by Mr. Percy
Brown.’® Bernier stands testimony to the fact that the karkhanas
existed during the reigns of Shah Jahan and Aurangzib though
they had fallen on evil days, due to the apathy of the rulers. In
the late eighteenth century karkhands were very popular and
the nobles and the r@jas alike employed a number of artists to
prepare illustrated volumes of the Ramayana, the Mahabharata, the
Satsai of Bihari and other books on Brjabhasd literature. The
Ramayana pictures of the Bharat Kalabhavan and the Ramnagar
State Library, the painted manuscript of the Mahabharata in the
Baroda State Library are the results of the collaboration between
a good number of artists. Even to this day, though there is 2
paucity in the number of Mughal painters, and the art is gra-
dually dying out the painters have kept up the memory of the
karkhana alive. Even a single painter after he has finished the
iday’s work asks his employer, ‘Sir, the time is over ; should I close

9. TheLibrary of Chester Beatty : A Catalogue of Indian Miniatures,

Vol. I, P. XXII. )
10. Indian Painting under the Mughals, p. IIL.

10 (b)
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the karkhdana (karkhana badhana), thus keeping alive the
memory, theugh unconciously, of those days when painters workf
~ed in.groups in karkhanas. - .

From whatever we know from the inscriptions on the pages
of illusrtated  MSS and traditional knowledge of a few artists of
Mughal school the following . details about the working of
karkhanas become evident. The work finished in a karkhana
was known as ghan ki taswir. “This process was specially
employed when a series of paintings were to be executed.
Generally the compesition (tarah) was done by an artist of estab-
lished reputation, and the work of colouring, correct outlining
and finishing was entrusted to his co-workers. This system faci-
litated the production of illustrated manuscripts and big albums,
which, if entrusted to a single artist, could not be finished even
within his-life time. . . '

The fellowing is the method by which the work of painting
was conducted in the karkhanas. The painters assembled in a
big hall under a head artist who entrusted each of them iwith
the execution of that part of the picture with which he was well
acquainted. Thus chihra nami, ‘the face of the august personage
— the king’; was entrusted. to a competent artist who had the pri-
vilege to study his figure ; the head artist sketched the composi-
tion; a second applied the colours; a third finished the animals and
the scenery ; and a fourth gave fmishing touch to the picture, In
this way the painting travelled from hand to hand till it was
finished. Finally it was handed over to the wasligar, decorators,
gilders and -pagers, in turn. The calligraphist wrote the inscrip-
tionvon a separate paper which was beautifully decorated with
ﬂoz_fal scrolls etc -, and then fixed on the reverse of she painting.
It was not necessary that - the calligraphic panels should be by
Lontemporary - calligraphists. - At¢. this stage the painting was
handed over to the binder_'who_bound:it_ in an album (m,uraqéd)
along with other paintings, T ‘



CHAPTER IX.
FAKED PICTURES.

It is a well known fact that the art treasures of India have
suffered considerably from the hands of the vandals and natural
causes. The greater part of paintings were either eaten away by
insects-or taken away by the ‘plunderers of Delhi; only a small
portion has remained stowed away either in the collection of
private individuals or rajas who had shared the loot of Delhi.
 When the demand for good Mughal examples increased, in the
first instance, originals were parted by their owners at consider-
able sums, but soon a point was reached when demand outweigh-
ed the supply. The demand, however, grew, and the collection
of Mughal paintings came to be looked as fashionable. The rich
museums of America and Europe also recognised the artistic
value of Mughal art and gave it a place in their collections.
The result was that in the absence of originals the descendants of
the Mughal painters began turning out fakes which they deco-
rated with calligraphic panels, signed them in the name of
famous painters of old, and sold them to enthusiastic but igno-
rant collectors.© Such pictures, after the disbursement of the
collection of individuals, have found their way in the museums
and private collections both of Europe and India. They have
been labelled by the collectors as originals, and even in the cata-
logues of these paintings prepared by competent hands, the old
mistakes of the collectors have not been rectified, and even
‘mediocre fakes bearing the faked signatures of such panters as
Manohar, Farrukh Beg-and Balchand have been recognised as
originals. - No pairn Thas been taken to compare the style of these
paintings with the recognised originals, which if done carefully,
‘will at_once-reveal the difference’ between the originals and the



8o FAKED PICTURES

fakes and thus vindicate the originals which the fakes could not
“even dream to approach in the matter of technical perfection.
In this section I have selected some typical fakes and tried to

show the salient features of these fakes and how they essentially
differ from the originals. '

Some of the most notable examples of the late 18th century
fakes are contained in the album presented to South Kensington
Museum by Mr. Wantage. Mr. G. Stanley Clarke, the cata-
loguer of these paintings, has accepted all the paintings in this
album as genuine on the following basis: firstly, the personal
seal of Emperor Jahangir appears on the mounts of the eighteen
pictures ; sccondly, the paintings are signed by skilked artists
such as Bishan Das, Alam, Balchand, Daulat the Elder and
Farrukh Beg who are known painters of Jahangir period (India.ﬁ'
Drawings, p. 1). At the outset these arguments seem to carny
conviction as the appearance of royal seal and the signatures of
the artists point to their genuineness ; but unfortunately Mr.
Clarke did mot take the trouble to compare these paintings with
the genuine examples which would have at once revealed to
him differences between the styles of the oniginals and the fakes.
A detailed examination of the ‘paintings in the album has assured

me that the following pictures are fakes passed in the names of
the older artists. o ' ‘

Mi}*zd Kz‘tmrah meeting an ’énvoy near Kabul, circa 1544,
Pl. 1; Humayun's accession darbar at Agra in ) 530, Pl. 2;
Envoys bringing gifts to Humaytn at Agra, by Alam, Pl. 2 ;
?-Iumiyﬁh and Mirza Kamran ‘hunting near Kéblﬂ, PL 3:; An
incident in the life of Khwija Jahan, by Farrukh Beg, Pl. 4;
Jahangir inspecting a golden image, PI. B ﬁg ¥ Nﬁrjahin
entertaining Jahangir and Prince Khurram in 1617, PI. 5 Aig. 7 ;
Akbar receiving two Mansabdars in a palace garden, by Manohar,
‘P1. 6 ; the Mughal Emperor Shak Jahdn, P1. 10; Indian fallow
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deer and Tibetan antelope, PL 12, fig. 17; A keeper (Duriya,
leading a lion), by Padarath, Pl. 12, fig. 18; Portrait of
Wazir Khwaja Kalan Beg, by Ustad Mansuar, P1. 17, fig. 25;
Portrait of Inayat Khin, by Daulat the Elder, P1. 17, fig. 26;
Shah Tahmasp in solitary meditation, by Sahefa ‘Bant, PL 18; A
blind pilgrim procuring food in the precincts of the Dargah
Khwija Sahib at Ajmer, by Mir Hashim, Pl 2o.

The following examples are genuine : Jahangir recelving
Qurbuddin Khan Koka at Lahore, in 1605, by Manohar, Pl %5
Jahangir leading a black buck, by Manohar, P1. 8; the Mughal
Emperor Shah Jahan, by Balchand, Pl. g; An Amir of the
court of Jahangir, by Balchand, Pl. 11, fig. 11; Murtaza

"Khan (Shaikh Farid Bukhari), c. 1610, by Manohar, P1. 11 fig.
12 : Amir Mirza Ghazi Beg. by Manohar, P1. 11, fig. 1g; Mir
Jumla (Md. Amin of Shahristan), by Shivadas ; The markhir
or Himalayan wild goat, by Inayat, circa 1607, Pl. 13; A pair
of painted saras, by Mansar, PL 14, fig. 20; The Indian red
wattled lapwing, by Mansar, Pl. 14, fig. 21; The Himalayan
blue-throated Barbet, by Mansur, Pl. 15, fig. 22; Jahingir's
turkey-cock, by Mansar, Pl. 17, fig. 23; The Himalayan cheer
pheasant, by Mansar, P1. 16; The Martyrdom of St. Cecilia,
by Nini, P1. 21. _ :

" The following are the characteristics of the faked paintings
which are never found in the works of the older painters :—
~ As we have seen already in the-paintings of Jahangir and

Shah Jahan’s time, colours were applied in many thin coatings
so as to impart the painting depth and an enamelling effect.
The faked paintings sadly lack these qualities. To amend the
defects of colour the painters have taken recourse to stippling,
and there is not a single spot in the faked paintings of this album
where extensive stippling has not been done. In this connec-
tion it is also remarkable that stippling is not done with the same

11 (a)



RBo. FAKED PICTURES

colour but with the lamp-black, a practice which seems to have
originated from the direct imitation of European steel engrav-
ings brought to Mughal court, and from which the Mughal
painters must have drawn some technical inspiration.

In the representation of human figuves the painters have
been unable to draw correctly the hands and feet wth maniére
grace as in older paintings.  No attention has been paid to
exact proportions in figure drawing. In a word, the drawings
are faulty as the copyists were very weak in draughtsmanship.

In the delineation of landscape the same weakniess of draw-
ing is perceptible, Trees are sketched and finished badly ; undue
use of shade and stippling is made in delineating the trunks and

leaves. 'The floral designs are very weakly drawn with no attempt -
at delicacy. After drawing the patterns on the surface they are

never outlined as in early paintings. The floral decorations on

outer borders are also crudely done in gold with thick brush Pﬂ"‘{

haps in direct imitation of European wall-paper. In early pain-
tings, however, every pain is taken by the designer to paint the
borders with floral pattern in various colours, which add
to the painting, ,

Now let us take a few typical examples of the original works
of early painters, such as Bishandis and Manohar, and compare
them with the fakes attributed to them, and the difference will
be clear at once. Manohar, a painter of great strength and
quality, belonged to the period of Jahangir. His works. are
distributed in many museums and private collections and are
marked by the individual treatment of portraits, expression of
vitality, and mastery of restrained outline. There is little or
no stippling ; the evenness is obtained by the clever use of colours.

All these qualities of Manohar’s art are reflected i
scene at the court of

Mughal Painting u

n a processional
Jahangir, reproduced in Mr. Percy Brown’s

nder the Mughals, PI. XXI. If we com-

beauty
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pare .this picture with Pl. 6 of Wantage bequest, depicting
Akbar receiving to mansabdars in a palace garden, the differ-
ence will be at once apparent. In the latter picture the figures
are disproportionate ; drawing is very weak ; recourse to stippling
is taken to hide the defects in colouring and the floral patterns on
carpet, etc., are not outlined as in the genuine picture. At the
'wery first sight a connoisseur of Mughal art would say that these
are the works of two different artists. In the Wantage album,
thowever, there are two genuine works of Manohar already men-
«ioned which stand the test of genuineness after comparison
with authentic examples of his works. If we compare “Jahangir
qecg:iving Qutbuddin Koka at Lahore” in the Wantage album with
;Jahangir drinking wine under a canopy” in the British Museum
The Court Painters of the Grand Mughals, P1. 1), we will at
 Omce see the striking similarity.  Striking resemblance of the
figujre of Jahangir in both paintings, the perfect mastery of outline
~andé-sensitiveness of drawing, and above all, the use of posture
vihich is a little more than profile, an outstanding feature of
j‘gjhéngiiﬂperiord‘; are apparent in both and leave no doubt in the

minds of art critics that the painting from the Wantage album is
gexilline. Sirnilarly the portrait of Murtaza Khan with

Mongoloid features is also genuine and bears all the traits of

Manohar’s art.
One who is least acquainted with the works of Bishandas, a

favourite of Jahangir, is simply astounded by the attribution of
mediocre faked painting entitled “Amar Singh of Udaipur
(Mewar) and his sons” in the Wantage album. His works are des-
cribed and illustrated by Dr. Coomaraswamy in an article “Notes
on Indian Painting. 4. Bishan Das and others” He
was the greatest master of ‘taking likeness’. ~ He was
deputed to the court of Shah Abbas to paint the emperor
and his officers which task he did with utmost satisfaction
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of the Emperor who amply rewarded him for that. His strong
point was without doubt portraiture, but he could also blend in
his work a sense of true proportion and expression of feeling.
The wooden portraits of Amar Singh and his sons, the weak out-
line which has made the drawing of the figures weak and broken,
excessive use of stippling and lack of outlining the floral patterns,
and the use of rigid profile are certainly traits which are foreign
to Bishan Das’ brush.

There are, however, paintings which are executed beauti;
fully, and on that gfound as well as on the basis of the subject]
matter they are assigned early date, but on careful examination
they prove to be later versions of an older work. Thus on Pl. I,‘
fig. 1 of Indian Painting under the Mughals, a picture represent-
ing young Akbar receiving the news of his father’s fatal fall
is represented, and the date assigned is 1556 A.D. On an exandffii-
nation this date is untenable. The figures are absoluffely

Rajput in type, a feature foreign to early Mughal painting B ut
common in Shih Jahan’s period ; even the landscape is Indian:
The mountains are represented as raised mounds and not zig-zag
as in early painting. It is therefore necessary to stuldy and com
pare carefully the works pronounced to be early with known ex+
amples whose dates have been settled and then to form an
opinion. |

Certain accomplished copyists have, however, réproduced
old works with such accuracy that it becomes sometimes difficult
even for keen critics to pronounce them as copies. When' such
works come for inspection the critic should be very careful in
examining them in detail and comparing them with the original
examples. His efforts are sure to meet with success, as a copyist
is after all a copyist, and however clever he may be there are
certain points in the or'iginal which are beyond the reach of his
brush, and once such points are detected the critic clearly sees the
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distinction between them. There is a copy of Persian portrait
in Kalabhawan, Benares; the copyist was so clever that in the
delineation of the figure and tree he has reached very near the spirit
of the original, but in delineating the clouds he has failed and is
caught. There is another picture of an elephant with mahout
in the same museum. It is a very fine example of a copy from
the original. Even the best critics failed to pronounce their
opinion ; but on a close study it was found out that the outline
is not so strong, and when the paper on which the painting was
done examined it-proved to be ordinary mill made paper.

In the end I must strike a note of warning to the collectors
of Mugha! painting that they must be very careful in their selec-
tion. The original paintings are practically exhausted and the
fakes are manufactured in Delhi. Agra, Lucknow, with a view to
deceive the tourists and enthusiasts. They pay handsome prices
for these trashes ar:d when the frand is detected their enthusiasm
vanishes. The greatest collection of fakes which I have as yet
seen is now in the possession of Benares Hindu University presen-
ted by Lala Shri Rama of Delhi. He was an enthusiastic but igno-
rant votary of Mughal art ; and taking advantage of this he was
fleeced of a considerable sum by the fakers. The paintings of the
collection are most miserable exambles of fakes and the University
authorities should be better advised to consign them to boxes
rather than display them in gorgeous setting.

~ In this connection I want to lay certain maxims which if
followed will save many enthusiasts from being cheated. They
are :  Buy your painting from some reliable firm ; if you are not
a critic take the help of those who know ; never trust bazar paint-
ings displayed in curio shops of Delhi, Agra and Lucknow. .

) 11 (b)



CHAPTER X.
HISTORICAL RETROSPECTIVE

In this section we purpose to give a short history of Mughal
painting with outstanding features of the paintings of each period ;
this, bes'des giving a history of the developcment of technique,
will also acquaint the readers of the salient features of the art
‘which was a favourite form of artistic expression in India for
more than three hundred years,

Before tracing the development of Mughal art it would not
to be out of place here to say a few words about the state of pic-
toral art in India immediately preceding the Mughal conquest
and the consequent origin of the Mughal school.

The school of painting which practically dominated the field
before the advent of the Mughal school is named by various
scholars as Svetambara Jain school, Gujarat school or Western
Indian school, on the basis that practically all the documents
relating to this school have been found in Gujrat, and.that the
subject-matter of these paintings is mostly Jain. On a closer inquiry
it has been found out that the paintings executed in the so-called
- Gujarat style are also found at places much farther from Gujarat.
LExamples may be quoted of the Ari frescoes from Pagan, Burma,
and certain illustrated Buddhist palm leaf MSS in Tibetan monas-
teries, the photographs of which were broguht by $ri Rahula Sankr-
tyayana from Tibet. A few pages of a romance in Avadhi, a dialect
of Hindi, illustrated after this style about 1500 A.D., now in the
Bharat Kala Bhawan, were certainly illustrated somewhere near
Lucknow. On further research we are sure more documents of
this nature could be found. The style of these paintings, which
follows the decadent traditions of the frescoes of Ellura with
angularities appearing in the treatment of human figures and an
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eye protruding in the empty space, also points out the origin of
this class of painting not in Gujarat but the Deccan. To be more
-explicit it is wrong to assign a school to certain class of paintings
because by some chance most of the documents in that style are
preserved in Gujrat and not elsewhere. But this only proves
that Gujarat somehow or other managed to protect its works of art
against the iconoclastic fury of the Muhammadans. In the matter
of technique and conventions, however, the Indian artist followed
‘the same traditions from one end of the country to the other, and
the decaying traditions were followed in the same way as vigorous
ones. It would be, therefore, better to call this period the school
of late medieval Indian painting, which should cover the Bud-
-dhist palm-leaf paintings of Bengal as well as other paintings done
in so-called Jain school executed roughly between 1000 0 1500
AD.

The earliest example of the Jain style is to be found in the
‘palmleaf MS of the Nisitha Cwrni in the Jain Bhandar at Patan,
written in the A. D. 1100 in the reign of Siddhardja Jaysimbha:
The first period of palm-leaf MSS lasted from A. D. 1100 to 1400,
-and from this period have come to us the illustrated MSS of the
Aﬁgasﬂ,tm,‘ T'risasti-Salaka-puruse Carita, $ri Nemi-nditha Carita,’
Sravaka-pratikramana Curnd, etc. In the second period lasting
from 1400 to 1500 the illustrated MSS of Kalpasitra and Kala
_Kicharya katha and Siddha Haima were painted.

With the introduction of paper for writing and painting the
new era illustrated Jain MSS came intc being. Innumerable
.copies of the Kalpasitraand Kalakacarya Katha were produced in
the 15th and 16 centuries. Besides these Jain MSS illustrated
MSS on Hindu erotics as Pasanta Vilasa and Rati-rahasya, also a
few copies of Balagopalastuti and Durgd-saptasati were produced.

In these manuscripts drawings are in oblong panels. The out-
Jine is picked in red, and the colours employed are gold, yellow,
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black, white, red, blue, green and pink. In draughtsmanship no
attempt is made at rounding the line; angularity prevails every-
where, and the convention of representing an eye protruding in
empty space is followed. -

‘The Mughal conquest changed the political aspect of India.
The feudal states were curbed, amd the power was centralised in
the person of the Mughal emperor. The court of the Mughals
with its officers. both civil and military, Rajpit rajas either in the
service of the Mughals cr attending the court to pay their respect.
Amirs and Khians from Turkestan and Afganistan, and numer-
ous ambassadors from Persia asd Europe seeking alliance or try-
ing to negotiate business concessions, filled the capital. This
variegated crowd whose members vied with one another in the
display of pomp and show imparted undreamt of splendour to the
court, and to the imperial city of Delhi which became a great
centre of art, learning and also luxury.

Once the power of the Mughals was established a fusion of

culture of the conqueror and the conquered began to take
place. The increased contact with the Rajpiits who were the-

custodians of Indian culture in that period, and the matrimonial

alliances with Rijpiita ladies introduced an Indian element in
Mughal court wlick is not only apparent in dresses and ornaments
but also in the domain of art and architecture, a fact demonstra-
ted in the paintings and menuments of that period.

. It is well krown that the first illustrated work of
painting was Hamzah Namah, or
uncle of the Prophet Muhammad, w
~The work was execured at
than a thousand folios on canva
Al of Tabriz, under whom mus
painters. The w.
of Akbar under

Mzughal
“The Exploits of Hamzal’ an
ho fought in the cause of Islam.
Kashmir, and consisted of more
s and was entrusted to Mir Sayyid
t have worked a number of Indiarr
ork was completed in the early years of the reigm
the superintendence of Abd-us-Samad.
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It is remarkable in this connection that ‘the sameness of
style has- Been ‘maintained through Hamzah Namah. The
style of paintings has been designated as fundamentally Persian,
and Starley Clarke opined (Twelve Mughal paintings of the
School of Humayimn, p- 2) that the work was done by a small
coterie of Persian and Qalmuk artists. But a brief examination
of the paintings will reveal the fact that though imbibing the best
traditions of Persian art the paintings reveal certain traits which
are purely Indian, and it would not be an exaggeration to say that
though the composition was supervised and perhaps outlined b}

- the Persian masters thie work of fintshing and decoration, etc., was:
left in the hands of the Indian artists who freely introduced Indian
conventions in their work. The Persian-elements such as deli-
cate leaves, flowering trees and shrubs, three quarter view of
the figure, rich'patterns of carpets and beautiful tiled payili
vfreelysiitl;gl'ug\el But it must be said to the credit of the Indian
painters that they were not merely the imitators of 'Herat School ;
they had their own traditions and view point ‘of art, which fmd

expression in these paintings. In this connection it is worthy to
mention a tradition current in the Mughal painters of the nine-
teenth century, who were absolutely ignorant of the school of
Herat or Kashmir, that the art’sts of Herit had no seise of propor-
tion in the delineation of the human figures ; ‘the Kashmiris
bérrowed all ‘their best traditions while adding the serise of pro-
portion. It'cannot be said ‘that the early Mughal pairiters ircled-
Ing those from Kashiir tere perfectly ‘at ‘ease with the ‘canons of
proportion in the early days of Nlughual art as ‘the ‘timie was yet
too early for that, but constdering thie idoll-like tepresentation of
the ‘higures in Persian art “of ‘thit ! perlod ‘€arly Mizghal painters
liad better sense of ipropotrtion. 1Tt is, however, in certain other
respects that Tridian infltience s quite palpable. In the pictute
entitled ‘Miractiloiis everits following the birth'ofi propliet Muham-
"mad’ there are Indian ‘elements ‘whose ‘knotvledge was difficult o

12 (b)
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be acquired by a foreign artist however clever he might have
been. To know these things intimately one should have been
well versed in indigenous school of painting which flourished in
Kashmir since a long time. In this picture the images at Kaba
are represented to have fallen, the sacred fire of Zorastrians extin-
guished, and the priests are flying pell-mell. It is remarkable
that for the representation of the images framed canvas paintings
have been used depicting the Buddhist figures drawn with the
full knowledge of mudras, a thing which!was absolutely out of the
reach of the Muslim painters. Secondly, the Zorastrian priests
are repesented as Brahmana priests clad in the dhoti and dupattas
and they wear rudraksa necklaces and sacred threads. The whole

painting breathes of Indian influence except the architecture and
rich patterns borrowed from Persia. '

t

Another aspect of these paintings which may be said to be
essentally an Indian contribution is the expression of emotional
force which characterises certain scenes. The heavy and uncanny
force associated with giants, the sense of wonder and amazement
of the crowds witnessing awe-inspring scenes, etc., are nearer in-
spirit to Indian art traditions of bygone days than the Persian tra-
dition of Bihzad and others who aimed at more towards the perfec-
tion of technique and delicacy of outline than the expression of
.emotional reactions. :

‘The point need not be emphasised here that Akbar was the
real founder of the Mughal school of painting. A “karkhana or
atelier was opened where painters and decorators were employed:
for the illustration of the manuscripts and no pain was spared by
th? emperor in giving constant supervision and encouragement to
bring the art-of painting to a higherlevel. In the first half of his

reign illutrated MSS of the Hamzah Namah, Babur Nimah

o e e
(British Museum), and Timur Namah (Oriental Library, Banki-

pur), were produced ; while in the second half of his reign illus-
trated copies of m—mjaimm)fﬁﬂ{{f" .

ara-i-Suhaili
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{School of Oriental Studies), Shah Namah (Stadt Bibliothek,
Munich), Babur Namah (Victoria and Albert Meuseum), Laila wa
Majnun (India Office Library), Bahahistan-i-Jama: |(Bodehian
Library, Oxford), Khamsah-i-Nizami (Dyson Perrins Collection),
Babur Namah (Stchoukine Collection, Moscow) were prepared, in
the final part of his reign Akbar Namah (Victoria and Albert
Museum, South Keningston) and 4 nwar-i-Suhaili (British Museum)
were executed. Besides these MSS another copy of Akbar
Namah in Chester Beatty Collection, a part of Tarikh-i-Alfi in
possession  of Mr. Ajit Ghosh, and an illustrated version of
Diwin Hafiz are also known. A number of stray folios of Shah
Namah, Razm Namah, Tuti Namah, etc., which must have once
formed part of the illustrated manuscripts prepared for the higher
dignitaries of the State, some of whom had their own painters,
are also found and are disbursed in various museums and private

«collections. _
In the matter of colouring the painters of Akbar period show-
ed great preference for bright colours, the liking for which they
got from their brother painters of Persia. Thus bright blue,
.especially ultramarine, was profusely used ; indigo, verdigris,
cinnabar and peori were also favourite colours. In this period
the painters did not try to blend one colour with the other as in
Jater times, but accentuated the outline dividing different colours
by the deeper’shade of the same colour. .
In the representation of lalxdscapmmu&mpmmIed_unth
sraight trunks ; the leaves and branches are painted_on--the
-indigo background or in Persian fashion with undulating trunks.
Flowers and leaves are sometimes treated decoratively as—in-
Persian painting, but very often realistically. .The banyan, -
‘mango and plantain_trees are treated aWe,_Ihc
reason Tor this may be that these being the indigenous trees of
the country the painters could represent them with greater sym-
-pathy. Mountains are, however, treated in Persian manner with
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bare or flowering trees standing here arid there, and tivulets flow-
ing through the landscape. The'clouW@d on
blue ground. | - s
~The faces of the human figures represented in the paintings-
of this period are either in three-quarter view or in profile. 1t
is however, in the treatment of women that the painters have
borrowed Irdian traditions. This might have been due to the
unfavourable reaction of the Mughal painters towards the con-
véntion of the Persian painters who failed to distinguish bétween
the facial characteristic of male and female figure. On the other
hand the charm of Indian women with their lovely costume must
have appealed to them strongly, and hence whenever women are
represented in profile or three-quarter view; the treatment of
their eyes is like patola—a trait borrowed from Jain paintings..
‘Another remarkable feature of early Mughal painting is lack
of proportion in the delineation of human figures. As we have'
observed elsewhere the Mughal ‘paintér had a definite proportion
by which he drew human figures, and the unproportionate figures
were called badkainré. In the early period, however, influenced
by which he drew human figures, and the unproportionate figures
it must be admitted that many features of Persian school, such
as round heads, etc., were discarded and the Indian conventions
adopted in their place. Big éyes, straight nose, thin lips, narrow
waist, well developed breasts and buttocks in the treatment of
women conform to Indmi}ﬁmare represent--
em ‘coloured; with decorations swhich are not ‘promihént.
The floors are represented covered with carpéts and the niches’

are decorated or ‘painted with Chinese ‘porcelain, wine bottlés,.
ete: ' ' ' '

The -period of Jahingir the aesthete is niarked with a feve--
rish activity in the field QE ipdinting, as ‘the 'emperor ‘himself was
a‘great patron’of artists. Increased ‘iiitercourse with the European
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travellers, ambassadors and missonaries, who brought European
paintings with them produced some Western influence on the
Mughal school. fﬂl_g_ w for book illustration went out of
fashion, _and_the painting representing episodes from the life of
_rﬁwgg[,_hums, procgg_@i’b@m, _portraits of the nobles,
saints, etc., became fashionable. A very refreshing feature of
the art of Jahangir's time was the study cof birds, beasts and flowers,
which appealed to the aestheic sense of ]ahéngir. —His-memoirs
are bristling with references to birds and beasts whose habits he
very closely observed.” The greatest painter of animals, birds
and flowers was Ustad Mansur, who was given the title of
Nadir-ul-Asr. — _

“~—The art of portrait painting achieved a degree of profi-
ciency both as regards technique and high finish. Portraits of
the emperor, members of the royal family, court officials, etc.,
were turned out in large members, and no pain was spared to Im-
bue them with the individual characters they portrayed.

In the representation of the human figures greater atten-
tion is paid to proportion. As we have already seen the painters
of the school of Akbar, who drew much of their inspiration from
the school of Herat, were not so much adept in the science of pro-
portion. This trait persisted even in the early painting of
Jahangir period, but later on as the influence of indigenous Hindu
art increased more attention was- paid to proportion in the re-
presentation of figures. The classic Mughal ideal of proportion.
however, emerged in the time of Shah Jahan, and has been follow-
ed by the Mughal painters since then.

. The quarter view of Akbar school persists, but figures
in profile, in portraiture, become a common feature. It must be
carefully marked that profile in the paintings of Jahangir period
is somewhat more than profile. In strict profile only one side of
the face is represented, but in the Jahangir school of painting in

12 (b)
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profile a little part of the farther eyebrow and temple as well are
delineated. - ‘ '

Landscape is sometimes decorative in the Persian sense.
The undulating mountain and knotty trees appear. But in the
paintings of the later part of Jahangir’s reign the tree trunks are
treated_more realistically, and the foliage is treated in such rea-
listic ﬁl;_a_lln_el that they suggest Furopean influence. The water
is treated plain, but the addition of lotus flowers suggests Indian

The colour scheme definitely improves ; blending of
colours becomes a common feature ; the drawing is careful and
full of sensitiveness, »

On the death of Jahangir, Shah Jahan succeeded to the
throne. As a prince he was interested in pa:ntings as is evident
from a remark of Sir Thomas Roe who recorded that when he
presented him with a watch he accepted it but preferred to have
some paintings which Sir Thomas Roe had -shown to Jahangir.
His patronage, however, was not wholly confined to the art of
painting. - He was more interested in architecture
the art of painting flourished.

In Shah Jahan’s time the art of portraiture had reached its

climax. Thousands of portraits of the members of royal family,
nobles, and favourites were turned out.

; nevertheless

Great preference was
shown to portraits in which richly dressed nobles equipped with
lances and bucklers and swords, or simply holdiing flowers or
jewelled plaques, etc., stand in stiff attitude. This stiffness which
might have been.l due to the strict court manners of the Mughals
did not allow officers to ‘be at ease or smiling. They had to
behave themselves according to the strict court manners, and this
is reflected in their portraits. Highly finished paintings of Shah
Jahan's darbar is another feature of the period.  Here the painter
was afforded ample opportunity to give vent to his talents. Every

detail, from carpets to architectural designs, was carefully worked
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out; and every care was taken to finish the portraits of the officers
‘standing in stiff prescribed attitude of the court. The pictures of
-women dressed sumptuously enjoying music or drinks became also
distinguished features of the art in Sahah Jahan period.

Another kind of ‘painting which found favour with the
painters of Shah Jahan period depicts saints attended by princes,
and religious ecstasy of the dervishes. The depiction of hunting
at night was also another feature of the pictorial art of this period.

The texture of the colours applied in thin coatings attains
the fineness of enamel, but it is never so brilliant as in Akbar’s
time. The great purity of colours in this period considerably
softened and mellowed down their brilkiancy. The fineness of the
colours excludes stippling to a very great extent, The effect of
-evenness is obtained by blending the colours. :

By constant practice the draughtsmanship in Shah Jahan
school of painting becomes very sensitive. The lines are not
allowed to flow [reely but are studied, and above all priority is
given to the expression of grace and delicacy. The lines at times
are so fine that it would require some times a magnifying gfass to
\dlsungmsh the delicate strokes.

‘A distinguishing characteristic of the paintings of this
period is ekbal pardaz,, ‘distinguishing each hair separately.” ‘The
separte strands of hair are executed with such a fine brush that
one marvels at the wonderful command of brush by the painters.

"The decorative motifs used n‘ the buildings, carpets, etc.,
are floral scrolls, arabesque, and the sprays and springs of the same
patterns aré used in the pietra dura decoration in the contempo-
rary buildings. Colour harmony and balance are (115[11]0l11$:‘['111_'10
features of such decoration. _ 7

In the treatment of himan body the school of Shih Jahan
follows a definite system of proportion which is 8} to g spans.
This tradition is still followed by the modern painters of the
‘Mughal school. - The Mongoloid ethnic type goes out of existence
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and the figures are perfectly Indian in form with aqulhne nose,
fish-shaped eyes, bload shoulders and chest. The portraits are
mostly in profile ; the mudrds or gestures of hands, a distinguish-
ing features of old Indian art, did not play any important part in
the early days of the Mugal painting. With the greater acquain-
tance of the artistic traditions of India the mudrds began to play
an important part in the period of Shih Jahan. Katakd hasta,
Afijali, etc., have beea used in portraits gracefully holding swords,
flowers or jewelled ornaments, etc.

The accession of Aurangzib marks a downward course in
the history of Mughal painting. He was an orthodox Muslim
wlose every action of life was governed by the strict tenets of Islam
which condemned the art of painting. Aurangzib abided by that
dictum. Indeed hard times had descended on art. This process
of degeneration had already set in during the closing years of Shal
Jahan’s reign. According to Bernier the condition of the artits
bereft of the royal patronge was deplorable. They had to sell
their goods as bazar articles and had to content themselves with
the little price they got. Umrahs made the artists work on starva-
tion wages. Surely such conditions could never be congenial to
the development of art. The style degenerated and highly finish-
ed paintings became rarer, though the Mughal school dragged on
its existence by the sheer momentum of the force it had received
during the previous reign.

The art of painting seems to have received fresh stimulus
during the reign of Farrukhsiyar who ascended the throne in 1713,
and many examples of this period may be seen in private and
public collections, some of which are highly finished and must
- have been the works of the artists attached to the court. Harenr
scenes, portraits of the King and his nobles were produced in good

number.  The colours are not so refined, and to hide their de-
fects 1ncreased use .of stippling was made.

Muhammad Shih (1717-1748) also patronised painting as
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well as music, and the art dragged on its precarious existence.
The story of the decadence of Mughal art however, continues
daring the long reign of the puppet king Shah Alam, which, as
the irony of fate would have it, from the point of view of sheer
numbers rivalled any period in Mughal art.

_ A brief survey of the Mughal painting from 1780 onwards
will reveal to us the following characteristics. In the matters of
drawing, colouring delineation of land-scape, etc., there is an all-
round deterioration, The out-line is feeble, it has neither the
swerve and pristine vigour of Akbar school, nor the restrained
dignity of Shah Jahan's school. Break in line appears, and no
effort, howsoever great, is of any avail to hide its ugliness. The
coarse nature of the colours used made it imperative for the
painters to indulge in the increased use of stippling to cover the
Jdefects of the colours.

In the representation of landscape and persepctive European
influence is more conspicuous. The representations of harem
life. drinking scenes, love making and the dancing and music
parties, is a special feature of the paintings of this period. TPoi-
traits of women were produced in large numbers and are the
forerunner of those paitings which even to this day are sold in the
markets of Delhi and Agra labelled as the portraits of Narjahan
and Jahanara, etc. '

In the Deccan the art of miniature painting found favour
with the kings of Bijapur and Golconda as early as the beginning
oof the Mughal school of painting in the north, and the early
Deccani. school seems to have been idependent of the Mughal
influence. It is said that it derived its inspiration from South
Persia-and Turkey, which seems probable in view of the fact that
Yasuf: Adil Shah, the founder of the Kingdom of Bijapur, claim-
ed descent from the royal house-of Turkey.  In the seventeenth
century; however, due to increased intercourse with the Mughals,
‘Deccani painting was greatly influenced by the Mughal school of

13
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Delhi, though still maintaining some of its early characteristics
sich as preference for monochrome back-ground with no attempt
to differentiate planes, use of bright colours etc. With the disap-
pearance of the kingdom of Bijapur and Golconda by the end
of the seventeenth century this school came to an end. In 1724
Asaf Jah laid the foundation of the Kingdom of Hyderabad.
During his reign and the re'gns of his successors the art of minia-
ture painting fourished greatly influenced by the Mughal school
and also by the Rajput school. The subject matter was mainly
confined to the production of Ragamalas and innumerable por-
traits of women, illustrated manuscripts of Shah Namah, atim
Tai, Ayyaryardanish, numerous stories in Deccani Urdu, portraits
of kings, etc.

The Peshwas had their own painters at Poona. The palaces
at Poona and Nasik were decorated with frescoes. The portraits of
the Peshwas and their officers were also produced a number of
examples of which may be seen in the Prince of Wales Museum.
In style the Maratha school does not differ much from the
school of Hyderabad, though in frescoes the style is greatly
influenceed by Rajput school. The Rajas of Satara had their own
painters ; a number of examples by them may be seen in the Prince
of Wales Museum.

The art of painting also found favour and patronge from
many Chlefs and Rajas. When the Mughal Empire was going
to pieces the centre of activity passed from Delhi to the provincial
capitals which had gained independence in the turmoil, Lucknow:
Murshidabad, Patna and Hyderabad about which we have already
spoken, became cities of great importance, and the artists who had
migrated there found protection and patronage under the provin-
cial rulers. It should not be understood, however, that the art
of these provincial capitals differ very much from the parent art
of Delhi. Though the local school of Hyderabad had certain
features not found in Delhi school, it was the continuation of the
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same style, and the degeneracy of Delhi court is reflected in the
Hyderzbad painting. The colours are crude ; little effort is made
in representing minute floral designs on buildings, carpets and
costume.

In this period Patna also became an art centre and innume-
rable portraits. drawings of birds and beasts, based: on European
models were turned; out. Illustrated MSS of the Ramayana
Mahabharata, etc., were also produced by Hindu artists.

In those days pictures depiciting social and religious life of
the people were much in demand specially by the Europeans,, and
to satisfy this demand Lucknow, Patna and Benares produced
pictures representing social, religious and professional life of the
people, known techinically as firka profession). In these pictures
one can see the life of the nineteenth century India depicted in
every detail. Religious festivals and rites, nautch parties, wan-
dering mendicants, bazar and school scenes and village scenes were
depicted with accuracy and minute observation.  Though
from the point of view of art they cannot command much
respect they are faithful ‘records of the contemporary manners
and practices.

The materials used for these paintings were paper
of European manufacture, mica sheets on which paintings were
done with the help of adhesives, canvas on which scenes or por-
traits were painted in oil colours, the technigue of which was
Jearnt from Europeans, and also sheets of glass on which paint-
ings in oil colours were done.

Alongside this sort of decadance there fourished the lovely
school of Kangra, which, though imbibing the technique of the
Mughal school, is inspired by the deep emotional fervour of
Vaisnavism. In the matter of colouring, sympathetic treatment
of landscape and animals, and the lyrical quality of draughts-
manship, this school kept the banner of Indian art flying for more
than a century. Its contemporary, the Jaipur school, however,
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was more in the line of decadent Mughal school. Paintings
from Tonk State, Udaipur, Jodhpur, Bundi and Kishengarh in
Rajputana and Datia in Bunidelkhand in this period are also
known, ’

Thus for more than three hundred and fifty years the
Mughal school of painting flourished and though there are stylistic
differences between the style of one period and another, and also
peculiar conventions make their appearance in the school termed
Rajput comprising Rajputana, Bundelkhand and Kangra, etc., due
to the aesthetic conception and adherence to older traditions, there
is no denying the fact that in the matter of technique all schools
in India followed the Mughal school. It should always be remem-
bered that the technique of miniature painting which we now
denominate as Mughal school, Rajput school, etc., is based on
the technique of the Persian painters; who in conjunction
with their Indian collaborators, faid the foundation of Mughal
School. With the passing away of the Mughal power, the Mughal
school of painting has also disappeared, leaving a few artists who
lived their precarious existence by producing copies of paintings

“with occasional sensitiveness.
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A

Afga-kad, height and girth, 63.

Anjal, folded hands, 64.

Afich, to model, 50, fn. 2.

Antari, interspace between leaves
54; —bharana, 54.

Atil, amateur artist, 74.

Ani, brush point, 36.

Anyiju, full view, 57, fn, 1.

Afshan, gold leaf decoration, 31, 71.

Abar, cloud pattern, 72.

Abrakhi, mica powder, 32,

Abhraka, mica, 32, fn. 15.

" Abhilikhitavithikd, painted gallery,
VIIL

Amal, work of, 47.

Ardhachandra, palm with upraised
fingers, 64.

Asaliyat, realism, 40; resémblance,
73, n. 2

Astar, thin coating, 40.

i

Akiirajaniki rekha, rapid sketching,
39, fn. 5. g
Axara dikhana, rapid sketching, 38.
Akiranirnaya karani, rapid- sketch-

ing, 39, fn. 5.
Akara-matrika-lekhs, outline, 38.
Akhyana-pata, painted scroll, 10.
Agil Shahi, Deccani paper, 8,
Abdari, glossing of the ivory pain-

ting,

Abrang, 44, mixture of lamp black

' to carmine and peori, 40.

Alekhya—karma, painting, 2.

Alekhya-bhitti-sugata~bimba, paint.
ed figure of Buddha on wall,
VIIL

Alekhya-—vinoda, painting as a hobby,
VIII.

I

HNayachi, cardamum shaped pattern,
IX. -

1

~/
Igur, vermilion, 19, 22

U
Ujjvalata, light, 47, fn. 28.
Unmilana, final outlining, 45, fn.
18.
Urdiya khari, chalk, 20.
Urehani, to paint, 73.
Ullekhana, to draw, 73.

Ka, Qa

Kajariana, applying lamp black to
bring the night effect, 56.

Katalkamukha, two fingers extended,
the rest closed, 64.

Katila, tragacanth, 32.

Qata, decorative inscribed panel, 72.

Kankavve ki bel, lozenge pattern,
X.

Karadd, particles of
colour, 19,

uncrushed




Karadhara, 75.

Ka(gha)rshakarma, burnishing, 41,

fn. 13.
Kalai, tin powder, 32.
Qalam, brush, style, 35; —kartir,

the brush as creator, 36; —ba-
dhna, tying the brush, 36;
—dind ki, brush for dotting, 36;
mulayam-, swoft brush strokes,
37; —bas me hon:d, mastery of
brush, 63; theke k.-, economy
of brush strokes,36; —sanna se
chalana, sweeping brush
strokes, 36; —1% parnd, break
in strokes, 36; —charr, rough
strokes, 36; danaki-, very hne
brush, 47; tavyariki-, finishing
touch, 45, 47; pachake lagin —,
graceful aud spirited strokes, 74.
Kabi, ruler, 65.
Kar, work of, 47.

Karakhana VII, 66, fn. 15, 73, 76,
78.

Kirigar, painter, 74.
Kialahjanavartika, black pencil for
drawing the outline, VIII,
Kista, a pencil made of old slag
and cowdung, 40, fn. 10.

Kirimdanda, carmine, 22, 23, 24.

Kirmizi, carmine, 24,

Kishti, floral scrolls in circles, 70.

Kundalita—pata, scroll, VIITL.

Kusumayatthi, flower stick motif,
70, fn. 41.

Kircha, brush, 35.

K!-iinirﬁga. carmine, 22, 23.

Kaira, proportion, 62.

Konia, set square. 65; a decorative
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motif in corners, 70.

Kha

Kha lahar, gaps, 67.

Khata:, Chinese paper, 8.

Khat, border lines, 66; —j'va ka,
high light, 47; -khil, to bring

) likeness in portrait, 40, 63.

Khauada, modulations and knots of
a tree trunk, 54, 55.

Khaka jhorani, pouncing, 39.

ICholdi, final outlining, 45.

Khyall, imaginary painting, 38, 73

Ga

Gadkiri, colouvring, 41.

Gavgil, peorr. 27.

Guchchha b%dhanﬁ, representation
of bunches, 53.

Gud. z-rtang, enamel like colour, +1.

Guiali, carmine, 24,

Guldasti, flower vase, 70.

Gulpumbah, gamboge, 29.

Gerti, red ochre, 21.

Gogil', see givgil. )

Gid babil ki, gum_Asabier3t—53/

Goda, dots for fixing the place of
designs, 67.

Gomnitrika, meander, 66, fn. 35.

Gauni, Tabriz paper, 8.

Gauri, light, 30, fn. +.

Gha
Gha!vita, burnished, 10, 41, fn. 13,
Gharbandi, dividing into panels, 67.
Ghubbira, 31; dusting with gold
powder, 71.

" Ghota, burnisher, 38.

Ghotal, burnishing, +L.



Cha

Chandi, circle filled with arabesque,
70.

Charba, tracing paper, 39.

Chashm, view, 57; —paunedo, three
quarter view, ib.; delh—, one
and a half view,' ib.;  savi—,
one and a quarter view, ib.’
bﬁ):f ekchashmi, left profile,ib. ;
dahini-, right profile, ib.

Chirutva—tattva, elements of beauty
in art, VIIIL

Chitra, painting, 73; -ichharya,
master painter, VIII; —dar$ana,
seeing the painting for amuse-
ment, VIII; -pata, cloth for
painting, VIII; —putriki, painted
female figure, VIIT; —phalaka,
painting board, VIII;—$ila, Art
Gallery, VI1II, —vatsadma, pic-
ture gallery, VIII; -vidyopi-
dhyaya, master painter, VIII.

*-Chihrah kushai., final outlining,
45, fn. 18.

Chisi, narrow space between two
bands, 66.

Chihra, stance; 57; sammukha—, front
view, ib.; ultd+, back view, ib.

Chihrai, flesh colour, 42.

Chiinam, lime, 13.

Chaudania, four dots for flower, 68,
Chaupatii, four-petalled flower, .68,

Chauphulii, four—petalled flower, 19;
four—petalled flower in decorative
patterns, X,

Chehhurita, whitewashing, 32, fn. .

15.

104)

Chha

Chhabi, portrait, X; picture, 73.

Chhlyagata, profile, 57, fn. 6.

Chhirkao, sprinkling, 72.

Chhﬁ;a likhan3, drawing {loral pat-
terns, 68.

Ja Za

Jagadna, to redraw faint lines, 75.
Jangald, interlaced
creepers, 70.
Jadval, .bow-pen, 37, 66; -drayan
line drawer, ib.

Jamoga, patterns drawn at fixed
intervals, 67.

Jawab, balance, 67.

J&li-—chha&is, screen with hexagonal

flowers and

pattern, IX: -athavis, screen
with octagonal pattern, IX;
—dairfl chhavas damarii, drum
shaped pattern in the screen
IX.

Juhan, appropriate design, 67.

Joki, interlaced meander, 69-

Jot, hale, 47.

Zangal, verdigris, 19, 29.

Zamin asman, 50; -bimdhan:'t, pre-
paring the ground for painting,
40; background, 42.

Zahari, orpiment mixed with indigo»
29.

Jha
Jharokhi, balcony, 12.
Jhind udhina, painting transparent
garments, 47.
’I‘a
Tat, jute for making paper, 7, 9.



Tip;‘ﬁ, distinguishing the details, 40;
—sachchi, final sketching, ib.
Da

Tori danda, looped knot, b,

Ta
Tajgikar, freshness in work, 38,
fn. Z.
Tamsalirdai, to draw a picture, 73,
fn. 1.

Tarah, style, 74
Tarsukh, ‘dry—wet’ colour, 2.
Taswir, picture; —khari, in standing

position, 73;

~pari, in horizontal position,
ib. ; —drai, to draw a painting,
73, fu. L '

Tahrir,, final outlining, 45.
Tipatid, three-petalled {lower, 68.
Turaflj, a floral motif, 70,
Tdliks, VIII; brush, 35.
Trapusha, tin, 32, fn. 14,

Da
Dandr, brush handle, 36.
Danda murti, a design, 70.

Dussa—pata, cloth for painting, 10.
Dardikhana, showing the distance,

51,
Doharkammi, double work, 75.
Daulatibadi, paper manufactured

at Daulatabad, 8.
‘Dha

Dhau—gtd, the gum of Anogeiss
Latifolia, 19, 33.
Na

Nagsha, plan of a building, 65

parfi-, ground plan, ib; phe:

ki- horizontal section, ib.;
khayd—, vertical section, ib.;
chirki—, cross section, ib.;
~ adhd~ half plan, ib. ; ~likh ke
duhra karan:, preparing one
half of the plan and tracing

the other, ib.; —likhana, to draw
np plan, ib. fn. 10; —jamand,
to see whether the design is
correct, ib; —sodhana, to amend
the design, ib.;
to change the design, 1b.

—sudh rand,

Naqgash, decorator, 66.
Naqqashi, pattein, 66,
Nagsh—i—nighiishti, art of decoration,
66, fn. 16.
Nag-jawahar,
i 69,
Nazdik dikhany,
quarter, 51.
Namini, original version, 39.
Navishtah, painted by, +7.
Nasht lig, fine work, 78.
Nirahgi, orange, 29.
Nizimashahi, paper
at Nizimabad, 8.

lozenge and circle,

objects at close

manufactured

Nimna, depression, 51, fn. 6.
Nimmonnata, relievo, 51, fn. 6.
Nichificha dikhand, light and shade,

* 5l
Nukhayyar, watered paper, 3.

Nestar, ruler, 65.

Pa

Paiijak, palmate, 69.



Pata, cloth for painting, 10, 11,
731

Patti, bands, €5; wooden panel, 74.

Pardaz, stippling or shading, 45;
khat—,
lines, 46; ddnd—, shading with
dots, ib. ; ghitha—, close stippl-
ing with ib. ;
dh%v:’ldhﬁr—, very close stippling,
ib.;  jilidar—,
crossed

shading with minute

lines or dots,

shading with
ib.; gud 7z,
shading which melts, ib.: ekbal-,
‘each strand of

lines,

hair shown
separately, ib.

Parabhaga, background, VIII.

Parkadr, compass, 65.

Paryanta—rekha, border line, 66, in,
13

Parévigata, profile, 57, in. 6.

Pichhvai, tapestry curtain, 11,

Peort, 27, 28, 33, 40, 42; a deep

vellow obtained

from cow's

urine.
Pushpa-yashti, flower stick pattern,
X.
Pishthigatam, back view, 57, fn. 5
Pechak, spiral, 70.
Pol dikhana, modelling, 50.
Pratileriti, portrait, VIIL
Pramiéna, proportion, 63, fn., 9.
Pronnata, prominence, 51, {n. 6,

Pha, Fa

Phalaka, wooden panel for painting,
10.

Fakhtai, grey, 29.

Firqa, pictures of profession, 99.

Phulld, rosette painted on ceiling,
70.

(106)

Phal-chhar’, flower stick pattern;
X.

Ba

Bandish, composition, 74.

Bagal diir sdmna, side and front
views, 51.

Bat, size, 71. .

But bz;adham_l, rapid sketching, 3%
40.

Baradmutan, meander, 68.

Badriin, diaper, 70.

BN;':s, bamboo paper, 9.

Biita, big decorative flower, 67, 68

Batl, small decorative flower, 67

Bel, floral scroll, 68; —dohri, 68,
69; -—gajreki, garland pattern,
A9,
Ba?g‘an%, purple, 29.

Bha

Bhiidehar, gaudy colours, 44.

Bhavagamya—sadyiSya, mental im:
pression of likeness, VIII.
Bhitti, wall for painting, 10.
Bhittika, profile, 57, fn. 6.
Bhittichitra, wall painting, VIII,
Bhitar-bihar-dikhiind, showing in-
ner and outer parts of a huild-
ing, 51.
Bhimibandhana,  preparing  the
ground for painting, 40, fn. 1L

Ma

Mazhibban, gilders, 71, fn. 47.
Malkan, poise, 63. °

Mahajil, paper made from old
fishing nets, 9.

. Mahinkari, painting minute details,

47.



Manindanigiri, realism, 73, fn. 2.
Minakari, enamelling, 72.
Mudrd, gesture, 64.
Munabbat, raised patwern,
Musawsvir, artist, VII, 73,
Motra, cotton wool attached
handle serving as hrush, 37, 47,
Moti—mahivar, painting pearls and
applying -dye to the figures, 47.
Mormurak, graceful poise, 63.
- Mohrd, burnisher, 38.

72
74.

o a

Mohdril, burnisher, 38.

Ra

Rang, colour, 18; —baithani, setting
the colours, 41; —dhona3,
washing of, 18; —dnibani, the
445
rogha’—, dirty colovr, ib,; lhilaf—

of

colour losing its effect,
transparen: colours, 44; buti—,
dull colours, 44 ; bad rafg kar

ke lagin?, mellowing the tonal

value of colour, ib.; —gholana:

dissolving the colours, +2;
—mathani, mixing with fingers,
ib.; ~kd mavi, finest colour,

42; —girana, fo squeeze colour
in the palette, ib.; —jyada gnd,
colour with more than required
quantity of gum, 34 —kam gdd,
colour with lesser quantity of
gum than required, ib.; —pau-
tina, to apply 43;
—bgpake lagAna, changing the
shade of a colour by adding
ib.; —ghulans,
super—

colours,

another colour,
blending, 43;
imposition of colour coating,

udhana,

(107)

ib.; uthalend, removal of colour,

ih. ; shokh—, dazzling colours,
44: chuha— chuhati—, effect of
freshness in  colours, - ib.;
chatak-, deep colour, ib.;

-3 subhiva, the nature of a
cotour, ib.; —basand, mellowing
of the colour due to age, +5.

Rangamezi, colouring, 41.

Rajata, silver powder, 32, fn. 13.

Railjana, to apply colours, 41, fn
14,

Raifijita, coloured, 10.

Rajavarta, lapis lagali, 25, fu. 73
26.

Ramraj, vellow oclire, 28,

Rekhikarma, outline, +, fn. 13,

Rekhamayi-marti, outline drawing,
VIII,

Rechalagdne, application of colour
te remove the cut shade.

Ly

Later, rhizome, 638,

Latdyalthi, flower—stick
fn. 41.

Liksha lac, 23.

1,akh, lac—dye, 23.

Lz'lgchhita, drawn upon,
ink, 40, fo. S.

Tazwardi, ultramarine,

L.ikii, sepia, uced for draw
line, 16; a mixture of lamp
black to carmine and peori, 40,
44, 45.

1.ikhanfi, to draw,

L.ikhitam, painted by, 47.

1ikhai, kimkhab ki, design based

motif, 70,

10; mark-

24, 25, 26.

ing out

to paint, X5 73



on the patterns of brocade, 72;
gulchharre ki-, floral pattern in
gold and colours, 1b.
Lei, book binder's paste, 33.
Lekhani, brush, VIII, 35. -
Lekhya, drawing, 41, fo. I3; —put-
rikd, painted female figure.
VI
Lepya— chitra, plaster casts, VIII.

Va, Wa
Varpa—sarakara, mixing the colour,
43, fn. 16.
. Vaypa—vartika, coloured pencil, 35.

Vartana, shading, 43, fn. 19; —patra,
shading with close parallel
lines, 46, fn. 20; vindu—, shad-
ing with dots, 46, f(n. 21;

hairika—, shading with hatched

lines, 46, fn. 23,

Vartika, coloured pencil, VIII;
crayon, 35.

Wasli, paste board, 16; —gar maker
of pasteboard, 17; -labka
parn?, appearance of bubbles in
the paste board, 17.

Warcligar, 47, 66.

\’ai-mik‘a, perhaps meander, 58.

Sa

Shafaq, gold leaf decoration, 71.
Shangarf, vermilion, 22.

Shab h, portrait, X, 39; 73; -lagina,
taking portrait, ib.; —laggai,
finishing of portraiture, 40.

Shagird, disciple, 73.
Shikirgah, hunting scene, 71.
Syﬁma, shading, 50, fn. 4.

S
Sang-i-sarahat, soap stone, 20.
Sakarpari, lozenge, X.
Safedi, zinc white, 11, 19, 20,
San, flax for making paper, 7, 2.

(108)

Samiinata, front view, 57.

Sarhadbandi, demarcating the range
of a particular colour in paint-
_ing, 43.
Sarekha—vapu, fine sketch, VIIIL
Sares, the size, 33.

Sahres3, half egg design, 69; ulta-,
the design faces upwards, ib. ;
dohra—, the same design going
up and down, ib.

Sadridya, likeness, 73, fn. 2.
S'ﬁré—revz_m, gamboge.

Saya, shading, 50; —gahari karani,
_ deepening the shade, 50.
Sighara, triangles, 69.

Sindira, orange lgad, 21.

Siyah qalam, liné drawing, 41.
Siyahi, lamp-black, 21.

Silat, architect, IX.

Suikari, imparting the effect of em-
broidered pattern by stumping
with a knob, 47.

Sudhikarma, fivishing off the ground
with lime, VIIL

S:atradhara, master mason, IX.

Sevar, light and unpleasing colours,

’ 43.

Sehra, fish scale pattern, 69.

Sona, gold, 30; —halkiiri, gold
powder, 30; —halkarna, making
gold powder, 30,

Sonzard, golden yellow, 29.

Sosani, mixture of indigo and car-
mine, 29,

Sphut, to outline, 45.

Ha
Hartal, orpiment, 28, 29-
Harabhata, a king of silicate of
ferrous oxide, 28.
Hariri, silk paper, 8.
Hashiya, border, 66.
Hibdgula, vermilion, 22.
Him’ij, Indian paper, 8.
Hirauji, Indian red, 21, 21.
Hurmuz®, Indian red, 21.



Plate. 1.
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Decorative treatment of trees in \Western Indian Painting.

Figs. 1—4.



Plate. II.

Decorative treatment of trees in eatly Rajasthani Painting.

Figs. 5—9.



Plate. III.

Figs. 10—14. Realistic tréatment of Trees ip Mughal Painting.
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Figs. 15—18,
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Plate. IV.

Realistic treatment of trces in Mughal Painting.



Fig.,
Fig.

Fig.
Fig.
Fig.

 Plate. V.

22

Mountains as piled cubes at Ajanta.
Flame-like treatment of hills in Jain Mss.

‘Hills shown by curled lines and trefoil arches in Jain Mss.

Hills as piled arches with animals inside in Jain Mss.
Black and white streaks to show hills in Jain Mss.



Plate. VI.

‘*‘;\*\‘__* "

:
24
25 2n
Fig. 24. Mountains and trees in Persian art.
Fig. 25. Boluders with trees in Mughal art.
Fig. 26.

Treatment of water with acquatic animals in Ajanta painting.



Plate. V1L

Fig. 28. Three—quarter view
dedha chashm).
(Sav; chashm). Fig. 31. A little
Fig. 33. Lelt
(dakini ek—chashmi).

(Sanmukh chikra).

Fig. 27. Front view
Fig. 29. One and a half view

(paune-do chashm).

Fig. 30. One and a quarter view
Fig. 32. Back view (ulta chihri).

more than profile.
Right profile

(biyi ek—chaskmi).  Fig. 3%



Plate. VIIL

IFig. 35. Three—quarter profile at Ajanta. TFig. 36~37. Further pinching
of the cheek and the protruing eye at Ajanta. TFig. 38. Further
diminishing of cheek in three—quarter view at Ellora. TFig. 39. Ellora
tradition of the three-quarter view in Jain mss. Figs. 40-41. Profile
view in Jain paintings with protruding eye
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Plate. X,

Fig. 49.  Interlacing of flowers, leaves or creepers (jangls).
Fig. 50.  Hunting scene (Shik[zrg,zh),
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