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Nestled under the snowy peaks of
the Western Himalayas is the picture-
sque Indian State of Himachal Pradesh.
It is a land of undulating hills, terraced
fields, lush valleys and silvery streams,
It is also a land of temples and palaces,
of rajas and ran-ls, and, above all,
of gentle and sensitive people whose
creative urges have been finding full
artistic expression over the centuries.

Fresco and wall painting is an
ancient Indian art, the classical
examples of which are extant in the
world-famous caves of Ajanta and
Ellora and at some other places. This
art seems to have been on the decline
after the fifth century A.D., except at
some places in the South. In the seven-
teenth century, however, it revived with
a fresh vigour in the sylvan surroun-
dings of the North Indian hills and the
arid deserts of Rajasthan. The walls of
the temples and palaces in these regions
were enchantingly painted with themes
which were predominantly religious
but, at the same time, indicative of a life
of leisure. Created by dedicated minds
and deft hands, these paintings have
a fascination all their own. Many of
these have been discovered and brought
to light for the first time.

The study of these remarkable
works of art, presented here with erudi-
tion and skill, is as revealing as it is
interesting. The author takes the
reader through the various political,
cultural and religious influences which
combined to produce this rich heritage.
The myths and legends, the heroes and
heroines of Hinduism as well as those
of the region come alive in these pages.

The technique, form and style of
these paintings have for the first time
been analysed and explained and put in
the proper context of the Indian wall
painting tradition. There is also a
scholarly comparison with another well-
known art-form of the region-—that of
miniature painting. The influence of
the Hindu tradition of iconography on
these paintings has also been examined.

Included in the volume are 32
colour plates and 86 black and white
illustrations. The explanatory text, is
meticulously authenticated and docu-
mented, and, at the end, is a compre-
hensive bibliography.

A product of years of painstaking
research, this effort is sure to attract the
scholar and the general reader alike.
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PREFACE

The classical tradition of wall paintings epitomized in Ajantd, Ellora and Bagh did not die
in the country but petered into obscurity. Literary tradition of the first one thousand years after
Christ indicates that it was a living art. Even in early medieval times, there are instances of
wall paintings in the buildings constructed by the Sultans of Delhi. During the Mughal period
again this art scems to have revived in the palaces and temples built by the Hindu rulers of the
times, both in the Western Himalavas and in Rajasthan.

In this book an attempt has been made to put the art of wall painting in the Western
Himalavyas in its proper historical, geographical, socio-economic, political and religious context,
but the main emphasis has been on a stylistic study of this art.  The technique of the wall paint-
ings in this region has been carefully analysed and compared with the classical and contemporary
wall painting tradition as well as the art of miniatures.

Without entering into a speculation on the chronology of these paintings on the basis of
tradition handed down through local legends, an effort has been made to form a general estimate
of the approximate dates on available stylistic data.

The State of Jammu and Kashmir and the district of Lahul and Spiti of Himachal Pradesh,
although falling in the Western Himalayas, have been left out from this study as it is hoped
that they would be covered in a separate volume.

Dr. Niharranjan Ray, Professor Emeritus, University of Calcutia, has guided and advised
me at every stage of this study. 1 owe a great debt of gratitude to him. Dr. M. S. Randhawa,
Dr. Mulk Raj Anand and Dr. B. N. Goswami gave me valuable help in the beginning of this
study. Dr. C. Sivaramamurty, Dr. Gairola and Sarvashri O. P. Sharma and Khullar of the National
Muscum, N ew Delhi, have also helped me durirg the various stages of this book by making available
to me, for analysis and study, the vast collection of Indian miniatures and a few wall paintings in the
National Muscum. Photographs of miniatures shown as Figures 74, 75, 77 and 86 have also been.
supplicd by the National Museum. The Librarians of the Indian Institute of Advarced Studies,
Simla, the Panjab University, Chandigarh, and of the National Museum, have also unstintingly
helped me with library facilities. I am grateful to the successive Directors of the Indian Institute of
Advanced Studies, Simla, for giving me accommodation in the Insiitute where 1 could sit and
write in peace. I am indebted to Miss Harriet Gilmour of the British Council for going over the
manuscript and to Shri Harish Chander for typing and re-typing it painstakingly. Finally my
tharks are also due to the stal’ of the Photo Division of the Ministry of Information and
Broadcasting, and to the Publications Division, for sceing the book through its various stages of
publication,

Mira SETH
Chandigarh

The 26th October 1975
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GEOGRAPHICAL AND HISTORICAL
BACKGROUND

is now the state of Himachal Pradesh. They are found lving between latitudes 30° 45

south and 33° 12’ north and longitudes 17° 5" east and 78> 45’ west mainly in the
districts of Kangra, Chamba, Kula, Simla and Mafidi. A few districts of the present state
of Punjab—Gurdaspur, Hoshiarpur, Amritsar and Patiala—and the Ambala district of
Haryana have also been included in this study because they have wall paintings belonging to
the Pahadi tradition.

THE WALIL PAINTINGS found in the Western Himalayas are confined mostly to what

The most magnificent feature of this area’s topography lics in its mountains. The Hima-
layas in Himachal Pradesh consist of three ranges, mountain peaks and a broad band of hills
identified by Sir Alexander Cunningham!, the Head of the Archacological Department and an
early surveyor of the ancient geography of India, as the first part of the chain which he designates
as the ‘Outer Himalayas’. The highest range in the Outer Himalayas are the Dhaola Dhar
mountains. To the south of the Outer Himalayas is a narrow fringing band of hills for which
the name ‘Sub-Himilayas’” seems to be appropriate.

The main rivers of Himachal Pradesh arce the Beas, Ravi and Sutlej. The smaller rivers
include the Binnuan, the Pabbar, the Girt and the Sarsah. Innumerable small streams and
rivulets, which criss-cross the entirc region can be crossed only in the summer. In autumn
they flood the arca and are unfordable; in winter they are converted into sheets of ice. Himachal
has beautiful valleys also.  Mr, Barnes, a British civil servant appointed as Settlement Officer,
Kangra, in the late nincteenth century to devise a revenue settlement for this district, writes in his
report? that “betwceen these dreary hills are romantic glades resonant with the busy hum of men
Qnd lowing of cattle. Cotiages nestle under the hill-side and the corn waves luxuriantly protected



TWO WALL PAINTINGS OF THE WESTERN HIMALAYAS
from the winds that desolate the heights above.” This description also applies to the other valleys
of this region.

The Kangra valley, stretching for 42 kilometres amidst the mountains, is traccable from
Dhatwal on the borders of Kahlur, to Shahpur on the banks of the Ravi and turns back to-
wards the tehsils of Hamirpur, Dehra Gopipur and Nirpur. The Kuli valley, known as the
‘valley of the gods’ because of its loveliness and the worship by its inhabitants of innumerable
gods, is a narrow strip along the banks of the river Beas. Maifidi’s location is similar to that of
Kulii. In Chamba, the valley of Bhattiyat Wizarat is situated between the high Hathi Dhar and
the Dhaola Dhar mountains. On lower heights are the valleys of Sadar Wizarat, the Chenab
Wizarat and the Brahmin Wizarat.

The districts of Amritsar, Hoshiarpur, Gurdaspur and Patiala are located on the broad
plains of the Punjab. From time immemorial, there have been a number of routes leading from
the plains to the Western Himalayas. One of the most ancient routes went from north Punjab
to Amritsar and from there through the district of Gurdaspur via Pathankot to Nirpur, Kangra,
Mandi and Kuld. This was the route invariably followed by the Muslim invaders. A second
route stardng from the plains of Hoshiarpur went through the Dehra Gopipur tehsil of Kangra,
to Nadaun, Hamirpur, Sujanpur Tira, Kangra, Mafidi, Kuli and Lahul and Spiti. This route
has been clearly described by Moorcroft, a British vcterinary surgeon, who undertook a journey
on this route after visiting Maharaja Ranjit Singh in Lahore®. A third hill trail lay through
Tehri Garhwal, Dehra Dtan, Nahan, Mani Majra, Sabathd, Nalagarh, Bilaspur and Mandi.
This was followed by Moorcroft in his first journey into the Western Himalayas®.

It is of significance to note that artistic activity was concentrated in the towns found in
the valleys and on the main routes of entry into the hills. Most of the big palaces and temples, in
which the wall paintings of the region are found, are located in these towns.

The topography of the Western Himalayan region with its snow-covered peaks, thick forests
and turbulent rivers gives not only physical magnificence to this area but also contributes towards
its comparative peace and isolation. Throughout the centuries this region, sheltercd in the
seclusion of hills and mountains, remained removed from the mainstream of Indian life and
civilisation to carry on its own slow tempo of life almost without any appreciable change. The
existence of the various routes in the hills, however, acted as an insurance against stagnation and
saw to it that the reverberations of bigger events on the plains reached the hills. This had two
important effects on the art history of this region. Its comparative inaccessibility made it a
place of refuge for those people who wanted to escape the occasional turmoils of the plains, and
secondly, it allowed art to develop by providing relative security as well as the stimulus of newer
ideas brought by repeated waves of refugees.

From the earliest times, people of the plains who were dissatisfied with the existing political
system or afraid of religious persccution, or unwilling to let themselves be swept by hordes of
foreign invaders and were yet keen to preserve their cultural and religious integrity, seem to have
been migrating to the hills. The first people to enter this area from the outside and spread from
Peshawar in the west to Central Himalayas in Garhwal and Nepal in the east, were perhaps
the Khasas, a tribe mentioned in the Purapas but about whom not much is known. There is
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also a persistent tradition that Gosains, Gaddis, Gujars and a few sub-sects of Brahmins came to
the hills from the plains®, Among the people who came here as a result of religious persecution
were some Jain pilgrims who reached Nagarkot as late as A.D. 1027 belicving that “when
all other countries have been waylaid by the mlechchas (foreigners), this firthe (pilgrim centre)
alone stands uninjured like a lake in maru-bhiimi (desert®)”. Even Muslim princes often resorted to
the hills for refuge. When Mahmiid of Ghazni invaded the Kangra fort it was reported to be
serving as a place of refuge for the princes of the Shahi kingdom?’. Nasir-ud-din, the son of Firiz
Tughlug, fled to Sirmiir and Nagarkotin A.D. 1388¢. The Akbarnamak tells us that during the reign
of Bakht Mal of Nurpur (A.D. 1513-58) Mirza Kamran, the younger brother of Humayin, on being
driven out of Kabul, retired to India in A.D. 1558 and took refuge with Raja Bakhu (Bakht Mal’®.
Sikander Shah Sir also sought refuge at Nirpur in A.D. 1555 and Shah Shuja, was given
temporary shelter in Kuld in the nineteenth century!.

A number of archacological finds testify to activities in the field of art in this region from very
early times. Quite a few Audumbara coins with the characteristic symbol of the early Buddhist
stipas have been found here’?,  Remains of Kusana architectural activities have been traced in the
ruins of a stipa near Kangra at Chetri, and two rock inscriptions written in Brabhmi and Kharosthi
scripts have been found at Kanihara and Pathyar'®. The wooden hill temple of Brahmor in
Chamba district has an architectural plan which closely resembles the Gupta stone temples of
Nachna, Kuthara and Aihole!*. Remains of Gupta art can also be found in Thana near Kuli
where it appears that the plinths of two small Gupta shrines have been incorporated in the sub-
structure of the Muralidhar temple?s.

Tt is quite probable that from the carliest times the entire Himalayan belt enjoyed a common
polity consisting of small kingdoms. It is likely that the Western Himalayas formed part,
nominally at least, of the great empire of the Mauryas'®, Kusanas’’ and the Guptas®. The
Chinese pilgrim, Hiuen Tsang, who visited India in the first half of the seventh century A.D.,,
mentions Jalandhara and Kiu-lu-to which Cunningham identifies respectively with the Trigarta
kingdom of Kangra and Kula®. It is quite possible that the empire of Harsavardhana may
have extended its sway over the hills as it did over the Punjab. From the seventh century onwards,
it scems, according to Kalhana’s Rajataraigini, that Kashmir plaved an important part in the
affairs of Trigarta. Lalitaditya Muktapida is mentioned as having given the kingdom of Trigarta
to his attendant?!, and Sarnkaravarman (A.D. 883-902) is stated to have defeated Prthvi Chandra
of Trigarta®.

The Gurjaras who seem to have entered India in about sixth century, spread themselves first
over Gujarat and Western Rajasthan. But by about the ninth and tenth centuries, they spread
to the entire Svapadalaksha or the Siwalik area which seems to have included the hill country from
Chamba on the west and Western Nepal on the cast.  Grierson, the father of modern Indian lin-
guistics, has traced the influence of Rajasthani on the Pahadi languages?®; it is not unlikely that the
penetration of Rajasthani culture dates from the palmy days of the Gurjara-Pratiharas. During
the long medieval centuries many more Rajpit princes and noblemen and private citizens seem
to have migrated from the plains to the Western Himalayas where they intermixed with the
Gurjaras and the Central Asian and other tribes who had already settled there.

Most of the kingdoms in the Western Himalayas during the medieval centuries seem to have
been founded by immigrant families from the plains. The rgjas of Nurpur claim descent
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from the Tunwar or Tomar 7d@jas of Delhi whose political suzerainty ended in the plains with
the death of Prthviraja Chauhan in A.D. 1176%. The founder of Chamba is supposcd, by one
source, to have come from Marwar in Rajasthin® and from the Kalpa valley, by another®,
Yet a third source states that he came from Oudh in the sixth century A.D.** The royal families
of Kulii and Jaswan are assumed to have come from Prayaga® and Ayodhya® in Uttar Pradesh.
The rdjas of Bilaspur (Kahlur), Nalagarh (Hindun) and Chanchni are generally presumed to
have come from Chanderi in Bundclkhand®. The rulers of Keonthal are said to have come from
Prayaga and those of Baghal or Arki from Ujjain’s Panwar or Parmar clan of Rajpiits”. The
royal familics of Sirmir claim to have come from Jaisalmer®, and the 7djas of Darkoti and Banghal
from Marwar and Varanasi respectively®.  The rulers of Suket and Mafidi arc said to be Chandra-
vamsi Rajpits and to have come from Bengal in the thirteenth century™.

The following hill states are claimed, by Hutchinson and Vogel®, who did pioncering work
in the history of this region, to have come into existence by the twelflth century A.D. :

JALANDHARA OR TRIGARTA: EASTERN GROUP
Country Clan
Kangra Katoch
Guler Guleria
Holta Guleria
Jaswan Jaswal
Sibba Sibbia
Datarpur Dhadwal
Nirpur Pathania
Chamba Chambial
Suket Suketia
Mandi Mandial
Kuld Kaulvi
Kutlehr Kutlehria
Bhangal Bhangalia

Later on, these dynastics came to claim their descent from the Chandravamsa and the
Suryavamsa. This claim cannot be proved historically as these dynasties are not mentioned
in ancient Indian genecalogical tradition as recorded in the Purapas, nor in any other dependable
source.

The advent of the Rajpit princes into the Western Himalayas in medieval times had far-
reaching cffects, particularly in the field of art and culture. They brought with them a spirit of
heroism, chivalry and a courtly way of life and certainly also their language and culture. What
is more significant is the fact that their culture manifested itsell in an efflorescence of artistic activity,
especially in painting. It was predominantly the Rajpat way of life of the court, hunting excursions,
episodes from history, scenes of love and romance, and a courtly fondness for dance and music
which are illustrated in the wall paintings of this region.

The advent of the Muslim Turks and later of the Mughals into India proved cventually to
have very important historical and cultural consequences for the hill areas. TFor the first time,
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the Western Himalayas were exposed to a religious and cultural pattern totally alien to their own.
Mahmud of Ghazni was the first Muslim to enter the hills in A.D. 1009%, The rdjas of Kangra are
said to have fought on the side of Prthviraja Chauhan in the battle of Tarain. Muhammad
Tughluq is stated to have reduced the Kangra fort in A.D. 1337%" and Firtiz Tughluq to have taken
it over in A.D. 1361, In A.D. 1399 Timur made numerous incursions into the valleys and
ravines of the Outer Himalayas and captured much booty and killed a large number of people?.
It is probable that Sansar Chand I (A.D. 1430) of Kangra was a tributary of Muhammad Shah
of the Sayyid dynasty*.

The contact of the Western Himalayas with the Mughals began in Babar’s reign. The
raja of Kahlur owed allegiance to Babar*'. Akbar sent Mughal generals to subduc various hill
states from A.D. 1572 onwards'?, The nolicy of the Mughal empire as enunciated by Akbar and
followed by his son and grandson was that all the hill rgjas should recognise the paramount
suzerainty of the Mughals, pay tribute to them in kind and do military service whenever called
upon. Akbar sent Todar Mal to create a roval demesne from some of the most fertile lands of
Kangra*s. He is reported to have told Akbar on his return that he had “cut off the meat and
left the bones”*, Similarly, all the hill states paid razar@na (tribute) to the Mughals which in
Shah Jahan’s time amounted to four lakh rupees annually*. Many hill 74jas became mansabdars
and undertook military duties on behalf of the Mughals. Raja Jagat Singh of Nurpur, for
cxample, fought on behalf of the Mughals in the Deccan and against the Uzbeks of Balkh and
Badakshan in A.D. 1645%.

Mughal imperial authority appears to have sat very lightly on the hill states. Their
prerogatives were seldom questioned and there was no interference in their internal affairs. They
were freely allowed to build forts, wage wars against one another and even take part in the struggle
among the Mughals themselves for imperial power.

In spite of this liberal and gencrous treatment under the Mughals, the brave Rajpits of the
hill states could not but feel restive under them. There arc irstances of repeated revolts against
the Mugbhals. - During Akbar’s time, in A.D. 1588-89, the rajas of Kangra, Jesrota, Narpur and
Lakkanpur revolted against the authority of Delhi¥".  According to local tradition Raja
Chandrabhan Chand of Kangra carried on unremitting guerilla warfare against the Mughals even
after the secession to them of the Kangra fort.  Stirajmal of Narpur, known as the famous *Jagata’
of folk-lore, revolted in A.D. 1623,  The fanatical policy of Aurangzeb appears to have alienated
the Hindus of these regions.  In AD. 1678 he ordered Raja Chattar Singh of Chamba (accession
A.D. 1664) to demolish all Hindu temples in his state. In defiance of this firmdn (order) the
r@ja commanded that a gilt pinnacle should be put on all the main templest.

The close political contact of the hill 7gjay with the Mughal empire was perhaps the imme-
diate soclo-political situation which helped the beginning of the art of painting on a large scale in
the hill states.  The hill r@jas were expected to visit the Mughal darbars at the coronation of every
new emperor and on other important occasions and to pay nazarana. The Tarikh-i- Punjab®®
mentions that Raja Trilok Chand of Kangra went along with the other hill chiefs to pay homage to
Jahangir on his accession in A.D. 1605. The hill rgjas were also frequently summoned to the
Mughal darbar to [ulfil the military duties assigned to them or to be rewarded for the services
rendered or to be punished for dereliction of duty.  Akbar adopted the practice of retaining a prince
or a close relative from all the ruling houses of these states as hostages for the good behaviour of the
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rajast. Trilok Chand of Chamba was such a princely hostage in his court and was a great favourite
of Akbar, which made even Jahingir®® jealous of him. At the beginning of Jahangir’s reign there
were twenty-two princes from the Punjab hills as hostages in the Mughal court and it was then
that Jahangir conferred on cach one of them the title of Mian®.  The hill r3jas could not have
failed to be impressed by the interest the Mughal court took in the art of painting and the active
patronage they extended to the artists and their activities in the court. The Mughal emperors,
princes and nobles were also in the habit of presenting miniatures, including their own portraits,
to the various rajas as a mark of special favours*. ‘The Mughal artists themsclves painted portraits
of some of the r@jas of the hills. William Finch, an English traveller who visited Kulii in A.ID. 1611,
mentions that ‘Rajow Bassow’ (Raja Basu of Narpur) was pictured among the nobles of Jahangir,
standing on the king's left hand, in certain fresco paintings which Finch saw in the Lahore forts.
Early eighteenth century paintings of two Jammi princes, Dhruva Dev and Ananta Dev, made by
the Mughal artist, Tek Chand, are found in the Johnson collection of the India Office Libraryse,
It is also likely that the hill +@/as had the opportunity of seeing Mughal frescos at Fatchpur Sikri
and the Lahore fort. The hill 7@j@s used to take Mughal miniatures presented to them to their
courts and it is quite likely that the local artists were inspired and influenced by these paintings.
With the decline of the Mughal empire and the disintegration of the royal studio, the artists, both
Hindu and Muslim, were deprived of royal patronage on a large scale. It is quite likely that a few
of them at lcast may have migrated to the Western Himalayas and were patronised by the con-
temporary hill rajas.

The political hegemony of the Mughals over the Punjab hill states came to an end with the
cession of the Punjab to the Durranis. Among the three traditional groups of states in the North-
west Himalayas Kashmir alone was directly under Durrani rule.  The central and the eastern
groups of states were only nominally subject to the Durranis. The hill chiefs were encouraged by
the anarchy which prevailed in the plains to regain their independence and recover the land of
which they had been deprived by the Mughals®.

During the period of instability in the Punjab, following the fall of the Mughal empire, some
of the hill states regained virtual independence and acquired considerable influence in their
neighbouring areas. Among these were the kingdoms of Kangra, Ntrpur, Chamba and, to a
lesser extent, Kulii and Mafidi. With the emergence of virtually independent hill states, it was
natural that activities in art would receive royal encouragement and patronage in this area. It is
of interest to note that most of the wall paintings of this region were painted after the decline of the

Mughal empire and the consequent emergence of comparatively stronger hill states.

The state of Kangra was the premier state of this area. Raja Ghamand Chand who came
to power in A.D. 1751 took advantage of the prevalent anarchy and recovered the territory that
had becn wrested from his ancestors by the Mughals, with the exception of the Kangra fort. He
was appointed ANazim or Governor of Punjab by Ahmed Shah Durrani in A.D. 1758%. His
grandson, Sansar Chand, who succeeded to the throne in AD. 1775 further extended the
boundaries of the state of Kangra. He first recovered the fort of Kangra from the Mughals in
A.D. 1786 and then pursued a policy of aggrandiscment at the expense of the other hill states. He
demanded recognition as paramount power in this arca from the rest of the hill chiefs and they
surrendered to him the most fertile areas which had formed part of the Mughal demesne®.  In
pursuance of this policy Chamba, Mafidi and Kutlehr were attacked and subdued in quick
succession®.  For twenty years Sansar Chand was the unquestioned ruler of the hills.  This
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unchallenged political supremacy enabled him to devote his time to cultural pursuits and pleasures
oflife. He was a great patron of music and dancing, but more perhaps of painting. He and one of
his wives were responsible for the wall paintings of Gaurisankara and Narmades$vara temples in
Sujanpur Tira. Sansar Chand also built the Sivalaya in Nadaun and embellished it with
wall paintings.

Nirpur, the neighbouring state of Kangra, also played a crucial part in the history of this
region. It assumed great importance during the time of the Mughals beginning with Bakht Mal
who ruled between A.D. 1513-58. The rdjas of Nirpur were patrons of artistic activity. Raja
Mandhata, the grandson of Jagat Singh, is supposed to have built the Thakurdvara of Nirpur,
the walls of which are covered with paintings®'.

The state of Chamba is also important from the point of view of art in this region. The
Chamba state ramsavalis (genealogical lists) record a continuous rule by Chamba rdjas for more
than a thousand vears down to the reign of Jahangir. Its long political stability may have been
the reason why one witnesses here a more or less unbroken tradition of art activity from about the
cighth-ninth century onwards. Unied Singh who came to power in A.D. 1748 was a powerful
ruler who consolidated the kingdom. A great builder, he built the Khem Chandi portion of the
present palace of the Chamba® r@jas as well as a palace at Nada. The Rangmahal murals are
sometimes attributed to his patronage. It seems more probable, on stylistic grounds, when
compared with the earlier schools that they were executed in the reign of Sri Singh who ascended
the throne in A.D. 1844.

According to local tradition, Kulii originally bore the name of Kulantapitha, meaning ‘the
end of the habitable world’. Raja Jagat Singh (A.D. 1637-72) was one of the most notable chiefs
who was followed insuccession by Bidhi Singh, Man Singh, Raj Singh, Jai Singh and TedhiSingh.
Pritam Singh succeeded in A.D. 1767 and he is considered to be the 72ja who is seen paying homage
to Tripurasundari on the wall of his palace, in the work known as the Kul@i Devi mural®.

Maiidi was a small state in the neighbourhood of Kulii. It rose to prominence with the
reign of Sidh Sen who ascended the throne in A.D. 1684. He was followed by Shamsher Sen and
Ishwari Sen. During the latter’s reign, Mafidi was invaded by Raja Sansar Chand of Kangra
and the king of Maiidi was arrested. He was succeeded by Zalim Sen and Balbir Sen. The
Sikhs became very aggressive in Balbir Sen’s time; it was during his reign that the rapid decline of
Maiidi began. Balbir Sen was interested in the art of painting; Vigne, a traveller who visited
Maiidi during his time, states that the 7@ja’s palace “had lately been fitted up and painted in the
Indian fashion in fresco on a snow-white wall®”,

The Simla hill states of this time were those of the kings of Bilaspur, Bashahr, Keonthal,
Baghal, Bhagat, Jubbal and twelve other smaller princely states. Almost all of them were very
small and, jealous of one another, often fought with each other, but all of them took lead in cultural
matters {rom the Kangra group of states. The rajas of Bilaspur, Bashahr and Baghal are tradi-
tionally known to have been patrons of the art of painting.

By about the last quarter of the eighteenth century, the Sikhs were threatening the hill
states of the Western Himalavas. In A.D. 1783, Forster,” a British traveller, remarked that
“the people of the arca were afraid of the Sigues who were already showing a lot of confidence and
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arrogance”. The hill states first came into contact with the Sikhs during the time of Gura Go!)ind
Singh® and then again when Jassa Singh Ramgarhia, Jai Singh Kanhaiya and Maha Singh
Sukarchakia, chiefs of Sikh misls, tried to extend their sway in the hills”.  Jassa Singh occupied
the Kangra fort and made Ghamand Chand his tributary in A.D. 1770%.  With the rise of Sansar
Chand, however, Sikh influence declined in the hills, until his over-ambition brought them back.
After Sansar Chand’s attack on the state of Kalhur, the hill 7@j@s combined against him and
invited Amar Singh Thapa, a Gorkha gencral, to come and invade Kangra®. He caused so much
devastation and desolation to Sansar Chand’s kingdom that the latter, out of sheer desperation,
in A.D. 1809 appealed to Ranjit Singh for help and succour™. Sansar Chand had to give the
Kangra fort and sixty-six villages to Ranjit Singh in return for his help.

To Ranjit Singh “‘thc Rajpiits were an object of special aversion for they represented the
ancient aristocracy of the country and declined to countenance an organisation in which high caste
counted for nothing; their existence, therefore, could not be tolerated and they were mercilessly
crushed”™.

Under Ranjit Singh the hill states seem to have come for the first time under direct alien rule.
The Mughals had only established their political paramountcy but the Sikhs not only imposed
direct political control but also annexed a number of states to their kingdom. This wcakened
the hill states to a considerable extent and eventually paved the way for the total annexation of most
of them by the British, the rulers being left only with small jagirs (estates). It may be stated that
Sikh rule had practically no impact on the artistic development of this region. The Sikhs were
less artistically inclined than the Rajpiits of the hills, who had, therefore, a cultural superiority
complex vis-a-vis the Sikhs. The art of the Western Himalayas, consequently, suffered during’the
Sikh rule. With the decline of political power of the hill states, their patronage of the arts also
declined. The only influence on Pahadi painting of Sikh political suprecmacy was the fact that a
few Sikh symbols appear in later Pahadi paintings—[or example, in some of the Damtal, Dharamsal
and Dada Siba paintings; human figures acquire beards even when they were not traditionally
supposed to have them. On the other hand, the Sikhs could not escape from the refining influence
of the Rajputs. Gradually, Ranjit Singh and his Governor of Kangra began to patronise artists
which gave rise to the so-called Sikh school of painting in which a few Sikh symbols were
introduced™, but basically the paintings remained Pahadi in character.

In all these hill states the 7@ or the king was the head, the fountain source and the dispenser
of everything in life, temporal and spiritual. A study of the prevalent concept of kingship in this
region reveals that “the authority of the rajas was of a three-fold nature— religious, venerated
as divine, either in his own right or as vice-regent of the national god. He was supreme and sole
owner of the soil, the fountain from which issued the right of the cultivator to a sharc of the produce,
and he was the ruler and master of his subjects who owed him personal allegiance™.” They
believed that God helped them with special favours and enabled them to found dynasties, This
belief in supernatural help is mentioned in the case of Raja Behangnami who founded the
Pal dynasty in Kuld?. There are also cases of rgjds who thought that God was the supreme ruler
and they were only the executors of His will.  Raja Jagat Singh of Kuli performed a yajiia and for-
mally gave his realm to Raghunathji, considering himself as his vice-regent™. Rajadroha or treason
was considered to be the greatest offence.  The rgja was the fountain-hcad of justice™.
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In spite of the absolute power enjoyed by the rd@jas, most of them ruled justly as benevolent
despots and were dearly loved by their people. Raja Jagat Singh and Raja Bir Singh of Nirpur,
for example, had won the hearts of their people and commanded absolute loyalty and devotion
from them when they fought against Jahangir and Ranjit Singh respectively. Raja Balbhadra and
Charat Singh of Chamba were known for their piety, generosity and good administration”.
The aristrocracy acted as a check on the despotic exercise of power by the rdjas. Raja Udai Singh
(A.D. 1690) of Chamba was killed by an aristocratic clique becausc he had given himself up
completely to sensual pleasures, leaving the administration of the state to a barber who was the
father of a girl with whom Udai Singh had fallen in love™.

Almost all the rgjas had loosely organised burca cracies. They were headed by the wazir
who was invariably very influential. Nath, wazir of Chamba during the time of Ranjit Singh,
played a very important part in saving his state from complete annexation by the Sikhs.

This type of patriarchical government, with most of the powers concentrated in the hands of
the kings, did not have large financial resources. Chamba had a revenue of Rs. 4 lakhs in the
scventeenth century.  According to Forster, who travelled through Narpurin A.D. 17837, therevenue
of Nurpur state was about four lakbs of rupees apnually. Similarly, Moorcroft, who visited
Sansar Chand of Kangra, mentions that his annual revenue during the period of his ascendancy
was Rs. 35 lakhs*. This was later on reduced to Rs. 70,000 for personal expenditure, after
payirg the troops. The material resources of the states were thus quite limited.

The concentration of political power in their hands enabled the rd@jas to patronise artistic
activity but at the same time their limited economic resources made it impossible for them to do
this on a grand scale. The wall paintings of the Western Himalavas are also accordingly found in
a few centres alone and corfined to a few rooms only at each centre.
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THE SOCIAL AND ECONOMIC MILIEU

RT CONTENT AND sometimes even art forms are directly or indirectly conditioned by

the social and economic milicu in which they are born. First, art content draws in ele-

ments also from contemporary social life and environment, either in a descriptive manner
or symbolically. Secondly, the manner of living, doing and thinking may also condition
the form-—the use of colour, for instance—and the character of the composition. Thewall paintings
ofthe Western Himalayas were created in a society at the apex of which was the r@ja and a feudal
aristocracy. The common people were agro-pastoral, and their social and economic conditions
were regulated from the top downwards.

The social order was not only upheld by the kings but also regulated by them. The king
was the arbiter of the caste system as well. Infact, he could change the caste of individuals and of
whole tribes’. He could even admit back in caste fellowship such persons as had been expelled
from the caste for a grave act of defilement.

The frequent visits of the hill 7@@s to the courts of the Mughal emperors made them
conscious of the luxury, grandeur and magnificence of their courtly way of life and they could not
bu. feel impressed?. The hill 7@jas were also impressed by the Mughal patronage of leamning and
the arts, which were also considered as significant status symbols. It was in the logic of things that
they would try to emulate the Mughals.  But they were chiefs of small states and their means were
very limited. Naturally, they could not cven dream of organising art activities and patronising
them on a large scale, though they cared but little in squandering whatever little resources they
had in the pursuit of pleasure.  Literary sources indicate that they used to spend their time in
drinking, dance and music and a general atmosphere of licentiousness?.  Bihari’s doka (couplet)
quoted below illustrates this aspect of their lives:

sfafafraq 5o arfe gfa. dmfa <T@ am
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Bihan says in the dohd that the reflection of Raja Jai Singh in the mirror shines so gloriously that it
lends lustre to the mirror itself and it appcars that Kamadcva has himself entered into this glory m
order to reflect through Jai Singh!. The fact that considerable luxury was the order of the day is
also indicated by the accounts of foreign travellers.  Moorcroft® writes that Sansar Chand used
to devote his evenings to singing and dancing. Jacquemont® describes the 7@a of Nahan as “a
handsome young man of twenty-two with the clegant manners of high bred Indiansin the plains
and frank, active and communicative like the hill people”. He also says that Sansar Chand
had a large zanand (harem) which was accommodated in a huge building. He states further
that the ra@a of Bilaspur devoted almost his whole time to the pursuit of pleasure.  Vigne® gives a
vivid description of the court of Raja Charat Singh of Chamba, which again emphasises the fact
that the 7a@;ds lived a leisurely life in which there was enough time [or music, dancing and painting.

A lifc of luxury pursued by the higher strata of society presupposes a whole class of
performers and entertainers. For instance, about Raja Sansar Chand, who epitomises luxurious
living among the hill #Zjas of his times, Ghulam Mohiuddin writes®:  “For many years he passed
his days in great felicity. He was generous in conduct, kind to his subjects, just as Naushirvan, and
a sccond Akbar in the recognition of men’s good qualities. Crowds of people of skill and talent,
professional soldiers and others, resorted to Kangra and gained happiness from his gifts and favours.
Those addicted to pleasure, who live for the gratification of others, flocked from all quarters and
profited exceedingly by his liberality. Performers and story-tellers collected in such numbers, and
received such gifts and favours at his hands, that he was regarded as the Hatim of that age and, in
generosity, the Rustam of that time...””  He also settled in Sujanpur Tira goldsmiths, blacksmiths,
carpenters and carpet makers®.

Gifted artists flocked to the courts of the hill 7gjas who also made conscious attempts to
enlist their services. Patronage of the arts owed a great deal to the acsthictic sensibilities of the
r@jds; it was also an ostensible symbol of political status, social and cultural prestige and awareness.
Almost all the hill v@jas built temples and palatial buildings. Tt is known that Raja Sansar Chand
of Kangra was a great builder and many palaces in his state were beautified and embellished by
him*. He also laid a number of gardens, the most beautiful of which was the garden at
Alampur which is said to have rivalled the Shalimar gardens of Lahore. Nadaun, his capital
during the earlier days of his reign, was so grand that there was a common saying in the hills :

AT AT I #q)

This meant that visitors to Nadaun found it difficult to lcave, which is perhaps explained by the
fact that there were two hundred singing and dancing girls over there and whoever came under
their spell never liked to leave the place.

What is morc important from the point of view of art activity is the fact that Sansar Chand
maintained a large atelier of painters in his court.  Moorcroft writes : ** Sansar Chand s fond of
drawing and has many artists in his employ. He has a large colleetion of pictures but the greater
part represent the feats of Krsna and Balarama, the adventures of Arjuna and subjects from the
Mahabharata. It also includes portraits of many of the neighbouring r@jas and their
predecessors™.”  Sansar Chand was also the patron of the wall paintings of the Gaurisankara
temnple in Sujanpur Tira and the .Szwla)a in Nadaun, whercas one of his queens commissioned  the
wall paintings of the Narmadesvara temple in Sujanpur Tira. Raja Pritam Singh of Kulii
is supposed to be the r@gja who is scen standing in front of Tripurasundari in the Kulit Devt
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mural which helps one to assume that either he, or onc of his successors, must have been a patron
of the Devi mural. Similarly, the Nuarpur rdjas commissioned the wall paintings of the
Thakurdvara in the Nuarpur fort. The r@ja of Sirmir is supposced to have been the patron
of the Mani Majra temple wall paintings. The @@ of Maiidi is also thought to have been fond
of paintings and a patron of art, but wc have no reliable evidence in. this regard.

As most of the wall paintings were the works of artists who were evidently employed by the
kings (and their courts), they were bound to be guided in their choice of subject-matter by the
tastes of their royal patrons. Rovyalty, as we have seen, lived in those days a life of luxury and
amorous indulgence and any artistic expression reminiscent of such a mode of life would naturally
be to their liking. Their choice, therefore, fell on the use of religious themes and symbols which
the people would accept and which, at the same time, would offer a vicarious outlet to their own
desires.  The artists, therefore, hit upon the idea of illustrating most of their paintings with
Krsna Lila and Rama Lila themes which had a popular religious sanction as Kesavadas
writes in his Rasikapriya'® :
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Kesavadas says that all aesthetically inclined people should serve Sri Krsna, who was the beloved
of Radha, who produced laughter when he stole the clothes of gopis, who stirred the emotion of
sympathy when he was tied as a child by Yasoda, who appeared in his heroic form while destroying
Vakasura and Patana and who evoked the fecling of surprisce at the time of vastraharana. There
is no wonder, thereforc, that the artists concentrated on portraying the lives of Radha and Krsna,
thus finding a vicarious outlet for their feelings. While painting conventional religious themes
on the walls of temples, the artists took pleasure in illustrating court life. Perhaps they were
inspired in doing the latter by the counterpart of episodes in the lives of the hill rgjas, the princes
and the nobles.

The artst drew heavily from the life and doings of their royal patrons; the royal princes
and nobles were eager to leave a record of the grandeur of their courts for posterity. Thus we find
that while painting the scenes of the court of Dasaratha on the walls of the Narmadesvara temple,
the artist has devoted five or six panels in depicting scenes of dancing, music and festivities which
were presumably inspired by the court of Raja Sansar Chand. In the Gaurisankara temple also,
the artists, at the request of Sansar Chand himself, painted scenes showing his dalliance with
Jamalo, the favourite mistress of his last days with whom he had shut himself up in this palace. The
picture of the palace of Kamsa (Fig. 1) in the Thakuradvara of Nirpur shows elaborate seating
arrangements, the ladies of the palace look upon the scene from the palace windows; the 7aja is
scated on a high pedestal; below him are his nobles, many of them in full armour; then come the
court pocts and learned men; and last of all, the musicians. This indicates not only the grandeur
of Kamsa’s darbdr but also an awarcness of the protocol as observed in the local darbars.

Before the Rajpat rulers had cstablished themselves in the Western Himalayas, this region
was ruled by the thakurs and the ranas'*. They were gradually replaced by the Rajpits who
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Fig. 1 Nirpur, Thakwdvara — Kamsa's darbar.’

were mostly the collaterals of the ruling class. They lived like jagirdars or landlords and were not
supposed to follow the occupations of ploughing, animal husbandry or trade for fear of losing
caste’®. The lower castes tilled the soil while the Rajpiits themselves imitated the life of the rajas.
They were especially fond of the pleasures of hunting and war.  In their manners, deportment
and character they epitomised the medieval ideals of chivalry and romanticism in love, with a
fondness for amorous dances and music and passion for women. They built palaces, gardens and
small temples and were also great patrons of miniature painting. There is no evidence, however,
of Rajput patronage of the wall paintings found in this area. However, their fondness for art
in general and their love for chivalry and romance may have inspired the artists. Illustrations
of Rajpiit cavalry and elephants going out to war can be seen in Nadaun (Fig. 2) and also in
Narmade$vara. There may not be any doubt that the Rajpiits helped to contribute towards the
romantic and lyrical character of the wall paintings of this region.

Large Vaisnava religious mathas, although not important from the point of view of caste,
had a significant place in the social and religious life of the region. It was to the mathas that the
common people and sometimes even rajas came for religious instruction. The mathas used to
celebrate religious festivals on a large scale when religious discourses were held.  These festivals
were great social events in which all classes of people participated. During the eighteenth and the
nineteenth centuries, the mathas accumulated great wealth derived very largely from private chari-
ties. In the general atmosphere of patronage of artistic activity, the mathas also thought of adding
prestige and dignity to their foundations by patronising the arts. Two of the oldest mathas in this
area fourd at Damtal and Pindori in Gurdaspur district are embellished with beautiful wall
paintings.
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While in the plains the Brahmins were considered to be at the head
of the caste organisation, in the Western Himalayas their position was
rather below that of the princes and the Rajpits, namely of the Kshatriyas.
Here they did not enjoy the same degree of importance and prestige as they
did in the plains. This may be due to the fact that even in Rajasthan itself,
from where most of these princes came, the Kshatrivas occupied a more
important position in the social, political and economic hierarchy. The classi-
fication of various castes, made by the ruling prince on the advice of his
religious advisers, was supposed to be binding on the community'?.

Interesting illustrations of the position of the Brahmins are seen in the
Kulu Devi mural. In it the Brahmins are shown in humorous poses with

Fig. 2 Nadaun, Sivalaya —*A Rajpat army setling out for war.’

bloated paunches, discussing the sacred books with each other; the princes are
also shown as if they were equally learned. Sadhus and sannyasis were not
unknown in this society, but from the paintings it seems that they were not
given undue importance; they are shown carrying on their ordinary human
avocations—ecating, washing, or shivering in front of a fire in the Kull Devi
mural (Fig.3) as if to show that they were ordinary mortals and no special
dignity attached to them. There are no instances to show that they patronised
the art of painting. Their weak social and economic position perhaps made
it impossible for them to do so.

At the bottom of the social order were what we call in modern termi-
nology the ‘common people’. They consisted of roughly four castes—the

Fig. 3 Kulia, Sultanpur Palace—"Sadhis alle

to the mundane needs of |
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Ghirths, Kanets, Gosains and the menials.  Ghirths and the Kanets formed the backbone of the
rural economy as they were responsible for the cultivation of the soil.  They were also recruited

in large numbers in the hill armies.

The Gosains were the most well-known of the commercial castes who were found settled
principally in the neighbourhood of Jvalamukhi and Nadaun. They were supposed to be sannyasis
but in actual practice they owned land and also engaged in commerce, having a monopoly of the
opium trade. They were the money-lending castes and often lent money to the rajas for their
military or building activities. They were considered so low in social status that they did not
have any say in moulding tastes.

There were also many menial castes like the Chamars, Jhewars, Kolis, Dagis and Chands
who generally used to work as domestic servants for the higher castes or carried on lowly occu-
pations. They were also employed as labourers and artisans in the villages.

The Gaddis and the Giijars were pastoral and nomadic tribes who were considered outside
the pale of the caste system and ranked slightly above the menial castes in the social order. The
handsome Gaddis belonged to a Hindu tribe; they maintained that their ancestors originally came
from the Punjab during the time of the Mohammedan invasions. The Gujars were generally
Muslims by religion. Both these tribes were extremely poor.

Although the common people were handsome, they do not seem to have inspired actual
physical portrayal in the paintings. Members of the royalty and the nobility who were all evi-
dently Rajpits were the favourite subjects of representation in the paintings by the artists. There
are no representations of the Ghirths or Kanets carrying out their agricultural operations, nor are
the Gosains shown in any of the wall paintings of this area. The lower orders of
the Chamars and Jhewars etc. are shown as dasas and dasts, chauri-beavers, mahuts (elephant drivers)
and as foot-soldiers. Their inferior social position is very clearly indicated by the way figures are
grouped in the compositions. The leading figure, an aristocratic lady or a ra@ja, is always shown
sitting or standing on a higher level than his friends, courtiers and servants. The clothes of the rich

Fig. 4  Swjanpur Tira
Narmadesvara  Temple

—*The birthof Kygna.
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are superior and they are always displayed wearing more ornaments than the lower caste people.
The dasis of Yadoda in a Narmade$vara painting of Krsna’s birth (Fig.4) and Rukmini’s maids in
a Pindori painting (Plate XV) are shown standing or sitting in lower planes than both these
princesses. The clothes worn by the maids are also rougher. The common soldiers, servants
and men of other lower castes are often shown in smaller sizes and in darker complexions as com-
pared to the upper castes and classes.  The Gaddis alone among the lower classes have been painted
in a separate panel in the Arki palace (Fig. 5).

The musicians, dancers and entertainers were considered only a little better than menials.
This low social standing of the musicians and performers was in conformity with the treatment
generally meted out to them all over India. In the Punjab plains, they were referred to as Marasis
or singers and nachne-wale or dancers, with whom respectable citizens were not supposed to have any
social communication. Wherever singers and dancers are shown in these paintings they arealways
placed in the composition on a much lower plane than the persons of higher levels of society. In
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Fig, 5 Arki, Raja’s Palace—*Gaddis travelling’ and *A circus scene.’
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Karnsa’s darbar scene at Narpur (Fig. 1) the musicians and trumpeteers are located in a separate
compartment which is at a respectable distance from the courtiers.

Although, the pursuits of the common people as such are not generally portrayed in the
Pahadi wall paintings it cannot be denied that the way of life of the masses also had some influence
on this art. Rural-pastoral themes have found a place in the wall paintings partly due to the fact
that the artists came from a rural society, although, primarily, this was due to the reason that the
Radha Krsna legend enjoyed such a wide popularity among the Rajpit ruling and military
classes, that the rural-pastoral life of Mathura and Vrndavana came inevitably to be considered as
a theme of loving interest. The artists have handled the scenes connected with this theme with
a great deal of care and fondness.  This is especially evident in the tenderness and delicacy of feeling
shown by the artists in the painting of cows. The naturalistically treated cows of the various
illustrations of the Govardhanadharana theme from Krsna's life as at Chamba (Plate XXV) could
not have been painted in any society but a pastoral-agricultural one, in which the rural people
looked after their cows like their own children. The illustration of simple huts and small houses of
the poor people are also representative of rural life.”

The colourful life of the common people seems also to have influenced the content and
composition of the wall paintings of this region. For instance, the common man in the hills is gay,
light-hearted, fond of music and dancing and of fairs and festivals; the artists seem to have taken some
delight in presenting this aspect of their social environment. In quite a few of the paintings people
are shown as dancing and singing and playing on instruments in front of the rulers. The favourite
dance seems to have been Kathak and most of the court scenes show women Kathak dancers. It
seems that men were also fond of dancing as seen from the painting of the vigorous stick dancers of
Dharamsal (Fig. 6). Dholak, tanpura, trumpet, cymbals and sarangi appear to have been the most

Fig. 6 Dharamsal Mahailai—
‘Stick dancers.”
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popular musical instruments as seen from their illustrations found in the Nirpur wall paintings of
Karnsa’s darbar (Fig. 1). Hol, the spring festival of colours, scems to have been a popular
theme in many paintings, at Rangmahal palace, Chamba, and in Dada Siba, for instance.
Other popular festivals were Sivaratri, Parnimas, Naga Pafichami, Janmastmi, Dussehra and
Lohri's,

It is somewhat strange that despite there being considerable manufacture and trade of
handicrafts, nowhere in these paintings does one find any portrayal of them. Moorcroft'® mentions
that “the madder grows wild in the vicinity of Joshimath... and it is used by the Bhotias to dye
the coarse woollen clothes manufactured in the mountains ... Hemp grows freely in the valleys and
on the slopes of the mountains. It affords a strong fine fibre and is worked by the natives into a
coursc canvas and into thread and rope. Wax, tar, pitchy resin and turpentine are all available in
any quantity”. He also refers to bee-keeping, flax-growing and manufacture of fine cloth and
shawls and the working of salt mines at Mafidi. But none of the commercial pursuits interested the
artists cven though the route to Srinagar, Ladakh and Tibet lay through the hills and there was an
extensive trade carried on in exporting wool and woollen goods, musk, opium and shawls and
industrial goods on this route. Foreign travellers have also left accounts of the bustling bazars at
Nadaun, Narpur, Maiidi and Kula™.

It is perhaps of some interest to note that although the society of the Western Himalayas was
very slow-moving and traditional, it was not as rigid and orthodox and as lacking in social mobi-
lity as contemporary Hindu society in the plains. The relative flexibility of the social systern was
perhaps due to three important factors : first, the prerogative of the rgja@s to change the caste group
to which a person belonged; secondly, the flexible marriage customs; and thirdly, mobility in the
pursuit of various professions®. Marriage customs permitted the taking of brides from a caste
one step lower than one’s own and the giving of a daughter in marriage to the same or a higher caste.
In the course of a fow generations the descendants of a son of a Sudra woman from a Brahmin father
could aspire to becoming a Brahmin. Change of occupation also resulted in change of caste.
According to Barnes, the Rajpiit families of Kutlehar and Bangahal were originally of Brahmin
stock but when they started ruling they became Rajpits, that is, Kshatriyas. It was common for
a whole tribe to risc or fall in the caste ladder if it changed its occupation®,

Mukandi Lal and Kairl Khandelwala have argued® that the artists in these hill states
came predominantly from the svarnk@ra or goldsmith caste. Goswami**, on the other hand, has
sought to prove that most of the Pahadi artists, at any rate from the later half of the cighteenth century
onwards, hailed {from a single family whose progenitor was Paiidit Seu, a painter belonging to the
larkh@n or carpenter caste, and that they were all residents of Guler.  This is not borne out by the
cvidence of the artists ol the wall paintings. Unfortunately, although sufficient evidence does not
exist to indicate definitely the names of the various artists who were responsible for the different
centres of wall paintings, local art tradition points to the probability that they came from
different castes. The priests of the Narmadedvara and the Gaurisankara temples claim that the
artists of these two temples came from Delht, but they do not claim to know their castes. Another
local tradition attributes the paintings of these two temples to a family of Bujhertt Brahmins who
usually lived by begging alms on Saturdays alone but who in this instance were painters as well.
The paintings on the walls of the Narpur fort are traditionally associated with an artist whose
name was Golt and who was a tarkhdan by caste. The paintings at Pindori and Damtal, accor-
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ding to a local legend, are supposed to have been executed by Vaisnava airagis or monks who
had renounced the world. The painter responsible for the Dharamsal paintings is supposed to
have been a mistri or mason. Thus whatever little proof is available indicates that the artists of
the wall paintings came from different castes.

There is no evidence to indicate that the artists in these hill states were organised into guilds
during this period. It is, however, likely that a person did not take to the vocation of an artist
simply because he felt inspired to do so; in most cases it must have been a hereditary skill, in that
of others just another skill to be learnt and practised. The family of the painter Goli of Narpur is
said to have practised the art of painting for generations. Similarly the family of the Bujhern
Brahmins of Sujanpur is said to have been responsible for the Narmadesvara and Gaurisankara
paintings. This family has been found to be practising art right up to the twentieth century.

In traditional Indian society the social position of the artists was always rather low.
The situation in the hills was not different. In a few portraits of the artists found in miniatures in
the collection of the Punjab Museum, Chandigarh, they are always shown in humble poses standing
with folded hands or looking shyly at the ground. Painters who came from the lower caste of carpen-
ters, masons or goldsmiths usually had to content themselves with very meagre allowances, either in
cash or in kind or in both from their patrons. Some of the hereditary families of painters were,
however, given small grants of land by the rzjas who employed them. A few artists like Pandit
Narotam of Mandi and Mola Ram of Garhwal lived, however, in comparative affluence.

The position of women and the ideals of womanhood held by the society were very important
social factors influencing the artistic activity of the region. The artist does not derive a purely
aesthetic enjoyment in painting woman—one of the most beautiful creations of nature—but he
also shows his social consciousness by the type of woman he depicts in his paintings. As royalty
was the patron of the art of the Western Himalayas, the artist was bound to be influenced by the
ideals of womanhood held by the ruling and the upper classes.  The upper classes paid lip service
and homage to the divine in woman as shown in the numerous illustrations of Mahisamardini Devi
in Shogi (Fig. 7), Sivalaya of Nadaun, Mam Majra
and Tripurasundari in the Kuld Devi mural (Plate
XVIII) but after the artist came down from the
cosmic contemplation of woman as desz, he saw that
the kind of woman who was admired and appreciated
by his patrons was very different. Here, the upper
classes regarded the acquisition of women on the same
level as the acquisition of palaces, forts and territories.
This attitude is seen in the Narmade$vara panels
which show Raja Sriyans saving his head by giving his
daughter to Raja Risala. Infanticide was also com-
monly practised in this region®. When a girl grew up
she was given hardly any education worth the name
except in the scriptures and that only if she belon-
ged to the higher castes. The Devi mural has illus-
trations of learned women holding books in their Fig. 7 Shogi, Gopal Mandir—*Mahisamardini Devi.
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hands. In actual practice education scems to have been a rare phcnomenon among women.
Child marriage was common and all marriages were arranged by the parents®. Once a woman
was married, her life, especially if she belonged to the upper classes, was difficult as polygamy was
the order of the day. A woman had to share her husband’s favours not only with co-wives but
also with concubines, dancing girls and mistresses called rakhordar. Family life was miscrable.
Jacquemont™ writes : *“Society in the cast is vitiated from its very foundations. Its chief clement,
the family, is almost non-existent. Among the upper classes which set the example for the rest,
polygamy makes Indian fathers indifferent to their children.”

The fact that polygamy was the order of the day, at least among the upper classes, is scen by
the number of queens shown in Raja Gopi Chand’s palace as illustrated in a painting of it found in
Narmadesvara (Plate X). The men among the higher castes kept their wives well guarded in
exclusive apartments as seen by the purdah observed in the palaces of Dasaratha and Janaka in
Narmadesvara paintings and in Kamsa’s palace in Narpur (Plate I).

It is common knowledge that in both Rajasthani and Pahadi miniature paintings, there is a
great deal of idealisation of romantic love and passion centring round the legend of Krsna,
Radha and the gopis, and the themes of rages and raginis and of the changes of seasons during the
twelve months of the year known as Baramiasas. One need not go here into the psychological reasons
of the origin and evolution of this kind of attitude towards man and woman relations, but it is
necessary to point out that, to begin with, these themes were literary in the main and were exploited
most by poets and singers. This attitude was characterised on the one hand by a longing
for romance in both men and women, which is very understandable in the context of medieval
Rajpiit society in which the segregation of the scxes was a dominant feature and which was further
characterised by a completely erotic approach in regard to woman’s role in man’s life. The best
literary advocates of these theories were the poets Kesavadas and Bihari who in their well-known
works, the Rasikapriya and the Satsai respectively, express bhakti or devotion to God through erotic
nuances. The physical attributes of 2 woman who could embody these concepts were described
very well by Bihari in the following dohas :*
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The heroine, or ndyika, according to the above couplets, is one who is fair like glass painted with



TWENTY.-TWO WALIL PAINTINGS OF THE WESTERN HIMALAYAS

sandal wood paste and fragrantlike a lotus flower. Sheis so fair that the lightofthe beauty of a flower,
of moonlight and of a mirror pales before her. Her youth has given her body a light of its own
and when she wears a red veil it seems she is hidden in it like sunlight and shadows. The collyrium
she has applied to her eyes is like Saturn and her love would result in the birth of 2 7d/@ who would
rule over the entire country. In short, this heroine is so beautiful that the more one sees of her
the more enamoured one’s eyes become by looking at her.  Her beauty reflects so many changing
facets that even the proudest artists are not successful in painting a perfect picture of her.

The countless shades and nuances of love and romance, adventures and escapades, advances
and subterfuges were all depicted with obvious enjoyment by these poets. The woman who
appealed to the patron of poetry as well as painting was one who not only had the physical attri-
butes mentioned in Bihari’s dokds, but who was also proud of her passions, slightly forward and
forthcoming and whose only desire and ambition was to indulge in Srigara.

Rajasthani and Pahadi miniatures have immortalised these moods, feelings and sentiments
in variegated colours and compositions—all under the cover of a religious theme and in the name of
bhakti or absolute devotional surrender to God. Pahadi wall paintings are not so rich and diverse,
but, nevertheless, they register an echo of the over-all nostalgia for a love and romance of which the
artists and their patrons had not the slightest experience in acutal life. These themes and images
were undoubtedly conventonal, drawn from earlier miniature paintings and literature, but it was
these conventional themes which served as the vehicles of articulation of the amorous desires and
romantic nostalgia of the patrons of this art. In Chamba Rangmahal paintings, Radha is shown. as
sometimes annoyed with Krsna, at others waiting longingly for him and in many paintings doing
her sriigara, often assisted by Krsna himself (Fig. 8). In Shogi (Fig. 9) there is a beautiful depiction of
a ndytka playing a musical instrument thereby giving vent to her sorrow on being separated from her
lover by pouring out her feelings to a deer, the traditional companion of lonely women. On the
Kulii Sultanpur palace walls are painted Khandita and Abhisardhita nayikas. Almost all the women
painted by artists are beautifully attired, wearing ornaments and make-up. Two fashionable
women of Nurpur (Fig. 10) holding hand bags have great style.  Women of the lower castes and
classes also make their appearance in some of the wall paintings of the area, mostly incidentally,
as maids and attendants.  Scenes of singers and dancers are often painted.  There is also a snake-
charmer in one of the panels at Dharamsal (Fig. 11). Women soldiers (Fig. 12), scholars and
_yogints are found illustrated only in the Kuld Devi mural.

The social and cconomic picture of the Western Himalayas at the time of the wall paintings
discussed in this study reveals a feudal society where all power was concentrated in the hands of
the royalty and the nobility.  The lower classes did not have any social or economic standing worth
mentioning, but the artists came primarily, with but few exceptions, from these classes.  They
were interested in articulating the tastes and temperaments of their feudal and aristrocatic patrons;
even the themes portrayed were of their choice. It was a decaying feudal socicty, inhibited and
rigidly bound by tradition. In art too, they had inherited a tradition and it was their destiny
to carry on the tradition with whatever mental, moral and material resources they were yet
endowed with.  Such a community by its very nature could not have produced a powerful art.
But what they did in their modest way, though very much smaller in scale, had its own sweet charm
and dignity.
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AISNAVISM WAS THE dominant inspiration of most of the wall paintings of this

region. This was not the Vaisnavism of the later Vedic literature of Vasudeva Krsna!

or of Panini’s Astadhyayt (IV.3,98) who mentions Vasudeva and Arjuna as Kshatriya heroes?®.
Nor was it the cult of Krsna as propounded in the Bhagvadgita from which Krsna
emerges as an agvafdra (incarnation) who is born repeatedly to uphold good and destroy evil.
The Pahadi artists were on the other hand attracted by the Vaisnavism of later Vaisnavite
Puranas mentioning Krsna as a playful mischievous boy in the pastoral setlement of Fraja®, and
the tales of the Bhdgavata Purana. The essence of this cult was the love of Radha for Krsna, the
tales of Krsna’s bovhood at Vrndavana and his fondness for the gopis, all in the context of a rural-
pastoral society free from the inhibitions and norms of a society governed by smarta-pauranik Brah-
minism. It was the Vaisnavism of the Krsna cult which is mentioned in works written after
A.D. 1000, beginning from Jayadeva’s Gitagorindam of the twelfth century, Bhanu Datta’s
Rasamatjart of the thirteenth, Mati Ram’s Ras Raj, Bihari's Satsai of A. D. 1662 and Kesavadas's
Rasikapriya of the late sixteenth century.  Besides these writers, a group of other poets including
Vidyapati, Sardas, Bansidhara, Dev Datta, Senapati, Sundardas and Tula Ram contributed a
great deal to the popularity of this cult.

In the body of literature just referred to, and in the prevalent Vaisnavism of the times,
Krsma represented love, passion and devotion as symbols of the final union with God. At this time
prema {love) and bhakti (devotion), however, were considered to be the most potent ways of realising
God. It was also held that this love should be so all-consuming that it would lead the devotee to
sacrifice evervthing for Him.  This is best symbolised by the great love saga of Radha and Krsna
where Radha, a married woman, forgets about her home and family honour and madly loves
Krsna, who in turn loves her more than anyone clse.  The moods, feelings and emotions of this
love saga were used as an allegory for the soul’s longing for God and God's response to it.

There were historical and social reasons for the popularity of this Krsna cult.  During the
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medieval period domestic morals seem to have become increasingly more and more puritanical.
Early marriage, segregation of sexes and polygamy, all tended to exclude romance as an actual
experience. Romance had, of necessity, to be expressed through literary and artistic channels.
Krsna was beyond morals and hence he could give expression to all the romantic longings and
passionate desires which normal men could not express as they werc generally stifled by social duty,
conjugal ethics and family morals®. This cult of Vaisnavism was encouraged not only by the
rdjas and the idle rich but also by the religious mathas. The members of the mathas started imitating
the rdjas, lost contact with the pceople and lived a life of luxury®. The Vallabha, Madhava,
Chaitanya and Radha Vallabha sampradayas all encouraged the parakiya bhava by condoning a
woman'’s love for a man other than her husband, and for this they found their model in Radha who
was a parakiy@ nayika®. The philosophical content of religion did not interest them and instead
they concentrated on rituals and the romantic aspect of Vaisnavism.

Vaisnavism was not an indigenous religion of the Western Himalayas but was introduced
from the plains. The most important agency for introducing Vaisnavism into the hills was the
Vaisnava vairdgis from the religious mathas who came here from outside for the purpose of propa-
gating Vaisnavism. Sri Krsnadas Piuhari belonging to the Galta gaddi (seat) in Rajasthan and
a disciple of Anantanand, one of the disciples of Sant Ramanand, was one of the most important
Vaisnava wairdgis to visit the hills’. He converted Bhagwanji, the founder of the Pindori darbar,
and is also said to have gone to Kuld and founded a centre at Nagar. A place where he used to
meditate is still shown to visitors as Piuhariji’s gupha (cave). His disciple Bhagwanji was origi-
nally a Nathapanthi. His conversion was to have a tremendous impact on the development of
Vaisnavism in the hills. Bhagwanji and his disciple Narayanaji were able to attract the attention
of Emperor Jahangir by the display of their spiritual and occult powers. The Emperor gave them
a grant of land at Pindori where Bhagwanji and Narayanaji founded a Vaisnava gaddi which
eventually became a premier seat of Vaisnavism in this area. This gadd? won the respect of a
large number of hill chiefs, especially those of Chamba, Jaswan, Mankot, Bhandralala and Jammu®.
It was the Pindori gaddi which established branches at Damtal during the period of Mahaiit Hari
Ram in the middle of the tenth century and at Baithii in Guler during the period of Mahant Ram
Das about A.D. 1736-37°. Another vairdgl in the hills was Bawa Banarsi Das who had come from
Jaipur around A.D. 1616 and was responsible for the erection of the tower at Sirmir. The
message of the vairagis was also propagated by hordes of Brahmin Vaisnava pafidits most of whom
came from Kasi and settled down in the hills, sometimes at the invitation of the princes. Hartpur
had so many paiidits from Varanasi that the hill people fondly called it the ‘little Kasi’. The family
of Pafidit Mohan Lal, Rajagurii of Chamba, traces its descent from Varanasi pandits who came to
Chamba in the reign of Ganesavarman'®. Moorcroft in the nineteenth century found Kashmiri
paiidits at the court of Sansar Chand". Captain Harcourt refers to the pafdits at the temple of
Nirmand in Kuli as coming from Kashmir and Varanasi'2,

The Rajpiit royal familics, almost all of whom came from Rajasthan and Uttar Pradesh,
also played a very significant part in introducing Vaisnavism in the hills, The possibility of their
inter-marriage with the royalty and the nobility of Rajasthian cven after these princes had come to
the hills cannot be ruled out. They also went on pilgrimages to Kasi, Prayaga, Gaya, and
Jagannatha' and brought back with them not only Vaisnava idcas, myths and legends but also
Vaisnava icons. Raja Jagat Singh of Kuld had Raghunathji’s image brought from Avyodhy i,
The image of Krsna in the Thakurdvara at Nurpur is reported to have been brought from
Chitor’®.  Furthermore, the rgjas by employing pafidits from outside who used to recite Vaisnava
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poetry, hold religious recitals (kathas) in Braj Bhasa, and sing Vaisnava songs at the court,
helped a great deal towards the propagation of Vaisnavism in the hills.

A third important category of persons who were responsible for the spread of Vaisnavism
were the princes and people of Rajasthan who came as pilgrims to the hills and made donations to
temples and to the families of Vaisnava pafidits. Dr. Vogel found a copper plate in Chamba
bearing the date Samvat 1662 (A.D. 1605) which was issued by a mahkarana'®. The name of the
maharana is not clear on the inscription, but another cognate plate of Samvat 1669 (A.D. 1612)
carrying the emblem of the ranas of Udaipur seems to indicate that it was issued by Rana Amar
Singh of Udaipur who gave a grant of land to a pafidit whose appointment is recorded. Many
pilgrims came to the hills to pay homage at the shrine of Siva in Baijnath and at the Devi te mplcs at
Kangra, especially the one at Jvalamukhi. A copper plate of Samvat 1702 (A.D. 1645) mentions
the visit of Maharaja Jaswant Singh Rathor of Jodhpur to the jvé.lﬁmukhl temple. There can
hardly be any doubt that these pilgrims helped the propagation of Vaisnavism to some extent.

The rajas as well as the Vaisnava mathas seem to have welcomed the new cult of Radha
and Krsna for more than one reason. First, the rajas, princes and nobles found in it an outlet for
their emotional yearnings and romantic aspirations; secondly, those who were religiously inclined
found in it an outlet for their devotional instincts ; and thirdly, here was a theme for articulation in
art, which had the support of traditional sanctity for several centuries, especially in courtly circles.
Much more than courtly miniature paintings, paintings on the walls served as a powerful medium
for the dissemination of religious ideas and almost all the important temples and palaces of the
Western Himalayas of the eighteenth and nineteenth centuries were, therefore, covered by their
patrons with illustrations of Vaisnava legends.

The depiction of Vaisnava themes found in these wall paintings can be grouped according
to the various myths and legends associated with the life of Krsna and Rama. Illustrations of
the Krsna legend are based on the legend as narrated in the Bhdgavata Purana and partly also
as narrated in contemporary Riti Kala poetry.

The story of the birth of Krsna at the house of his parents, Vasudeva and Devaki, of his
being sent across the Yamuna to the house of Nanda and Yasoda to keep the child away from the
murderous designs of Karnsa, and Karhsa’s dashing to pieces the baby girl who had been smuggled
into the prison and passed on as the newly born daughter of Devaki—these episodes in theirentirety
have been painted in a set of three long narrative panels at Pindori (Fig. 13). Yasoda holding
Krnsa as a baby in her arms finds a portrayal on the walls of the Narmadesvara temple (Fig. 4)

Fig. 13 Pindori Darbar— The birth of Krsna.’
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where the legend of the Pitana rakshasi being sucked to death by the child Krsna, too finds a
place (Plate VII). But the theme which was very popular with the artists of our wall paintings
was the life of Krsna as a cowherd. Most of the artists came from a society which was
predominantly pastoral and agricultural. Moreover, they realised that their beautiful valleys
afforded a perfect setting for the life of Krsna as a cowherd. There are a number of paintings
illustrating Krsna taking Nanda’s cows in the morning like the other village cowherds, to graze
them in the open fields and bring them back at dusk. In Dharamsal and in Moti Mahal palace,
Patiala, we have very beautifully painted illustrations of this theme. Yasoda’s special attachment
to Krsna is evident in Dharamsal wall paintings as well as in the Chamba Rangmahal paintings
(Plate XXITII), where Yasoda is shown fondly patting the child Krsna.

When Krsna grew up to adolescence, he became conscious of the gopis, the shepherdesses
and young village maidens of Vrndavana. He started teasing them by stealing butter from them,
an episode which is depicted at Pindori and Dharamsal (Fig. 14). Out of this fun and frolic a
romantic attachment grew up between the gopis and Krsna. Krsna played the flute beauti-
fully and the gopis fell so much under the spell of his music that they would leave all their domestic
chores and their worldly obligations to their hushbands and parents and come to Krsna. Krsna
would satisfy their romantic aspirations by doing Rasalila or dancing with all the gopis in moonlight,
or playing Holi with them. These episodes are found illustrated in the wall paintings of Chamba
and Dharamsal. The well-known episode of vastraharana or the stealing by Krsna of the clothes of
the gopis as they were bathing in the Yamuna has been picturesquely illustrated at Narmadeévara,
Dharamsal and Rangmahal palace, Chamba (Plate XXIV).

Radha enters the scene later than the gopis. She was the gopi to whom Krsna showed
maximum affection and love. She represents the soul’s complete self-surrender for the attainment

Fig. 14 Dharamsal Mahasitai—* Ky gna stealing butter from Radha.'
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of the divine. Unlike Lakshmi and Sita, Radha was not the wedded wife of an avatara. She
represented the eternal woman in love with a man and the poets took her to be the best example of
love for God where the human soul has to shed everything, all possessions, worldly obligations and
finally physical consciousness and life. Her romance with Krsna is painted in all its intensity and
delicate nuances in the Pahadi wall paintings. Radha and Krsna are seen painted at Shogi
gazing with love at one another; at Pindori and Chamba Radha is playing with Krsna in the forest
along with other gopis. Scenes of Varshavihara, amusements in the rainy season, are seen painted
in Chamba (Plate XXVTI) and in Pindori (Fig. 15). In one instance Krsna is shown as sheltering
Radha from rain under his blanket and gazing fondly at her in that situation. A Radha annoyed
with her lover seems to have been a favourite theme of the painters; her paintings in this mood are
found at Dharamsal, Dada Siba and Chamba Rangmahal. Krsna is seen painted as gazing at
Radha indirectly through a mirror, perhaps assuaging her feelings of annoyance with him, at
Chamba Rangmahal (Fig. 16). There is also a painting of the two looking at the far horizon,
perhaps in momentary disagreement.

Although, the artists of the wall paintings concentrated on the romantic side of Krsna,
they did not entirely ignore his exploits of bravery. Their favourite theme in this connection was
the well-known episode of the Govardhanadharana. The legend speaks of the wrath of Indra against
the residents of Vrndavana, who were so engrossed in their love for Krsna that they forgot to
remember him. He decided to wreak his vengeance on them by causing incessant rain. Vrnda-
vana was flooded and the people appealed to Krsna for help. Krsna did not disappoint them
and lifted the mountain of Govardhana on his little finger to serve as an umbrella against rain for
the inhabitants of Vrndavana. We see men, women, children and, above all, beautiful cows con-
gregating under Mount Govardhana painted on the walls of the Rangmahal palace at Chamba

Fig. 16 Chamba, Rangmahal—* Ky sna and Radha
looking at each other in a mirror.”
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(Plate XXV), also at Narmadegvara, Damtal (Fig. 17), Moti Mahal palace, Patiala, DadaSiba and
Dharamsal. Krsna came to the aid of his cowherd friends when two of them were swallowed by
the great snake king Kaliya who had his abode in the river. He then chastised the great snake
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Fig. 17 Damtal, ground floor—"*Govardhanadharana.

and danced on its hood, an episode which is known as Kaliyadamana and has been illustrated at

Narmadesvara and Dada Siba.

Krsna'’s victory over Karnsa is portrayed with great dramatic effect in the wall paintings
of the Thakurdvara of Narpur (Fig. 1) and in the Moti Mahal palace at Patiala. The depiction of
the life of Krsna as a ruler of men and destroyer of evil does not seem to have attracted the hill
artists very much, There are, however, a few illustrations of Krsna as an associate of Arjuna
in the Mahabharata war at Damtal (Fig. 18), Pindori and Shogi. Krsna’s marriage with
Rukmini is found illustrated in a number of paintings in the Narmadeévara and the Pindori
(Plate XIV) temples.
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Rama’s character as a dutiful son and as a r@ja does not seem to have inspired the artists of
the wall paintings of this region, but his marriage and love for Sita, her abduction and final rescue,
these episodes on the other hand seem to have stimulated a great deal of artistic effort. Sita’s
svayamvara (selection of a husband by the bride) is illustrated in all its lyrical charm in Damtal where
R:’;ma is shown breaking the great bow to the consternation of the other unsuccessful candidates
and the delight of Sita. This legend is also painted in Narmadesvara. In these paintings are
shown scenes of the arrival of Rama in Janakpuri, the svayarmvara ceremony, the marriage procession
of Rama, the actual wedding and finally Rama and Sita’s happy installation at Ayodhya. The
fact that the conjugal bliss of Rama and Sita did not last long was also taken note of by the artists.
The jealousy of Kaikeyi, Rama’s stepmother, drove him to exile with Sita and his brother
Lakshmana. The exile’s life in the forest is presented in the paintings of the first floor at Damtal.
There they are shown talking to sadhus or just sitting peacefully in the jungle. The conflict
between Rama and Ravana is also illustrated in the wall paintings.  Strpanakha’s visit
to the abode of the exiles and the cutting of her nose by Lakshmana is found painted in Damtal.
At Damtal is also painted the abduction of Sita by Ravana. At Narmade$vara there is a panel
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given to the building of the bridge (setubandha).by the army of Rama (Fig. 19). But judging by
the number of painted panels, the most popular Rama legend in the hills seems to have been the
return to Ayodhya of Rama, Sita and Lakshmana and the coronation of Rama and Sita. The
best panels are at Damtal and in Rangmabhal palace, Chamba (Plate XXVII),

Visnu's other avataras besides Krsna and Rama, though not as popular with the Pahadis,
are not altogether rare. Paintings of Visnu reclining on Scsanaga with Lakshmi pressing his feet
are found at Pindori Darbar, Damtal, Narmadesvara and Shogi. Visnu as Narasimha is
painted in Rangmahal, Chamba, and as Varazha Avatara in Narmadedvara and Mani Majra.

Krsna and Rama arc both gods who have their homelands in the plains. Siva is tradi-
tionally associated with the hills. Megasthenes,'” a Greek ambassador to Chandragupta Maurya,
observes in his Indica that the two gods ‘Herakles’ and ‘Dionysios’ were worshipped respectively
by the Indians of the plains and the hills. According to Prof. J. N. Banerjee,'* Megasthenes
identified the two Indian deitics Krsna and Siva with his Greek gods ‘Herakles’ and ‘Dionysios’
respectively.  Siva and Devi worship had very ancient origins in the Western Himalayas. They
are believed by the people of these hills to have their home on a peak in Basholi*®. It is natural
that the people of the hills who were more exposed to the adverse clements of nature like thunder
and lightning felt deeply the need for divine protection. It can only be expected that they found
greater kinship in a god and goddess who have their abodes in the hills than in the gods of far off
plains. Moreover Siva was conceived as an cternal yog? and in his detachment was thought to
listcn more readily to the prayers of his devotees in contrast with the less detached gods of the
distant plains. Siva’s popularity is testified to by the different names given to him in this region.
In Kuld he is known as Nilakantha Mahadeva, as Kamaleévara in Jwali, Narmades$vara in Sujan-
pur Tira and Bilikesvara and Jamesvara respectively in Nadaun and Mahasi in the Simla hills. His
popularity is further proved by the fact that almost every village in thesc areas has a small $izalaya
enshrining the Siza Liniga. The royal families paid tribute to Siva by building some of their
grandest temples in his honour. The Narmadesvara and Gaurisankara temples at Sujanpur Tir3,
the Sivﬁlaya at Nadaun and the Baijnath temple at Baijnath are all dedicated to him. The royal
families did not only confine their patronage to the construction of the temples and their upkeep
but also supported the Saiva orders of yogis. We know from the history of the yogis of Jakhbar in
Gurdaspur district that they were widely respected. A very large number of endowments were
made to them and their landed property was at one time spread over a considerable area from
Jvalamukhi near Kangra to Parol in Jammu?.

It scems that the worship of Siva in his phallic emblem was the commonest practice preva-
lent in the hills during the eighteenth and the nineteenth centuries and perhaps this was the
practice in earlier centuries as well.  All the Siva temples in which the wall paintings of this region
are found are dedicated to the Siva Lifiga. It was incidentally the oldest form of Siva worship.
The worship of the Rudra Siva, the husband of Sati, was also prevalent because the Jvalamukhi
shrine is said to have been dedicated to onc of the limbs of Sati which is supposed to have fallen
there.

The favourite themes for the illustration of the Siva legend in the hills are not the penances of
Siva, the great yogi, or his aspect as the great destroyer and preserver of the race, but the domestic
felicity which this wild god achieved living in the beautiful mountains with his consort Parvati. In
Narmadesvara (Plate ['V) Siva and Parvati are shown seated on Mount Kailasa watching the dance
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of beautiful apsards (heavenly fairies). The apsards are also painted in a Chamba Rangmahal
panel.

Siva’s romance with Parvati was brought about through the intercession of devaias and it
represents the triumph of good over evil.  According to the legend, Siva had retired to deep
meditation and penance after the death of his wife Sati, who had burnt herself in the sacrificial fire
at the yajiia performed by her father Daksha. In this mood he was impervious to the prayers of
Parvati, the daughter of the Himalayas who was doing penance to have only Siva as her husband.
Meanwhile, evil forces had reared their ugly head in the world as Siva, the protector of the world,
was in meditation.  The devatds felt that only a son born to Siva would be able to destroy the forces
of evil. In this predicament the devatas headed by Indra succeeded in the strategy of disturbing the
meditation of Siva through the allurement of songs and dances of the apsards and ultimately Siva
and Parvati were united in marriage. These episodes found portrayal in many Pahadi paintings.
The scenc of Siva’s marriage with Parvati seems to have been a favourite theme with the Pahadi
artists. At Dada Siba there is a panel depicting the dance of the apsards before Siva at the time of
his marriage. The marriage of Siva and Parvati itsclf is painted in a serics of panels at
Narmadcsvara and Mant Majra temples.

The worship of Devi as manifestation of Sakiz appears to have been prevalent in the hills
from Vedic times. The association of the goddess with hills and mountains, especially in her Uma
form,isvery old and she is described as the daughter of the Himalayan mountain (Uma Haimavati)
in the Kena Upanisad (I1I, 25)®. During the period of Pahadi wall paintings, Devi is worshipped
not only as the Sakt7 of Siva but also in her own right as the Bralimavidya of the Vedic times and the
Mahisamardini of the Puranas. She is also adored as the Kanya Kumari or the virgin goddess,
which is rather strange because this aspect of the Devi is predominantly associated with the extreme
south of India and Eastern India. Of the terrific forms of Devi which were known in the Western
Himalayas, the most important are those of Kali, Bhadrakali, Sri and Bhavani mentioned in the
Mundaka Upanisad. She is also referred to as Chamuiida, which is also a form of Kali. Devotion is
also displayed to her herc as Tripurasundri or the most beautiful woman in the three worlds.
Many other forms of the mother goddess are also known, mainly as a healer of discases, namely
Sitala, Masani, Basanti, Mahamai, Polamada, Lamkawa and Agwani—these seven being known
as sisters. There are numerous temples dedicated to her, the most famous of which are the
Lakshmana Devi, Sakti Devi and Chamufida Devi temples, all in the district of Chamba and at
Mani Majrain Chandigarh. Itis interesting to note that she appears along with her husband Siva
in the Gaurisankara temple only in Sujanpur Tira; elscwhere she appears only but in her married
status. At Lagpata in Himachal Pradesh, there is a temple in honour of Kanya Devi or the
virgin goddess,

It seems that the favourite subject of Devi illustration of the artists of the wall paintings of
the Western Himalayas was the four Devi Stutis—namely, Brahma Stuti, Sakaradi Stuti, Visnumaya
Stuti and Na-ayant Stuti of the Devi Mahatamaya Khanda of the Markandeya Purana. According to
this legend, Mahisasura, a powerful rdkshasa, had defeated the gods and ruled heaven in their
place. The gods appealed to the holy Trinity of Siva, Visnu, and Brahma and out of their anger
and energy and those of the other gods, Mahisamardini Devi appcared and destroyed Mahisa-
sura rdkshasa. She is seen performing this destruction in the Rangmahal palace, Chamba, Narma-
desvara temple (Plate VI), Shogi temple (Fig. 7) and also in the Mani Majra temple.  The gods had
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another occasion to appeal to their protectress Visnumaya when the two Asura brothers, Sumbha
and Nisumbha troubled them. Deviis scen punishing them in Narmadesvara temple.

Although the people in general in the Western Himalayas were dovoted to Siva and Devi,
vet in their day-to-day worship they paid their most intimate homage to nature and a whole horde
of devis and devatds which do not form part of the smarta-pauranik forms of Hinduism. As in all
mountain regions, in the Western Himalayas, the grandeur of their natural features and the magni-
tude of the physical forces displayed led the inhabitants to deify the natural objects by which they
were surrounded. They also tried to assign to each of these natural phenomena its presiding
genius and to attribute to them a more or less malevolent character®?.  Every day religious rites
and observations were confined to the chas or genii of the trees, rocks and caves and local spirits or
demons known as devatas or godlings. There were also devis who were apparently corresponding
female divinities, rsis, munis or local saints, siddhas of the hill-tops or high places, and yoginis, who
are, according to Prof. J. N. Banerjce, objects of worship in the Tantric Sakta ritualism®.

The worship of the snake—naga and nagini—was prevalent in various forms in the Western
Himalayas to a much greater extent than in the plains and was perhaps the oldest form of worship
in the hills. The snakes were thought by some to have power over milch cattle and also over
fevers, others thought of them as water spirits typifying the alternately beneficial and destructive
powers of water. However, it is safer to regard them as emblems of fertility and reproduction®s.

About two-thirds of the women and some of the men in Kangra district were believers of
Narasimha, locally called Narsingh. It was believed that he gave sons and assisted in all
difficulties®*. Guga Pir (local deity), stones and trees were also worshipped in small way-side
shrines. It is surprising that even the burial grounds of Mohammedan saints were worshipped by
the Hindus. Gane$a, Hanumana and Bhairon were also gods who had worshippers in this area.
Sometimes different occupational groups had their own special deities, for example, the chamars
(cobblers) worshipped Guga Pir, while the lohars (blacksmiths) and tarkhans (carpenters) worshipped
Vidvakarma.

A favourite location for a shrine of these popular spirits, gods and goddesses was a forest,
a mountain peak, a lake, a cave or a waterfall. Many of these non-anthropomorphic, aniconic
gods and goddesses were local, cach locality or group of villages having its own deities or grama
devatds, the boundaries between their jurisdiction being clearly defined. Further, almost every
village had its own temple and the local men themselves, and not Brahmins, officiated as priests.
These shrines had their own standards or flags. their own vehicles, feasts and festivals®.

The wall paintings of the Western Himalayas do not give any indication of the plebian reli-
gion of the people of the hills. There are no representations of the village devatds or devis nor
cvidenee of nature worship or the other minor gods and goddesses, except ‘Ee’ in Mani Majra
(Fig. 20).

A remarkable feature of the religion of the Western Himalayas during the period of wall
paintings was the general eclecticism of the times. It seems that there was no antagonism and
tension between the followers of the Vaisnava and Saiva cults.  Unlike in the South and in certain
parts of the North, these two cults did not have exclusive followers but existed side by side. To
many of the hill men paying obeisance to Krsna did not exclude homage to Siva or the Devi and,
ol course, the lesser gods and goddesses.



THIRTY-EIGHT WALL PAINTINGS OF THE WESTERN HIMALAYAS

Fig, 20 Mani Mazja, Mansa Deci Temple—'Ee.’

In general, almost every household had its own special deity. However, its members also
went regularly to the temple nearest to their homes; visits were often paid to all the temples in the
village and occasionally to the temples in nearby towns and villages. Once in a life-time visits to
tirthas outside the hills, irrespective of the deities to whom they were dedicated, were also made by
most of the hill people. This eclecticism is also shown by the fact that even in temples like the
Narmadesvara, the Gaurisankara and the .\"iz'r’llqrﬂ at Nadaun, which are all dedicated to Siva and
in the Mani Majra temple which is dedicated to Devi, most of the paintings illustrate Vaisnava
themes. Similarly, in the Vaisnava temples of Shogi, Nirpur and Pindori, illustrations of Siva
legends are not at all infrequent.

The art of the wall paintings of the Western Himalayas scems to have generally followed the
traditional thematic pattern as laid down in the \zl/)auz\/m texts. ‘They obeyed the basic classi-
fication about what should be painted and what was a taboo in residential lmuxvs, palaces and

temples*’.  Only those themes with pleasant rasas or evocative of happy feelings were to be painted
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in houses and palaces, while in temples all rasas could be depicted. Themes which could excite
fright were not supposed to be painted.

Thematically speaking, the legend of Krsna was the most popular theme in the wall
paintings of the Western Himalayas just as it was in the miniatures. Looking at the representations
of this theme it is perccived at once that the artists followed the well-known iconographic
and thematic pattern as prescribed for them in medieval poetry and literature. Krsna’s com-
plexion is always dark; he invariably wears a yellow dhoti and has a peacock feather in his hair.
Interesting iconographic variations are, however, provided by Krsna’s face. Some of the feudal
royal patrons were vain enough to get their own face painted as that of Krsna himself. Sansar
Chand was specially fond of doing so, and his face can be traced on many portraits of Krsna in the
Kangra miniatures produced in his court. When depicting the scene of the Govardhanadharana
by Krsna, for instance, a sct iconographic pattern was always adopted. In all such illustrations
Krsna is gencrally secn in profile, usually standing crosslegged; he always lifts the mountain on
the little finger of his right hand. Even the position of cows and human beings in relation to the
central character is generaly the same; all figures are shown converging ncar him and looking at
him. A comparison of this theme painted in Damtal (Fig. 17) with the Chamba Rangmahal
(Plate XXV illustration makes this clear.

Some amount of imagination seems, however, to have gone into painting the figurcs of Radha,
the gopis and subsidiary characters like maid servants, the parents of Krsna and the others present.
Radha is painted in a variety of fashions wearing different types of clothes.  This can be compared
by looking at Radha in the Chamba Rangmahal paintings (Fig. 8) and in Pindori (Fig. 15). The
gopis arc also dressed in different styles as seen in the Devi-ri-Kothi murals and in Rang-
mahal, Chamba (Plate XXVII), two centres of wall paintings in close physical proximity.
Similarly, some themes associated with Krsna’s sport (/i/@) with the gopis are repeated in the
different centres but they display some amount of iconographic variety. For example, there are a
number of vasiraharana scenes painted all over the Western Himalayas, in the Narmade$vara
temple (Plate IX), Rangmahal, Chamba (Plate XXIV), Mafidi (Fig.21), Dharamsaland at Nadaun,
for instance, but their compositions are different. In Narmade$vara temple Krsna is not
illustrated sitting on a tree but is shown hidden behind it, while two peacocks, representing him
symbolically, are seen on the branches of the tree. In all the other centres Krsna is depicted
seated on the branch of a tree. In Narmadesvara an old lady is trving to cover up the gopts with a
shawl in order to hide their embarrassment at being found naked in the presence of Krsna.
This is again not found in any other illustration of the theme. It is also interesting to note that in
some of the rastraharana scenes the gopis are seen on the river bank as in Chamba Rangmahal
(Plate XXIV), while in Mandi (Fig. 21) some are shown still swimming whereas others are
standing on the river bank.

In the illustrations of the Rama legend too, as far as Rama himself is concerned, a set
iconographic pattern is used. He is always painted with a dark complexion and with either a top
knot on his head as scen at Damtal and Narmadesvara or with a crown on his head as in the darbar
scene of Damtal. No rigid iconographic rules were, however, applied in painting the atten-
dants of Rama. A few curious representations are also known; in certain scenes at Damtal
and Dharamsal, Rama’s attendants are dressed and coiffeured in the Sikh fashion.

Visnu is generally painted in the Western Himalayas as lying recumbent on the Anantanaga,
the mythological snake, with Lakshmi pressing lus feet.  All the iconographic emblems prescribed
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Fig. 21 Mandi, Mian Bhag Singl’s Haveli Mandir—*Vastraharana.’

for such scenes®, like the open hood of the snake forming a canopy over the head of Visnu and the
figures in attendance, are scrupulously followed by the Pahadi artists.

In the drawings of Siva very little ingenuity is shown by the Pabadi artists. They followed
the conventional iconographic pattern as laid down in the Pratimalakshana texts. He is invariably
drawn in a very flat line and the body completely lacks muscles. J. N. Banerjee® has pointed out
that the Indian habit of not emphasising the muscles on the body is according to the ancient
iconographic patterns. Siva is moreover always painted in a frontal position wearing the same
type of clothes, a tiger skin and snakes as seen in the Chamba Rangmabal (Plate XXIX) and
Narmadesvara. A very unusual iconographic variation can be noticed in the Mani Majra temple.
Here, in one of the scenes Siva is shown riding a dog.

Devi as Parvati emerges as a graceful lady wearing different kinds of clothes in different
situations. The Parvati of Shogi (Fig.7) is very different from the Parvati painted in the Rangmahal,

Chamba, paintings (Plate XXIX). In most of the scenes the Devi appears without her consort
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Siva. In her form as Mahisamardini, a well-known and conventional iconographic pattern has
been adopted; the text describes her as a young woman with a complexion of gold in an angry
mood sitting on the back of a lion, with twenty hands, the right ones carrying respectively the
sula, khadga, Sankha, chakra, bana, Sakti, vajra, abhaya, damaru and an umbrella; while the left ones
hold naga-pasa, khetaka, parasu, ankusa dhanus, ghanta, dhwaja, gada, mirror and the mudgara. Tt is
also laid down that the buffalo part of the asura would be shown lying decapacitated with the
real asura coming out of the neck with a sword and a shield. His eyes, hair and brows would be red
and he would be shown vomitting blood. The lion of the Devi would be seen mauling him and
the Devi herself would be illustrated thrusting her #rifula, a painted iron rod, into his neck®. All
these canons are faithfully observed in Mahisamardini illustration found at Shogi (Fig. 7).

Fig. 22 Swanpur Tira, Gawrisankara Temple—*Kysna and Radta,

A very interesting iconographic departure is noticed in the cast metal image of Siva and
Parvati at the Gaurisankara temple of Sujanpur Tira. The figures of the couple are modelled on an
ordinary hill couple (Fig. 22). They are dressed in the costumes of a hill raja and his ranz, Siva
wearing a turban and Parvat a skirt, blouse and odhani, usually worn by hill women.
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Plate 11

T hakurdvara, Nurpur

Kainsa’s darbar.’

Plate ITa

T hakurdvara, Nurpur

‘Kamsa’s darbar—another view.’




CENTRES OF WALL PAINTING

HE ART OF wall paintings seems to have been as widespread as that of the miniatures in

the Western Himalayas. Remains of wall paintings can still be found at varying stages

of decay and disintegration in the district of Gurdaspur at Damtal, Pindori, Kalanaur
and Dera Baba Nanak; in the Kangra district at Nirpur, Nadaun, Sujanpur Tira, Dharamsal
and Dada Siba; in the Kuld district at Sultanpur; in the Chamba district at Chamba; in the
Simla district at Shogi; in the Mahasa district at Arki; and in'the Mafdi district in the Mafdi
town itself. It is not unlikely that such remains may come to light elsewhere as well. But the
paintings of the centres that are referred to above and which are described in this chapter may be
said to represent the condition of wall paintings in general in the Western Himalayas during the
late eighteenth and the ninetcenth centuries.

KANGRA DISTRICT

Nﬁrpur

Nirpur fort contains a Thakwrdvira, also known as Krsna’s shrine, the walls of which
are covered with paintings.  According to local tradition they are said to have been painted on the
orders of Raja Jagat Singh (A.D. 1619-1646). Karl Khandelwala!, however, thinks that they were
painted on the orders of Raja Mandhata (A.D. 1661-1770) and that in one of the panels there was
a portrait of Raja Mandhata himself which has been whitewashed.  On stylistic grounds, however,
the paintings appear to belong to the last quarter of the cighteenth century and they were, there-
fore, probably executed during the reign of Raja Bir Singh (A.D. 1789-1846).

The temple at Narpur is a double-storeyed structure.  On the ground floor there is a
verandah, which is completely covered with paintings, but most of these have been rubbed out or
repeatedly whitewashed.  The artist of these paintings is said to have been a tarkkan called Gold
who scems to have been a very versatile man, architect, mason and carpenter besides being a
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painter. The drawing has considerable power and strength.  Although most of the pigments used
in these paintings have faded, what does remain shows that they must have once been fine
examples of the art, since even now they reveal a pleasing delicacy of line and colour.  There is an
abundance of blackish maroon, locally known as naswari, and pastel shades of light blue, yellow,
orange, pink and white. It is quite evident from an cxamination of the methods of
colouring adopted by the artists that they had a very fine sensc of colour and a delicate touch in
applying it.

On the left side of the verandah are painted three rows of panels, onc on top of the other.
The main theme seems to be Krsna's final victory over Karnsa, his maternal uncle (Fig. 1). This
incident of Krsna Lila is painted in different consecutive panels. These panels scem to indicate
that there was an carlier tradition of wall painting in this region. This is seen by the fact that
figures of Kamsa and Krsna are drawn in fairly big sizes in a few scenes in broad sweeps in the
tradition of classical mural painting of India. They also demonstrate an awarencss of the narra-
tive form of painting which again was derived from the classical tradition. The illustration of the
Karsa theme does not exhibit an undue concern with the time sequence.  Krsna, for example, is
shown as a full grown man dragging Pitana by her hair, whercas according to legend, he was a
mere infant when this happened. There is a breadth in the composition which, combined mith
the narrative manner of illustration, makes it a remarkable Pahadi mural. Kamsa’s palace is
painted on the left hand side of the painting. On the right hand side, his darb@r, with an elaborate
system of seating arrangements for the courtiers, poets and musicians, all according to their rank,
is painted in a formal fashion. In the lower portion of the panel, Krsna is painted wrestling
first with the court wrestler and then with Karnsa himself whom he kills. A pictorial element is
introduced in the painting by the presentation of a group of five ladies watching the entrance of
Krsna into the palace. They are all beautifully dressed in garments of light blue, red and
maroon (Plate I). In the centre of the first panel there is a door and on its two shutters are
painted two exquisitely fashionable ladies in coquettish poses (Fig. 10).

There is a horizontal painting running above the panels illustrating the victory of Krsna
over Kamsa.,  This panel is subdivided into many camcos depicting the individual’s reaction to
the fight.  Moving from left to right are seen lovely queens in red dresses gazing down from  their
palace balconies and poor women dressed shabbily sitting in their huts, staring questioningly at fate
which seems to have separated them from their lovers.  The adjacent scenes.contain illustrations of
armies marching with richly caparisoned elephants and horses of the nobles, and ordinary soldicrs
on foot.  Even in war the romantic artist felt that husbands or lovers do not forget their beloveds at
home. In a small panel a lonely r@ja is painted with a sad look in his cyes, while in the next
scene the rant is illustrated receiving a letter from the raja. A few pancls of lovely heroines are
followed by small panels illustrating ratshasas and sadhis as an obvious attempt to indicate the
struggle between good and evil.  Finally, the lovers are shown together in their balconies and
victory is celebrated in a small darbar scene.  From the stylistic point of view, the drawing of these
panels is very refined. The painting is done mostly in maroon, pink, yellow, green, chocolate,
white and, above all, in various shades of blue. The colours have a clear translucent quality
which is rarely seen in Pahadi paintings. In these panels very delicate pastel shades of light blue,
yellow and pink were employed to illustrate the poignancy of the men going out to war and women
remaining behind to wait for their return.

Above the sccond panel, there are three illustrations showing respectively the coronation of
Krsna, Visnu killing the boar and Krsna sitting with the gopis,



Plate 111

T hakurdoara, Nurpur

‘A yyi with his disciples and devotees before a temple.’

Plate Illa

T hakurdvara, Nirpur

A detail from Plate 111
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On the panel above the one illustrating the celebration of Krsna’s victory over Kamsa,
is again a horizontal panel with small illustrations of a fully armed 7@ standing in a chariot, below
him are his courticrs in darbar (Plate II), a 7aja in a forest, the god Agni, Rsi Vasudeva tcachmg
his disciples in a forest hermitage and the Var@ha Avatara (Plate III). Most of these illustrations are
painted in lemon vellow, light blue, orange and maroon (Plate 1.1).

Behind the right wall on which the seventh panel has been painted is an arch leading into a
small area enclosed within 2 dome-like structure.  On the walls of this enclosure are a few paintings,
consisting of compositions depicting pink hills in the Persian idiom, sddhas around a sacrificial
vessel, a temple of Krsna and Krsna in his Govardhanadhirana pose in which the mountain, held
on his little finger, shows images of the Devi.

The cleaning of some of the walls of the temple has revealed a few more paintings but the
colouring as well as style of these paintings are cruder as compared to the paintings already des-
cribed. They appear to be later in origin but are, unfortunately, not very clear and only the figures
of Krsna, Radha and two princesses can just be made out.

Nadaun

Mandir $ivﬁlaya, otherwise known as the Pattanwala Mandir, because it was situated on
the pattan or dockyard where the country boats of the Beas river were anchored, had its walls
covered over with paintings. According to local tradition, this temple, dedicated to Siva, was
built by Raja Sansar Chand of Kangra {A.D. 1776-1823). The style of the paintings indicates
that they are quite carly creations of the Kangra style patronised by Sansar Chand.

Most of the paintings found in this temple have become indistinct with age; there is, however,
one very powerful painting which is still somewhat clear. It depicts two rajas (Fig. 2) mounted on
clephants emerging from the two corners of an arch, accompanied by their cavalry and foot soldiers,
all fully armed to do battle. The drawing is very expressive as it succeeds in depicting a very tense
atmosphere, by employing the modelled line in drawing the faces of the warriors and using similar
lines to draw clephants and horses. Unfortunately, most of the colours have faded and only the
black of the clephants, the brown of the horses and the pink of the human figures are still clear.
Its drawing as well as painting shows that this panel was executed in the best tradition of the
carly Kangra style.

On the outer wall of the temple, there is a solitary figure of a Bhairon (Bhairava) painted
in black and vellow holding a banner in his hand. Among the not so distinct panels are scenes of
two rajas playing chaupar or drafts; Krsna and Radha milking their cows; Krsna holding the arm of
an appauntly annoyed Radha and also holding a darbdr and listening to music; Siva and Parvati
scated in a forest; Hanumana; Devi on a tiger and elephants paying homage to an invisible deity
with flowers.  Floral designs have been painted on the ceiling and the walls, but most of them are
again indistinct.

Sujanpur Tira

Sujanpur Tira which was the capital of Sansar Chand, happens to be the locale of three
important temples; the Gaurigainkara, the Murali Manohara and the Narmadesvara. Except for
the Murali Manohara, the other two temples bear clear traces of paintings on the walls.
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Narmadesvara Temple

This temple was built by Rani Prasani Devi, wife of Raja Sansar Chand of Kangra
(A.D. 1776-1823), in Vikrama Samvat 1860 corresponding to A.D. 1802, TItislocated in a beauti-
ful setting on the banks of the river Beas. The architecture of the temple is in line with Rajasthani
architecture and has traces of the influence of the later Mughals (Fig. 23).

Fig. 23  Swjanpur Tira,
Narmade§vara Temple.

Fig. 24  Swianpur Tira,
Kangra Miniature

Siva and his devotees.”
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Plate IV

Narmadesvara Temple

‘Siva and Parvati in their abode on Mount Kailasa.’

Plate IVa

Narmadesvara Temple

‘Pradakhshina-path—temple corridors,’
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The temple is full of paintings which local tradition attributcs to various artists. According
to Pafidit Diwan Chand, the venerable old priest of the temple, the painters came from Delhi at
the request of the Rani. According to another tradition?, these paintings were executed by a
family of local artists belonging to the caste of Bujhertt Brahmins whose descendants are still living
in Sujanpur Tira. A few miniatures found in the possession of this family (Fig. 24) have the same
finencss of drawing and sense of colouring which is found in the Narmadesvara wall paintings. The
name of one of the artists, Dakkir, is written on the paintings. What is most distinctive about the
paintings found here is the fact that although they all belong to the Kangra style, there are distinct
variations within the main style. These differences of form cannot be attributed to difference in
themes or the stories depicted. It is often found that the paintings of essentially the same subject
and placed in the same row of the same wall show differences in style.  These variations can per-
haps be explained by the employment of a number of artists, each once following his own style.

The temple is dedicated to Siva who is here depicted in his gentler moods. On the right
side of the outer wall of the inner sanctum, there arc a series of scenes showing Siva’s wedding with
Parvati in the latter’s home in the Himalayas. Most of them have become blackened with age and
the use of incense in the temple, but those that are still slightly clear depict the arrival of Siva
with his marriage procession consisting of devatas; a graceful Parvati being brought forward for the
ceremony; the actual wedding ceremony of the divine couple; the bride and the bridegroom receiv-
ing congratulations from their guests and finally their return to Mount Kailasa on the back of
Nandi. The arust has laid emphasis on the use of gold and maroon in these panels, perhaps to
heighten the effect of drama and grandeur. In a somewhat diflerent style of painting are two
attractive panels in the temple illustrating Siva’s life in the forest with Parvati. In one of the
panels Siva is relaxing with Parvati in his home in Mount Kailasa. In the adjoining panel,
Ravana, in his annoyance at being ignored by Siva, is trying to shake Mount Kailasa while Parvati
is clinging in fright to an unperturbed Siva (Plate V. Siva is scen wearing a garland of skulls, with
his arm protectively around Parvati and with one leg controlling the movement of the mountain.
The trees have been shown in movement, much in contrast with the hills which are drawn rather
conventionally. In a fourth pancl on the Siva Parvati theme, they are depicted sitting in svlvan
surroundings. It is painted in subdued dark green, maroon, brown, rust and white. One of the
arches of the temple contains an illustration of Siva and Parvati seated together on a cushion of
flowers. Finally, we have an illustration of Siva dressed as a yogi roaming the forests alone after
the death of Parvati (Plate V).

The artists of Narmadesvara scem to have portrayed the gentler aspects of Siva reserving
as it were the power and vigour of the god for his Sakti (Plate VI). The Devi's confrontation with
the Mahisasura, Sumbha and Nisumbha are painted in two sets of distinct panels. In both series
the Devi is illustrated fully armed and doing battle with rakshasas while her devotees are praving
for her final victory.

A thematic preference for those themes in the Rama legend in which Rama figures with Sita
is nodccable.  Three different episodes of his life, painted in different stvles, are illus-
trated in this temple.  Near the inner sanctumn is a series of panels painted in red, gold and black,
on the theme of Rama’s marriage to Sita.  In the first panel he is scen in a palace attended by two
women, indicating his arrival in Sita’s home town. In the second panel Rama is shown bending
the unbreakable haradhanu (the bow of Siva) while Sita is garlanding him as her chosen lord and
Janaka and Viévamitra are embracing cach other in happiness. The third panel illustrates the
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ma and his brothers in Janakapuri, accompanied by men on
g and dancing. In the last pancl of this series is shown
palace of Dagaratha in Ayodhva in all it's gran(lieur.. In _on'c of hthc rooms Izre ;hloWn. ‘Rima and
Lakshmana, evidently in conversation with their wives; 1n anothcy roon';k_ auda yal is P01:t'rayed
alone, and finally in the third room, Ra-ma aqd Lakshmana are scen talking to their Rajogu;,
A general air of jubilance marks the entire scries.

This temple also contains two other sepa.rate.pancls on Rz‘ima’s lifc: On one of the walls s
very small painting illustrating Rama’s happy 1.1fe with Sita m_Pa_mclu.wagl in. the company o.f{aa'/,,-“.
Rama, Sita and Lakshmana arc illustrated talking to the sadhis in t_hls pancl.. A very sophisticated
panel portrays the army of Rama and Lakshmana led by Hanumana and his monkfy horde.s who
are throwing big stones in water, indicating their attempt to build a bridge to Lafika, while on
the other shore the rakshasa army of Ravana is confronting them.  Sita is seen in a palan.
quin in the right hand corner of the painting (Fig. 19). The grouping of ﬁgures, their
movements and expressiops are all very vividly painted. The colour scheme consists of gentle
pastel colours like bluc and pink relieved by olive green trees and the red dress of Sita. A small
pancl illustrates Rama and Sita holding a darbar in Ayodhya after their return from exile.

arrival of the marriage procession of R§
horses and elephants and on foot, singin.

The artists of Narmadesvara were very fond of the Krsna legend; they have painted
the episodes from his life with a great deal of zest and with display of colour. Three of the
best panels of the Krsna legend found here are given to the episodes of his infancy. In the first
panel (Fig. 4) Yasoda is sitting holding the newly born Krsna in her aims while her friends and
servants are fluttering arourd her in great excitement, bringing medicines for her and clothes for
the child. There is a great deal of grace and feeling in. the drawing of the female figures.  In the
second panel Nanda is holding Balarama’s hand and looking with great astonishment along witha
few gopis at Krsna sucking the life of Pitana (Plate VII). The most striking feature of this paint-
ing is a big tree treated very naturalistically. In the third panel Krsna is depicted sucking his toe
while Balarama is clinging to Nanda (Plate VITI). The colours of all these pancls, except for
the maroon and the black, have faded but their drawing is very clegant, graceful and full of a
feeling for movement.

There are two other small panels which also illustrate Krsna’s childhood but they are very
different from the paintings scen. in the above three panels.

The artists seem to have taken some interest in painting ncar the ceiling of the temple, a
string of charming cameos illustrating Krsna and Radha in a forest looking at each other or
holding hands, Krsna playing his flute for his friends and finally a very unusllal depiction of the
vastraharana theme. Here, Krsna is not alone with the gopis ‘Who arc scen submerged in water
:along with their cows while an elderly lady is frantically tr;'ing to protect their modesty.  Krsna
is not pf)rtray‘cd as sitting on a tree; his place there scems to have been taken by two ’peacocks.
Krsna sits belund the kadamba tree and is talking to Radha and a few gopis. Most of the colours

of the painting have faded and only green and black are sti i S e
Vg Bt 2 are still ev N aw s quite
powerful (Plate 1X). e still evident, but the drawing 1s q

At Narmadesvara there are two panels depicting the famous legend of Govardhanadhrana.

In one painting Kr.ﬁna .has lifted on a finger the Mount Govardhana which looks like a big
;utn lbrc“.aburnid(‘(; which animals ‘.Vit.h men, women and children have taken shelter from the deluge
;S (::: Of) 1:( ré. TIh(- xlnourlltam 1s, ’mtcrcst_mgl.y (-nou.gh, shown consisting of scparate hills as \\'.(’”

P atown. Inthesecond panel Indra is begging for forgiveness of Krsna for causing rain-



Plate V

Narmadesvara Temple

‘Siva roaming the forest.”

Plate VI

Narmadesvara Temple

‘Mahisamardini Devi.”







Plate VII

Narmadesvara Temple

‘Krsna sucking Piitana.’

Plate VIII

Varmadesvara Temple

‘Krsna and Balarama with Nanda.®
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Fig. 25 Sujanpur Tira, Narmades:ara Temple—"K'y gna listening to music.

Narmadesvara is one of the few places where Krsna is represented as a king. He is
seen there sitting on a throne and listening to music (Fig.25). In two other panels
the friendship of Krsna for Sudama is very touchingly portrayed. In one, Sudama enters
Krsna’s darkar with a great deal of hesitation, holding his humble bag of beaten rice behind his
back and looking at Krsna seated ona throne along with Rukmini. In the second panel, Sudama,
clothed in poor apparel, stands overawed at the sight of a grand palace which, in his
absence, had sprung up in the place of his simple hut. Here the artist, instead of illustrating the
entire legend has portrayed the humble Sudama’s wonder and hesitation, as well as his fear of his
possible welcome by his old friend. The colours of the paintings are not distinct, but the
expression on the faces of the main figures is clearly indicative of their feelings.

Scenes from the Mahabharata associated with Krsna are also painted. An eloquent
depiction of Draupadi’s chiraharana is found here. A typical Kangra Draupadi is shown wearing a
black dress and praying to Krsna while a man is pulling her odhani. In the background stand the
Pafidavas with averted gazes, with the Kauravas in front led by Duryodhana smoking a hookah.
The colours of the painting have faded with the passage of time, but one can still taste the flavour
of its original grace. There is also a small painting of Virat Nagar where the Pafidavas had
retreated after their defeat in gambling at the hands of the Kauravas.

As fondness for the Rama and Krsna incarnations of Visnu did not preclude the artist
from depicting his other incarnations, a comparatively unsophisticated painting depicts the Virata-
rupa of Visnu in which he is shown as balancing Kasi on his nozzle. Visnu as Vamana Avatara
visiting the court of Raja Bali, is also illustrated here. In it Vamana is portrayed as standing before
Bali asking for his boon of three steps of earth, and in the next, Bali is seen lying on the ground
offering his body. The Nishkalanka Avatara of the future, the Narasimha Avatara and the Gajendra-
moksha legend are also found painted.

One of the most expressive and technically superior paintings at Sujanpur Tira illustrates
the renunciation of Raja Gopi Chand (Plate X) in a long narrative panel. In the left hand
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corner of the painting Raja Gopi Chand is sitting with folded hands in front of the three Natha
guriis, begging for alms. The Nathas advised him that he should come to them for this purpose
after renouncing the world and begging for alms from his queens. On the right hand side the
raja is depicted in simple garments begging alms from his youngest and newest 7ani while the other
queens are looking down from the palace apartments in a distraught condition, with dishevelled
hair, and beating their heads against walls and throwing down their ornaments. The drawing is
not only exprvssivc but also gives to the palace a three dimensional effect. The colouring of the
panel is one of the highest accomplishments in paint found in this temple. Pale blue, pink, red,
orange and green are used with such translucent eflect that they give a pearly glow even to this day.

The three dimensional effect is also seen in a painting of Ganesa seated on a bright carpet
(Fig. 26).

Fig. 26  Swjanpur Tira, Nermadesvara Temple—* Ganesa.'

An interesting mythological illustration relates the story of Raja Sriyans’s fondness for
chaupar. In one scene he is seen playing chaupar with Raja Risala with the wager of his head if he
lost the game. He is then depicted begging Sriyans for his life in lieu of the present of his new
born daughter. Raja Risali is shown in the next panel riding away with the infant on horse back.



Plate IX

Narmadeivara Temple

‘Gopi Vastraharana,’

Plate X

Narmadesvara Temple

‘Raja Gopi Chand’s palace.’
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Narmadesvara paintings indicate an awareness of the Sikh religion as seen from a paintng of
Gura Ninak talking to Mardana.,

In the earliest wall paintings in the Himalayas, secular scenes are rarely found.
Narmade$vara is an exception to this. In one panel is depicted Raja Sansar Chand standing in a
forcst. In another, he is shown standing with his courtiers in front of a gurz behind whom is illus-
trated a small temple. There is an illustration of the town of Vrndavana and finally, a beautiful
hunting scene showing rdjas and nobles out-hunting on horse back (Plate XI) painted in very
vivid red, maroon, orange, green, blue and brown colours.

Gaurisankara Temple

On a hill top above Narmade$vara temple is an old fort with a small temple. This temple,
known as the Gaurisankara temple, has walls covered with paintings. According to local tradition
it was built by Raja Sansar Chand in Vikrama Sarhvat 1862 corresponding to A.D. 1804.
Architecturally, the Gauriéankara temple is somewhat unconventional as it does not follow the
norms laid down in the ancient treatises on temple architecture. The images of Siva and Parvati
also do not conform to the conventional iconographic types. Siva here looks like a Pahadi young
man and Parvati has the features of a Rajpiit woman of the hills (Fig. 22). Its non-conformity may
be partly explained by the fact that it was not meant to be a temple for the public but only a private
chapel.

Sansar Chand lived in this fort after his political ambition of dominance over the entire hill
region had ended due to the Gorkha invasion and subsequent Sikh domination. It seems that
Sansar Chand then devoted his entire time and declining energies to his favourite pastime—the
pursuit of pleasure. According to the legend he shut himself up in this fort with his favourite
dancing girl Jamalo and refused to see his courtiers. The courtiers would come up to the fort,
salute a trec standing in front of the royal apartments and depart, having paid their homage through
the tree to their prince.

These paintings are locally believed to have been exccuted by artists from Dethi or by the
Bujherii family of Brahmin artists who are supposed to have painted the walls of the Narmadesévara.
The paintings in the Gaurisankara temple represent Raja Sansar Chand’s tastes in a very direct and
uninhibited manner. Like his way of life at this time, the paintings are dedicated to the pursuit
of love in a frank and open manner without any sheltering behind the curtain of any religious
symbols. Here lovers are shown seated on balconies admiring the beautiful scenery or (Plate
XII) taking a stroll through the gardens where entwined crecpers and pairs of birds seem to echo
their love., Like all conventional Indian lovers they are rapturously happy in listening to music
which is shown in one of the panels (Plate XIII). It is perhaps as an apology or an afterthought
of their sheer abandon to passion that a few other themes were introduced. Near the ceiling are
floral designs, interspersed among them are very small panels showing Siva and Parvati in the
forest with Ganesa, a lady playing on her vina, the Devi and a few beautiful rants.

The drawing of the Gaurisankara paintings is very similar to that of the Narmadesvara; the
style is typical of the Kangra school patronised by Sansar Chand. Most of the colours of these
paintings have faded perhaps due to the use of strong incense in the temple. Whatever remains is
proof of excellent quality. The artists not only broke convention by painting secular themes here
but also in drawing and painting them in a very naturalistic fashion. For the first time, in Pahadi
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wall paintings are found mountains and hills painted as they are observed in nature. The foot-
hills are painted in rich green shades; little higher up the mountains become brown tinged with the
orange of the sun’s rays, and finally are shown the snow covered peaks (Plate XIIT). The paintings
of these mountains are so realistic that when onc visits this temple, one finds almost similar
mountainscape outside the temple as was painted by artists nearly a hundred and seventy years
ago inside its precincts. The use of light yellow, orange, green, red and blue gives the effect of
spring, the season of love which the patrons and artists wanted to portray.

Damtal

Damtal is situated in the Narpur tehsil of the Kangra district, about 16 or 17 km.
from Pathankot. There is a matha or a monastery here which contains beautiful paintings.
According to the present mahanta, Lal Das, this matha was built by Bhagwan Narayanaji who was
a Vaisnava vatragi of the Ramananda sampradaya, in about Vikrama Samvat 1500, approximating
to A.D. 1442, According to local tradition, however, the matha was built in the reign of Jahangir;
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Fig. 27 Damtal— Bhagwin Narayanaji drinking poison senl by jahangir.!



Plate XI

Narmadesvara Temple

‘Rajas 2nd nobles on a hunt.’

Plate XI1

Gaurisankara Temple

‘Sansar Chand and Jamalo

sitting in a balcony and

talking to each other.’
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one of the paintings depicting the Emperor enticing Bhagwan Narayanaji to drink poison, is
suPposed to prove this assertion (Fig. 27). On the other hand, J. C.’Fl'-n:nch3 who studied ’the
pfamting‘s of this area thought that it was constructed during the reign of Aurangzeb because, in
his opinion, the architecture of the matha corresponds to the period of Aurangzeb. He came to ’the
conclusion that A.D. 1690 would be a reasonable date for its erection. This appears to be a
reasonable hypothesis. The style of the paintings would, however, indicate that they were exectted
in early nineteenth century. It is quite certain that the Goomtal described ny Lala Ganeshi
Lal in his Siyahat-i-Kashmir® as lying about 8 km. from Pathankot, was Damtal. ““This village,”
he state. “‘belengs to the Noorpore Chiefship and is held rent free by Gopal Das a Bymge,e.
The Head medicant, Baba Gopal Das, has a large home like a fort, and is erecting another which
promises to rise into a noble building. The hand of the famous painter of Noorpore, Bishan Das,
has shown utmost perseverance of his art at this place.” Itis possible that Bishan Das may have
executed these murals but this cannot be supported by any definite evidence. ‘

The matha is a double-storeyed structure. On the ground floor there is a big verandah which
must have originally been a big hall about 15 meters in length and 6 in width. The walls of
this verandah are covered with paintings done in niches in the Mughal fashion. The paintings
are executed in panels varying in size and, though they may be as large as 90 cm, x 105 c¢m. the
figures are all drawn as they would have been in miniatures, and are bordered by floral designs.
The drawing of these panels indicates that the artists must have been conversant with the previous
wall painting tradition as they have painted narrative panels on larger scales and with very effec-
tive use of space. Both curved and straight lines have been used in the drawing with a deft and
confident touch. The panels cover the entire wall of the verandah and are painted in an arrange-
ment of horizonial and verticle sub-divisions.

There are no paintings found here which have preserved all their colours; yet whatever
remains of the colours indicates that they were applied in harmonious combinations and in soft
tones. Traces of white, light green, red ochre, yellow ochre, blue, black, maroon and pink are
visible.

Thematically speaking, the paintings do not suffer from monotony. They contain illus-
trations from the legends of Siva, Krsna and Rama along with an interspersion of lesser known
deitics.  Unfortunatcly, these compositions are not done in distinct blocks or rows but are mingled
with cach other. Tt is quite common to find one panel depicting the idyllic life of Siva and in the
other the Mahabharata war.  There is also no observance of the time sequence in the illustration of
various legends.  Two possible explanations can perhaps be regarded for this rather unusual
collection of tales; first, it might have been due to the fact that all these paintings were not painted
in the same period, or sccondly, the panels were perhaps distributed to various artists who painted
subjects of their own choice in the same stylistic tradition but without any thematic coordination.
The first explanation seems unlikely because of the stylistic similarity of the paintings.

T'here are two pancls illustrating the Siva legend. In one, Siva isseensitting with Parvati on
Mount Kailaga along with Ganesa, Nandi, a peacock, a rat and a bull. In the other Siva is painted
alone. Neither of these paintings are distinct and only traces of green, black and maroon are
decipherable.

The pictorial representations of the Krsna saga have more variety in Damtal. The
emphasis, however, scems to be on the warrior aspect of Krsna.  As a young boy, Krsna is
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shown holding aloft the Govardhana hill (Fig. 17). The drawing of the animals has been done
naturalistically, but most of the colours have faded and only light green, maroon and black pig-
ments are still evident. In another panel Krsna is depicted touching the feet of Radha who is
sitting on her bed as a manini nayika. Krsna as a boy playing with his cowherd friends, tenderly
watched by Yasoda, is also painted here.  The best preserved panel is an illustration dealing with
Krsna’'s role in the Mahabharata. It contains a painting of Krsna climbing into a chariot and
leaving for the Kurukshetra war while Rukmini is bidding him a respectful farcwell by touching his
feet (Fig. 16). In another panel he is shown giving his famous discourse to Arjuna. Therc are
many scenes of fighting between the Kaurava and the Pafidava armies. To add poignancy to the
terrors of war, there is a panel where a woman, drawn very tenderly, is seen praying in a temple for
the welfare of her loved ones who have gone to war. There is an interesting panel which depicts
Krsna seated as a warrior on an clephant in a battle field surrounded by soldiers on elephants and
horses, although, according to legend, Krsna is not known to have actually taken part in the great
war.

There arc a few elegant paintings of the Rama legend in which Sita figures. A
very touching illustration of Sita’s svayarivara depicts her garlanding Rama who is bending a bow,
while Rdja Janaka and Visvamitra are looking approvingly at the young couple. Scenes of Rama
and Lakshmana looking sadly across an expanse of water perhaps refer to Sita’s abduction. There
arec a few panels exhibiing Rama and Lakshmana making preparations for war and actually
encouraging their armies in the fight with Ravana. Ravana is also depicted in one of his palaces
in the company of his queen and princesses. Rama, Sita and Lakshmana, returning with their
armies to Ayodhya after the period of exile, are also painted. The most significant painting of the
Rama legend which is preserved in a very good state is an illustration of Rama and Sita sitting on a
throne under a canopy inside a shdmignd surrounded by the ladies of the palace, while Hanumana
and Sugriva are paying homage to them. A very effective use has been made of space inillustrating
this small panel (Fig. 28). Rama and Sita are in the main sh@miand and the courtiers are shown
seated in a separate shdmidnd in the compound. In another corner of the compound, female
musicians and dancers are performing. On both sides of the composition are palace balconies
from which royal ladies are shown observing the festivities in the compound.

A beautful illustration of the semudramanthana or chuming of the sea for nectar by the
devatds and rakshasas is also found here. Two panels depict Visnu reclining on the Sesandga while
Lakshmi is pressing his feet.

There are only two pancls illustrating secular scenes. One illustrates Bhagwan Naravana
Das (to whom the execution of the paintings is attributed by the matha authorities) conversing with
Jahangir. In the other panel is painted a marriage pandal decorated with leaves and parrots, which
is very similar to a scene illustrated in the Pindori paintings.

Damtal, First Floor

The walls of one of the first floor rooms of this mathe have numerous paintings on them.
There is reason to belicve that these paintings were later than those which are found on the walls of
the verandah of the matha. They scem to have been done when the Sikh impact in these hills was
already on the decline and Europeans had madc their appearance in these regions. It is, therefore,
likely that these paintings were executed after A.D. 1850.
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Fig. 2

8  Damtal— The darbar of Rama® and * A Sadhii with his de

The room in which all these paintings are found had its walls covered by thirty rows of pain-
tings which contain mostly vertical panels while near the ceiling are a few horizontal ones. Themes
illustrated here include episodes from the Ramayana, particularly in regard to the exile of Rama.
The pronouncement of Rama’s exile by Kaikeyi and Rama, Lakshmana and Sita departing to
the forest are rendered rather effectively. The most interesting depiction of the Ramayana theme,
however, consists of an illustration of Strpanakha’s visit to the hut of Rama, Lakshmana and Sita
in the forest (Fig.29), Sarpanakha’s advances towards Rama, Lakshmana and finally the cutting
of her nose by Lakshmana. As a sequel to the illustration of this theme, the abduction of Sita by
Ravana and Rama’s attack on Lafnka and his final success are also presented here with some amount
of clarity. It is interesting to note that most of the male characters in these illustrations are shown
with beards worn in the Sikh fashion which is presumably due to the effect of Sikh influence in these
areas.
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29 Damtal, first floor—
dama and Sila
in the forest.'

Fig.
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Apart from illustrations done on the Ramayana theme, there are a few other panels given to
sccular subjects. A European couple, both wearing hats, driving in a horse-drawn carriage and the
Mughal Emperor Jahangir offering poison to Bhagwan Narayanaji (Fig. 27) deserve to be men-
tioned in this connection. The worship of the Devi and Ganesa is also painted in two separate
panels.

Dharamsal

There is a matha in Dharamsal, which is located about 40 km. north of Hoshiarpur, ncar
the famous Chintpurni temple in Kangra. The present makenta, Lakshmana Das, disclosed’
that this matha had been cstablished by Baba Nakodar Das in Akbar’s ime. He was a local reli-
gious leader, a Pafichadeva-updsaka who gave the pride of place to the worship of Visnu. The
mahafita has a sanad which is believed to have been given to his predecessor by Emperor Aurangzeb
in the ninth year of his reign, corresponding to A.D. 1667. Itis, therefore, very likely that the
matha has a long history behind it.

There are two buildings in Dharamsal, containing murals. The style of the paintings in one
is entircly different from that in the other. The best and earliest paintings are found in what is
known as the baithak which happens to be the sitdng room (6 m. x 4.75 m.) of one building. Most
of the paintings have disintegrated but those which remain have a graceful charm of their own.
What is most remarkable about them is their fine, graceful and lyrical lines and their refined colour
scheme in which pastel shades predominate.  According to Mabhanta Lakshmana Das, these
paintings were exccuted by a mistr? (mason) from Haryana in his grandfather’s time, which would
place them at about the end of the nineteenth century.

The paintings in the baithak have not been grouped in any thematic sequence. There is,
as in most other centres of wall paintings, a profusion of panels dealing with the Krsna legend.
Krsna’s life as a cowherd boy is painted with great fondness for colour and movement. Krsna's
love for cows is scen in a gentle scene where he is shown as milking a cow while the cow looks
tenderly at him.  The artists also took delight in depicting Krsna’s playful meods; in one panel
he is seen teasing the gopls and then returning to  the protection of Nanda and Yosoda, and in
another he is shown illustrated stealing butter from the gopis (Fig. 14). In both these panels
there are landscapes with an attractive rural setting. The grass is painted in parrot green, with
undulating hills in the background. The red blue and orange skirts of the gopis lend a vivid
contrast to the gentleness of the landscape.

A few panels depicting other mythological legends are also present. A not very distinct
painting of Siva and Parvati shows them riding their mounts into the woods. Two illustrations of
the Rama legend are also found. Here the artist prefers to concentrate on depicting the grandeur
of Rama’s coronation darbdr. In a darbdr scene Rama is shown as watching court dancers. It is
curious that Siva is depicted attending the coronation of Rama. The Visnu legend is represented
in one painting in which Visnu is shown as reclining on the Sesangga, while Lakshmi is pressing
his feet.

The most remarkable aspect of the paintings found in the Mahafita’s baithek at Dharamsal
is the variety of sccular themes. They seem to be painted to illustrate the colourful and romantic
aspect of the life of the common people.  There is a very attractive painting of a beautiful village
damscl dressed in colourful clothes, sitting besides the village-well and offering water to a passing
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gallant. The background rural scenery is as delicately painted as the settings for Krsna’s play-
fulness with the gopis. The people’s love for music is seen in the beautiful illustrations found on one
of the doors of the baithak, which contain female musicians playing on different musical
instruments. A charming and expressive painting of a lady snake charmer playing on her pipe
is also an attractive piece (Fig. 11). A delightful panel illustrates four male dancers beating their
sticks in rhythmic movements (Fig. 6). The artist also showed his awareness of the arrival of the
British in the hill areas. There is a small illustration of an Englishman seated on a stool and
dispensing justice to a few locals who are standing in front of him with folded hands. A soldier
standing with a dagger is also seen in one of the panels. A naked fakir is also painted near one of
the doors,

There i1s a small temple in the matha in which the relics and photographs of some of the
deceased mahaitas of this denomination are preserved. The walls of this temple too are covered
with paintings. There is, on the whole, a clear impress of folk art on these paintings. The
drawing is somewhat crude when one compares it with the lyrically graceful drawing of the murals
on the walls of the baithak of the matha. Since the Sikhs were at this time an important component
of the hill society of these areas, one notices that in many panels legendary characters are also
shown with beards and turbans worn in the Sikh fashion (Fig. 30). This is again indicative of
the fact that the paintings are of a later origin.  In the colour scheme there is a preponderance of
maroon, dark green and black.

Fig. 30  Dharamsal Mahasitani—' Rama and Lakshmana.’
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Fie. 31 Dharamsal Mahaitai— Kygna playing with the gopis.’
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Fig. 33 Dharamsal Mahaitai—* Devi receiving homage £

Fig. 34  Dharamsal Mahaitai—" Guri Ninak talking lo his devotees.”
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The theme which appealed most to the artists here was Rama’s search for Sita after she had
been abducted by Ravana. A big panel drawn with a good knowledge of mural painting and
illustrated as a continuous narrative shows Rama’s armies of monkeys and bears engaged in mortal
combat with the rakshasa armies of Ravana. In the right side corner of this painting Rama is
shown as shooting an arrow at the golden deer sent by Ravana. There is also an interesting
painting of Rama on horse back, followed by his brother Lakshmana and an attendant carrying an
umbrella. Hanumana carrying Rama and Lakshmana on his shoulders finds a place in one of the
panels.

Krsna is painted here as flying a kite with Radha by his side, and as stealing butter
from the gopis (Fig. 14) and playing with the gopis (Fig. 31). He is also shown as one of the heroes
of the Mahabharata, handing over an arrow to Arjuna.

The Siva legend as illustrated here lays emphasis on the Devi who is portrayed as fighting
with the Mahisasura rakshasa (Fig. 32) and subsequently receiving homage from her devotees
(Fig. 33). Siva and Parvati’s romance is also illustrated in a panel, both riding on Nandi while
returning after their wedding in the Himalayan abode of Parvati’s father.

A few solitary mythological panels illustrate the legends of Sravana Kumara, Narasimha
Avatara of Visnu, and Visnu seated on a lotus receiving the homage of his devotees.

In a number of panels there are representations of contemporary or near contemporary
historical figures from the history of the Sikhs. There is a clear and powerfully drawn panel depict-
ing the one-eyed Maharaja Ranjit Singh sitting on a stool, with an attendant behind him and listen-
ing to his courtiers. Sikh nobles going out on horse back, followed by their attendants are also
shown; and finally a small panel illustrating Gura Nanak seated under a tree and talking to his
devotees (Fig. 34). Muslim influence can also be noticed in the illustrations of female angels wearing
caps, presented in the Muslim fashion.

Dada Siba

Dada Siba was a small state whose ruling dynasty was an offshoot of the house of Kangra.
Raja Ram Singh who ruled over the state about two hundred years ago, was a man of refined taste®.

Fig. 35 Dada Siba, Ridha Kysna Mandir-
*Kaliya Mada-mardana,’
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The location of his palace on the top of a hill and the Radha-Krsna temple built by him in the
green thickness of a wooded place, seem to indicate that he had a sense of beauty. The walls of

this temple are covered with murals.

The name of the artist (or artists) of these paintings is not known. These are somewhat
inferior in style to the paintings at Dharamsal. A medley of themes are illustrated here. The
drawing is flat with an accent on squat figures and the colouring lacks in lustre; it consists mostly
of dull shades of bottle green, red, orange and brown which are covered with a lustreless

varnish.

As elsewhere in the hills, the Krsna legend seems to have been very popular here as well.
He is painted in association with the gopts and the cowherds and with Radha with whom he is shown
in dalliance. The theme of the subjugation of the Aaliya (Fig.
35) snake also finds a place here, so does that of Krsna’s
marriage with Rukmini, which is seen in the Pindori Darbar
murals too. There is besides, one panel given to the theme of
Kunjara-Kamini which is but a group of women (Kamini)
arranged in the shape and form of an elephant (Kuwjara),
a theme which is quite popular with the contemporary
miniaturists.

The Rama legend was also quite popular with the
artists of this temple as is evident from the representations of
Sita’s svayamovara, Rama and Lakshmana killing rakshasas and
Rama’s coronation with the other devatas paying homage to
him. An interesting composition consists of an illustration of
the darbar of Sugriva, where the monkey king is being offered
homage by other monkeys.

Fig. 36 Dada Siba, Palace —* A soldier.'

Sikh influence had already penetrated deep in the hills by the time Dada Siba paintings
were executed, A general reverence for Gurii Nanak is indicated by a panel portraying the Gurii
sitting alone under a tree.  There is also a painting of the Sikh ra@jas meeting Pahadi rajas. A panel
with the romantic theme of Laila carrying water in a cup to an emaciated Majni also finds a place
here. Assorted themes like Visnu reclining on Sesanaga while Lakshmi is pressing his feet, Devi
receiving homage, the Varaha Avatara of Visnu, and Siva and Parvati scated in a forest are also
represented but in a very indifferent manner ; the quality of drawing and painting is poor.

The palace at Dada Siba must have also been originally covered with paintings. It is now
completely in ruins and only one painting of a soldier (Fig. 36) is intact. Large in size and with
broad sweeps of brush, this painting seems to have been done in real mural style.



Plate XII1

Gaurisankara Temple

‘Lovers admiring the beauty of nature and listening to music.’
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SIMLA DISTRICT

Gopal Mandir, Shogi

Fig. 37 Shogi, Gopal Mandir, the temple

This temple is situated in a valley located about 7 or 8 km. below Shogi, a small
village on the Kalka-Simla Road, about 10 km. before Simla. The temple is built of wood and its
architecture is not very much unlike wooden structures of the Himalayan region (Fig. 37). It is
dedicated to Krsna and Radha. According to an inscription on the door-way of the temple, it
was built by a khwas: (mistress) of the ruler of Keonthalstate, in A.D. 18207, Elegant and sophisti-
cated paintings are found on all the four walls of this temple. The style of drawing is one of the most
refined ones found in the Pahadi region. Curved, straight and rounded lines are used with a very
definite and sure touch. A special feature of the drawing of Shogi is its power and vitality.

These paintings have suffered greatly from the ravages of time and most of the colours have
faded. This is most unfortunate since those which are still relatively visible are very refined and
sophisticated. The colours blend gently with each other and do not stand out in harsh contrasts.
White, maroon, blue, orange, black, brown and red are the main colours used here.

Fig. 38 Shogi, Gopal Mandir— Fig. 39  Shooi

Gopal Mandir—

‘Gopal Kygna. “Radh

and Kygsna.
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On the wall on the left side of the central door leading to the shrine containing the images of
Radha and Krsna, there are a few indistinct panels which seem to have been executed much
later than some of the better paintings of this temple. They consist of small compositions of
Visnu and Ganesa seated in their traditional poses, Rama and Hanumana shooting arrows at
Ravana, Radha offering a betel to Krsna, a man in front of a house and a lady with a red rose in
her hand. The colours of these paintings which are still visible are red and yellow.

There are two small panels illustrating the child Krsna. In one of them he is lying on the
leaf of a tree, sucking his thumb, while an old man stands with folded hands in silent salutation in.
front of him and in another standing as a cowherd (Fig. 38). Krsna’s Govardhanadharana episode
and his departure in a chariot to take his place in the Kurukshetra war are also painted with
imagination and taste. Krsna and Radha holding hands and reclining on a cow are also
painted (Fig. 39).

Although this temple was dedicated to Radha and Krsna, episodes from the Devi and Siva
legends also find their place here.  One of the best paintings at this centre is an illustration of Durga
killing Mahisasura (Fig. 7). The figures of the v@hana of Mahisasura and of the Devi herself are
powerfully drawn. The expression of wrath on the face of the Devi has been admirably brought
out. Deviis dressed in a pink sadi whereas her tiger is painted in yellow and Mahisasura in
contrasting black. The background of the painting is white.

Another very graceful painting illustrates Siva and Parvati seated on Nandi (Fig. 40). Siva

Fig. 41  Shogi, Gopal Mandir—*A hunting scene.’






Plate XTIV

Darbar, Pindori

‘Krspa’s marriage party in Rukmini’s home.’
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is holding a damaru (musical instrument) in his hand while Parvati is offering him a drink in a small
cup. Parvati is wearing a dress of pink and red and Siva is wearing a white dhot7 with black dots.

There is a painting showing Visnu reclining on. the -S"fynnﬁgn and killing Hirnayakasipu,
A panel from the Ramayana depicts Rama on horse back, followed by his three brothers and
Hanumana and Sugriva. Rama’s coronation and Sarasvati seated on a swan are also found
painted here.  There are two very interesting paintings here which clearly point out to Muslim
influence. In one of them Laila is offering a cup of drink to an emaciated Majnii. In the other
panel there is a most tender illustration of the Todi Ragini found anywhere in Pabhadi painting.
(Fig.9). It is painted with exquisite delicacy of line and colour. The lovely heroine separated from
her lover is depicted playing forlornly on her small stringed instrument, while an equally beautiful
deer looks at her with sympathy. Unfortunately the colours of both these panels have faded badly;
traces alone of light blue and green remain.

Two very interesting panelsseem to have been attempted as studies in composition of crowds
and of movement. In one of them a 7@ja is seen going out on a hunt with his courtiers, all of them
on horses, and accompanied by dogs (Fig. 41). In the other, two armies with their elephants,
cavalry and infantry are seen in confrontation. In both the scenes the drawing of human figures as
well as of animals is precise and conveys the impression of movement, excitement and tension. The
colours of these paintings are black, brown, green, maroon and yellow, while the backgrounds are
white.

GURDASPUR DISTRICT

Pindon_ Darbar

About 10 km. from Gur-
daspur town there is a big matha,
known as Pindori Darbar or
Pindori mahantan or the gaddi of
Bhagwan Narayana Das (Fig. 42).
According totradition,a Vaisnava
sampradaya was established here
by a Vaisnava saint, known as
Bhagwanji, who wasa contempo-
rary of Jahangir. It is reported
that the matha was constructed
by Jahangir in Vikrama Samvat
1679 corresponding to A.D. 1622,
in admiration of Mahanta Nara-
Fig. 42 F Pindori Darbar vana Das® who had swallowed
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seven cups of poison administered by Jahangir to test his occult powers. Raghunathji’s
temple which contains most of the paintings found in the Darbar, was built in Vikrama Sarvat
1872, corresponding to A.D. 1815, during the gaddi of Mahanta Narottam Das (A.D. 1807-1843)
with donations from the rulers of Kangra hills as well as from the »@jas of Kashmir and Maharaja
Ranjit Singh?. The walls of this temple are covered with paintings. Stylistically speaking, the
paintings can perhaps be dated between A.D. 1816 and 1830. The artist or artists responsible for
executing them are unknown although it has been conjectured that the main artist may have
belonged to the family of Pandit Seu of Guler. On stylistic grounds there does not seem to be any
proof for such an assumption as they are slightly different from the typical Kangra style of paintings
as found at Narmades$vara, Nadaun and Shogi.

The drawing of Raghunathji’s temple paintings is fairly advanced in technique and quite
competent. Effective use has been made of architectural perspective and movement of the figures
has been rendered in a dramatic manner. There is evidence of Mughal influence on the drawing
as seen in certain samples of female angels dressed in Mughal fashion (Fig. 43).

R T T RV
et S LA M

Fig. 43 Pindori Darbar— Angels dressed in the Mughal fashion.’



Plate XV

Darbar, Pindori

‘Rukmini’s ggl'\gzlm :
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The original colour of the paintings seems to have been very rich as seen from the traces of
maroon or naswart, green, black and vellow which are still found on the walls of this temple. A
smooth and finished effect is also fairly noticeable.

Pindori, more than any other centre of wall paintings in the Western Himalayas, contains
narrative panels. Most of these illustrate a sequence of legends from the life of Krsna. A
series of panels show his birth in prison; in others Vasudeva is illustrated crossing the Yamuna
carrying Krsna on his head in a basket and placing the baby Krsna on the bed of Yasoda in
Vrndavana. Finally Karhsa’s men are seen slaying Yasoda’s daughter who is also depicted
flying away (Fig. 13).

Krsna's life in Vrndavana is painted in another set of panels. In one panel Piutana is
seen suckling Krsna. In another, Krsna isseen fighting with the rakshasas.  His sport with the
gopas and gopis is illustrated in a series of consecutive panels. Krsna and the gopas stealing butter
from the gopis are painted in one panel. Radha dressed as a policeman apprehending Krsna and
his friends who had stolen butter, and his playing hide and seek are also shown. Radha and
Krsna enjoying themselves in a forest, or seated on a stool or standing under a single umbrella

Fig. 15) or just looking at each other (Fig. 44), are portrayed in all the enchanting colours of their
romance.

\ remarkable series of paintings illustrate Krsna’s marriage to Rukmini. Krsna's
marriage procession with canopied and caparisoned elephants and his relatives mounted on horses
or walking on foot, is depicted in a mood of great excitement in the first panel. In the second panel
the procession has arrived at Rukmini’s house which is tastefully decorated to receive the guests

Plate XIV). There is an adjoining painting showing Rukmini doing Srigare for the occasion in
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Fig. 45 Pindori Darbar—Rukmini receiving a message from Ky sna.'

Fig. 46 Pindori Darbar—' Ky sna in the

WALL PAINTNGS OF THE WESTERN HIMALAYAS

all her finery and ornaments with
the help of her friends while one of
the messengers 1s telling her of the
arrival of the procession (Plate XV,
The actual marrige ceremony is
also illustrated in a especially set
up pandal decorated with flowers
and birds. The procession is also
rainted returning to Krsna’s home
where he and his bride are wel-
comed (Plate XV1) and are lodged
. separate rooms,  There is finally
a tender illustration of Krsna send-
ing a messenger to Rukmini infor-
ming her of his intention to visit
her (Fig. 45). Krsna proceeding to
Mahabharata (Plate XVII) and
actually fighting (Fig. 46) are also
illustrated here.

There are two panels from the
Brahma legend. In one Sarasvati
is painted -approaching Brahma
with a book (Fig. 47) and in the
other she is sitting on a swan, her
customary vehicle, with a book in
her hand. There is one panel
depicting two women performing
Ganesaptja (Fig. 48), and in ano-
ther Siva and Parvati are shown as
seated in a forest. There are two
illustrations of the Devi, one in
which she is seated on a tiger by
herself and in another, sitting on a
stool with two elephants showering
water on her. Visnu reclining on
the Sesanaga with Lakshmi press-
ing his feet is painted here as well.

There are two interesting
secular paintings of unusual themes.
In one of them a beautiful rant is
smoking a hookah (Fig. 49). 'The
other one on the left hand side of
the ceiling of the temple is an



Plate XVI

Darbar, Pindori

‘Rukmini and Krsna being welcomed on their return to Mathurd after their wedding.
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Fig. 48 Pindori Darba
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hookédh and listening to music.

illustration of two female angels wearing Muslim style clothes and caps, sporting wings and playing
on stringed instruments (Fig. 43). 1t is a rather unusual theme as women in Muslim
style dresses and of this nature are rarely to be seen in Pahadi wall paintings though there are one
or two exceptions. The composition is executed in maroon, black and white colours with traces
of green and blue.

Baba Mahesh Das ki Samadhi

This samadhi is found within the compound of the Pindori Darbar, located 10 km. from
Gurdaspur. Baba Mahesh Das was, according to local tradition, an associate of Bhagwanji, the
founder of the Pindori Darbar. He is supposed to have refused to ascend the gaddi after Bhagwanji,
but nevertheless he is still venerated as a great saint. The architecture of this samadhi indicates
that it must have been built in the last decade of the nineteenth century or the first decade of
the twentieth, It is possible that when Mahesh Das died, which should be about the middle of the
seventeenth century, only a samadhi was constructed over him ; the present structure is relatively

a modern one.

The samadhi contains illustrations which resemble, stylistically speaking, some of the later

Rangmahal paintings of Chamba. The drawing is rather crude and the human figures are rela-



Plate XVII

Darbar, Pindori

‘Krsna proceeding to the Mahabharata war.’






Fig. 50 Baha Mahesh Das ki Samadni
*Kygna with the gopis.

Fig. 51
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tively short and stunted. The lines generally tend towards thickness. The colours used are also
very limited. consisting mostly of maroon, green and yellow.  These paintings were most probably
executed by local artists.

There are two panels here which depict Krsna playing with the gopis (Fig. 50) and with
Radha (Fig. 51). The bravery of Krsna is illustrated in three scenes in. which he is shown fighting
with rakshasas.  Visnuin his Narasimha and Matsya Avataras is also found illustrated here. Finally,
there is a scene illustrating the mahantas talking to each other.

l_)er5 Baba Nanak

This Gurudvara was built, according to local tradition, after the death of Gurit Arjun Dev,
which is purely conjectural since Gurii Arjun Dev was martyred in A.D. 1606. According to the
Gurdaspur District Gazetteer, the Bedis who claim descent from Guri Nanak started its construc-
tion in A.D. 1765 with a grant of Rs 50,000 from Diwan Nanak Baksh, Wazir to the Nawab of

Fig.52 Dera Baba
Nanak—* Guri
Nainak as a young
man meditating.’

Hyderabad in the Deccan.  Subsequently Raja Chando Lal also contributed towards its construc-
tion. In A.D. 1825 Maharaja Ranjit Singh offered a large sum towards its completion and the
temple was finished in A.D. 1827. The paintings on the walls of this Gurudvara secem to have been
exceuted subsequent to this date.

Stylistically, the paintings of Dera Baba Nanak are much nearver to the wall paintings of the
Punjab Himalayas than those of the first floor of Damtal and of the samadhi of Baba Mahesh Das.
The drawing is imaginative and there is a certain amount of grace in the delineation of the lines.
The evident delight and feeling with which the common. people and their day-to-day life have been
rendered seem to indicate a relatively higher level of creativity.  The colour scheme is, however,
limited to the use of maroon, green, blue and yellow,
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Although a Sikh shrine, the choice of paintings displays the general eclecticism of the age.
The themes represented include the Devi, the Kaliyadamana episode of Krsna’s life, Krsna’s
dalliance with Radha and the gopis, his playing the flute, and even Gane$a who is shown on top of a
painting of Guri Nanak as a young man meditating under a tree (Fig. 52). A sadhu attended by his
disciple and a four-armed angel and a panel depicting the nether world full of snakes are two of a
few unusual themes which find their place here. Among the secular themes we have a charming
princess who is attended by her dasis, and a farmer milking his cow which is gently licking her
calf (Fig. 53).

Fig. 53 Dera Baba Nanak— A farmer with his cow.’

Kalanaur Masjid

Kalanaur is a small village in Gurdaspur district where Akbar was crowned Emperor.
According to local tradition, however, it was built by a contemporary of Gurii Nanak. Architect-
urally speaking, it does not seem to have been built before the nineteenth century when the walls and
ceilings too seem to have been painted over with vegetal and geometric designs.
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It has attractive panels with floral designs painted right from the floor to the ceiling, The
ceiling is also covered with floral desigrs. The right and the left compartments on the two sides of
the main place of prayer are painted in one design whereas in the central panel, in front of which
prayers are offered, the drawings are mostly geometrical (Fig. 54); they are, however, different from
the geometrical desigrs found in Hindu temples. The main colours employed are red, maroon,
blue, green and yellow. They are similar to the colours used at the Pindori Darbar. We may,
therefore, surmise that these panels were painted towards the middle of the nineteenth century,
Further, although in consonance with Islamic injunctions the paintings do not portray any human
figuration, itis nevertheless in the Pahadi tradition so far as the colour scheme and the floral

designs are concerned.

Tig. 54 Kalanaur Masjid—
‘Floral designs.”

KULU DISTRICT

Devi Mural, Sultanpur Palace

The Raja of Kuld had a palace at Sultanpur. There are paintings on the walls of this
palace which were brought to light for the first time in A.D. 1953 by Dr. M. S. Randhawa.
They were executed under the patronage of Raja Pritam Singh (A.D. 1776-1806) a contemporary
of Raja Sansar Chand. There is a view that they were painted by Sajnii who was originally
employed by Raja Sansar Chand. On stylistic grounds, however, this assumption appears to
be incorrect, as the style of the drawing as well as colouring revealed in the miniatures by Sajnii
are quite different from those of the Devi mural of Kulii.  There is a painting in miniature of
a lady giving water to a traveller (Fig. 55) which was painted by Sajna and bears the following

inscription :
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Plate XVIII

Sultanpur Palace, Kulu

‘Homage to Tripurasundari Devi.’
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“Vikramaditya Sarmvat 1865

Desi Samvat 64, Jeth Sri Maharaja
Téwari Singhji di Farmayas$i Mafak
Likhe Chitrahru Sajna.”

It was painted by Sajni, at the request of I$wari
Singh in Vikrama Sarivat 1865 (= A.D. 1808).
A comparison. of this painting with whatever still
remains of the Kuld Devi mural would reveal
differences in the facial types and in the drawing
of the eyes. It also shows the contrast between
the gracefulress and fluidity in the lines of the
miniature and the comparative stylisation of the
animals and the different type of human figures
in the wall painting. Moreover, the miniature
is the production of a highly sophisticated artist
working in the true Kangra tradition of Raja
Sansar Chand’s court, whereas the Devi mural
shows that it was the product of an artist ‘deeply Fig. 55 Kuli Miniature— A lady giving water to a traveller.’
involved in the local environs and art forms of Kuld.

It seems to have been executed after A.D. 1806, the date commonly given to the wall paintings
of the Narmadesvara temple at Sujanpur Tira, since the drawing as well as the colouring are
slightly inferior in quality in the case of the Devi mural of Kulii as compared to the paintings of
the Narmadesvara panels.

The Devi mural of Kulii has now been shifted to the National Museum, New Delhi. It
is a big panel (3.78 m x 2.26 m) and covers the entire wall from the ground to the ceiling and
represents the goddess Tripurasundari, an aspect of Durga or the Devi (Plate XVIII). The theme
relates itself to the three worlds—svarga, martya and patale—paying homage to the goddess who
was the most beautiful in all the three worlds. In order to illustrate this the artist tried to create
a universe in motion with entire humanity coming to the palace of the Devi or getting ready to
do so, or just meditating on her or singing her praise. In this painting are found the common
people on foot, princes and princesses in their chariots, female and male soldiers (Plate XIX),
other gods and goddesses in their chariots along with their devotees, all proceeding in c.rowds to
the palace of Tripurasundari (Plate XX). Elephants, horses, deer etc. are also seen in this crowd.
The primacy of the Devi in this temple is sought to be shown in other ways as }x'ell. I’n one of
the panels her consort, Siva, is represented as performing the Tandava dance while she sits at the
top of the panel on a lotus pedestal. In another panel Brahma, the creator of the three world‘s,
is shown in attendance with a book in his hands. The central panel of this enormous mural is
occupied by the Devi presented in a well-knit and eflective compozsitior_. At the four corners of
the panel are presented four palaces painted in white and sheltering in each of them a seated
figure of the Devi who is being attended upon by female chauri-bearers or Fl}rrounded by female
devotees, There is also a palace in the centre in which a five-headed Devi is scatff‘._ on the bo.dy
of a prostrate Siva. In front of her the heavy, rounded and Ut.’(‘sf‘ form of a rzja S_m“ds with
folded hands wearing a turban and an achkan (long coat), very similar to the achkans in contem-
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porary use (Fig. 56). This figure evidently represents the donor or patron of the painting or
the temple or of both. Behind the Devi stands an old grey-haired queen with a crown on her
head in front of whom stand two young princesses, again with crowns on their heads. Below the
Devi’s throne or chauki, the ground is painted in maroon colour and devis and devatas are sitting in

Fig. 56 Kuli, Sultanpur Palace—" The central panel showing a raja paving homage to the Dei.’




Plate XIX

Sultanpur Palace, Kulu

‘Devotees of Tripurasundari

proceeding to her palace.”







Plate XX

Sultanpur Palace, Kulu

‘Devatas and kings proceeding to pay homage to Tripurasundari Devi.’

Plate XXa

Sultanpur Palace, Kulu

‘A detail from Plate XX.*
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Fig. 57 Sultanpur
Palace, Kuli—
‘Common people
engaged in
mundane pursuits.’

worshipful positions. On the left hand side are seen many princesses and their retinue of women,
all decked in attractive clothes, All around the central panel are seen the devotees of the Devi.

What is interesting to note is that even in this crowded world of the nobility and the aris-
tocracy, the artist made use in his composition of the common people and their daily round of
life (Fig. 57). They are presented in the context of their lowly environs, sometime talking to
sadhus and taking their advice, at others going about their other normal day-to-day pursuits like
tending cows. There is a remarkable painting of a lady just sitting in her house and evidently
gossiping with her friends (Plate XXTI). Scholars both male and female are shown reading from
manuscripts and reciting mantras from them. The sadhiis were accepted as normal human
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beings forming a segment of society, and werc not considered as any special group or class that
demanded any special attention; in the paintings they are not extended any unusual veneration.
The artists have shown them on river banks or in huts or under trees seated in meditation. They
are also depicted in ordinary human pursuits like washing their clothes after a bath or warming
themselves in front of a fire (Fig. 3). loginis or women yogis have also been painted. The artists
of the Devi mural have taken a great deal of interest in presenting their thematic content
in the context of nature. But while they presented vegetal natuere and the world of animals in a
somewhat naturalistic manner, flowing water like streams and rivers and hills were shown very
conventionally (Plate XXII).

Considerable attention has been given to the drawing of architectural details,
The huts of the common people, the houses of the relatively rich and the palaces of the Devi
have all been painted with attention to detail. The huts of the poor, for instance, are painted
in mustard and brown to give the effect of straw, the larger houses in red and white to produce the
effect of sandstone and marble. The palaces of the Devi are provided with columns, turrets and
towers which were so common in Rajasthani palaces. There is one interesting technical point
to note in this painting, namely, the use of the design of cubes within cubes, evidently to create the
illusion of depth.

Compositionally speaking, the mural has been divided into horizontal and vertical sub-
divisions, their backgrounds being painted in a variety of colours, namely, dark grey, slate grey,
royal blue, navy blue, almond colour, pale green, bottle green, maroon, orange and red. The
coloured backgrounds also act as smooth bases for the compositions painted on them. For example,
when the background is green, the dress of the Devi in the foreground is in red (Plate XXII);
when the background is in blue, vellow and orange predominate in the foreground. When
small self-contained cameos are painted on the background, the effect is one of total harmony as
seen in a painting of a woman sitting in her house (Plate XXI). The strips of different back-
grounds blend harmoniously with each other. The colours used in the Devi mural do not, how-
ever, have the translucent finish of the Shogi or the Narmadesvara temple murals at Sujanpur
Tira; nevertheless the colours used have been given in their rendering a quality of vigour and
vitality.

Sultanpur Palace

The Devi mural was painted in the verandah of the Sultanpur palace. On the walls of
an adjoining room there are other panels said to have been painted by an artist known as Bhagwan.
Ore of these paintings contains an intcresting illustration of the marriage of Rama and Sita.
The whole scene is laid within voussoir arches resting on pillars on both sides.  Sita garlanding
Rama in the presence of Dasaratha and Janaka is quite clearly visible. Anotlier small pancl
illustrates the theme of Rukminiharana.

The wall to the right seems to have been given altogether to the well-known Vaisnava
theme called Nayikabheda. At various places on the wall the following n@yikas have been painted :
Abhisandhita, Khandita, Utka, Abhisarika, Svadhinapatika, Vipralabdha, Profitapatika and Vasahasajja.



Plate XXI

Sultanpur Palace, Kulu

‘An aristocratic lady in her home.’






Plate XXII

Sultanpur Palace, Kulu

‘Devotees proceeding to pay homage to Tripurasundari Devi.

Plate XX11a
Sultanpur Palace, Kulu

‘A detail from Plate XXII

illustrating female devotees.’

Plate XXIIb (extreme right)
Sultanpur Palace, Kuli

‘A detail from Plate XXII

illustrating the river Beas.’
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Raja Vikrama Singh is also shown in three of these panels, riding with his standard-bearers or
riding with musicians in front of him and finally riding to the battle field.

CHAMBA DISTRICT
Devi-rI-Kot'h-l

In Chamba there are two centres of wall paintings. What appear to be the older ones
are found in the temple of Devi-ri-Kothi. There is an inscription on this temple which when
translated runs as follows :

“In the year 30 (the month of) Bhadro 21, on that date the illustrious Maharaja Umed
Singh has built the temple of goddess Chamunda. The Superintendent (Sardar) of the
temple, the illustrious Mian Bishan Singh; the Sewadars, Ghamyan, Nilheri and Jhagrii
of Sungal; the carpenters, Gurdev and Jhanda, the stone masons, Debt of Hali and
the Chela (?) Dyal. Written on 29th of R. Poh. Bliss.”

It is possible that this temple may have been constructed by Raja Umed Singh in A.D.
1754, but it is very unlikely that the paintings were also executed under the patronage of this
raja. It would be more correct to place them, on stylistic grounds, in the first quarter of the
nineteenth century. The temple is dedicated to the Deviand contains illustrations of the exploits
of the goddess Durga. But there are many panels given to themes taken from the Bhagavata
Purana. Three panels illustrate Krsna and the gopas playing with the gopis (Fig. 58), a gopi

Fig. 58 Chamba, Devi-ri-Koti—"Kygna and the gopas plaving with the gopis.’
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Fig. 60 Chamba, Devi-ri-Kothi—'A lady
taking waler from a tap.’
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Plate XXIII

Rangmahal, Chamba

‘Yasoda with Krsna.’
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standing by a fire on which something is being cooked (Fig. 59) and a lady taking water from
a tap (Fig. 60). Nothing is known about the artist of these paintings, but some of the man-
nerisms, namely, the large eyes and the angularity of the lines, remind one of the miniatures
of the Basholi school. It, therefore, seems likely that these murals were executed earlier than the
murals of the Rangmahal at Chamba. The drawing in the Devi-ri-Kothi mural found in the
Kangra complex of paintings is quite different from the drawing of the Kangra complex of pain-
tings associated with Raja Sansar Chand.

Rangmahal

The construction. of the Rangmahal palace was begun by Raja Umed Singh'? (A.D. 1748-
64) who had once been a prisoner of the Mughals for thirteen years and had married a princess
from Basholi. Architecturally, the palace appears to be late Mughal in style, although additions
and alterations seem to have been made to it right up to the middle of the nineteenth century,
first by Jit Singh (A.D. 1794-1804) and then by Charat Singh (A.D. 1808-44). The Rangmahal
was used as a residence for the women of the r@jas of Chamba as late as up to A.D. 1947. The
paintings which have been brought to the National Museum, New Delhi, appear to be the product
of mid-nineteenth century, executed probably in the reigns of Raja Charat Singh (A.D. 1808-44)
and Raja Siva Singh (A.D. 1844-70); a few panels may be still later in date. The assumption
that the paintings do not all belong chronologically to the same region is further reinforced by
the fact that some of them were done in layers upon layers; photo-micrographs have made this
point very clear.

The names of the artists responsible for these paintings are unknown except for one who
was known as Durga. As the quality of the drawings and paintings is not uniformally of a high
standard it follows perhaps that these panels must have been executed by a number of artists
with varying degrees of skill.

The Rangmahal palace contains, after the Narmade$vara temple, Sujanpur Tira, the
largest collection of existing wall paintings in the hills. Most of the themes illustrated are reli-
gious in character and show the religious eclecticism of the times. The legends of Krsna,
Rama and Siva are thus all narrated side by side.

The romance of Krsna’s life seems to have enjoyed an irresistible appeal here as elsewhere in
the hills. A considerable number of panels are illustrated with such themes as infant Krsna play-
ing with Yasoda, Nanda and Balarama and being patted by her (Plate XXIII), Krsna’s life as a
cowherd in Vrndavana, his romance with Radha and dalliance with the gopis, his playing Holi
with them and stealing their clothes (Plate XXIV). Krsna as the protector of Vrndavana in his
Govardhanadharana role is also illustrated in fine, harmonious colours (Plate XXV); Goptsbathingina
village stream amidst a beautiful forest and a half dark and half white faced Krsna beirg saluted
by the gopts are also painted with loving care. In the love scenes of Radha and Krsna, great attention
is given to dcetail; they are depicted standing in a forest under an umbrella, looking enraptured
at cach other; and in many other environs (Plate XXVI).  Their love is also echoed by nature
which is painted in the bright colours of spring and symbolised by entwining creepers and relaxed
cows (Place XXV1l). Radha dressed as a man apprchending Krsna for stealing butter from
the gopls, or more sophisticated themes like looking at cach other while a gopi holds up a mirror
(Fig. 15), or the couple gazing distantly from a balcony, all find articulation in many a panel.
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Radha as a manind ndyika with Krsna placating her, and doing her $rigara by combing her hair
are other interesting themes painted by the artists (Fig. 8).

There is only one panel illustrating an enthroned Rama and Sita with Lakshmana and
Hanumana standing in front of them with folded hands (Plate XXVIII). This illustration
perhaps represents the coronation of Rama and Sita after their return to Ayodhya.

Compositions of Visnu reclining on the Sesandga while Lakshmi is pressing his feet, Visnu
standing with Brahma and Siva and in his Narasimtha Arat@ra form killing Hiranyakasipu, the
father of Prahlada.

Siva is portrayed in those stories alone where he has to appear along with his wife Parvati.
The biggest panel at Rangmahal shows him seated with Parvati, Ganesa and Kairtikeya and
their mounts, under a big tree in a forest (Plate XX1X). This composition is repeated in a
few other panels. He is also shown riding with Parvati and their two childrenin a forest. In an
unusual composition he is illustrated playing his damaru (drum) while his disciples are dancing.
In a very interesting picture Siva is shown in deep meditation while dancing girls are cxerting
their utmost attraction to break Siva’s concentration. Even a Siva with five heads is illustrated
here. The worship of Siva Liga is also illustrated (Plate XXX).

As in most other centres of Pahadi wall paintings, the Devi finds herself portrayed here
too in more than one form. She is shown setting forth on her mount, the tiger, to fight her enenies,
or just sitting on a pedestal or lotus seat and receiving the homage of her devotees. There is also
a scene illustrating Visnu, Siva and Brahma and three other devotees standing in salutation to
her. These panels are compositionally simple and the drawing and colour are direct and un-
sophisticated.

A few illustrations of Ganesa arc also noticed, but these arc without any distinction.

Four of the best paintings found in the Rangmahal panels illustrate secular themes. Among
them there is a charming picture of two girls on a swing while a third girl is pushing it (Plate XX XT).
The drawing is effective and depicts the movements of the swing in a refined manner against a
simple background. The dark red, green, blue and brown used in painting this panel lend a
delightful charm to this painting. In a second panel two princesses with children on their laps
are shown playing chaupar. Although the rants are beautifully drawn, the figures of their children
are disproportionate to their own size. A tender panel illustrates a n@yika writing a letter to
her lover while her ddsi (maid) is keeping a watch to see that no one enters the room to know
the secrets of her mistress’s heart. A fourth panel on the side of a door leading to one of the rooms
of the Rangmahal palace is the figure of a very attractive woman drawn and painted in the Rajas-
thani fashion. She is portrayed wearing jewels and a bright red dress with a yellow odhani. There
is besides an illustration of Todi Ragini with a ndyika playing on a stringed instrument with a
deer listening to her.

The quality of drawing in thesc paintings does not maintain a uniformally good standard.
In some of the panels, for example ‘Girls on a swing’ (Plate XX XI), the drawing is of a high stan-
dard of excellence, but in others as in ‘Krsna playing Holi with the gopis,’ it lacks in firmness. It
may be due to the fact that the later panels were executed by artists of lesser calibre.  Rajastham
influence in drawing is quite marked as seen in the general angularity of the line, the shape of the
eyes, the styles of hair, jewellery and the pointed lines of the dresses of the human figures.



Plate XXIV

Rangmahal, Chamba

‘Gopi Vastraharana.’
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A chemical analysis of the colours of the Rangmahal paintings by Dr. Gairola of th
National Museum, New Delhi,™ indicates that the most favourite coloursyherc‘were red ochree
yellow ochre, and blue made both out of vltramarine and mmdigo. Four panels containin, reer;
colour were analysed, out of which three turned out to be malacite and the fourth ‘crisi(;gla or
green earth, black made out of carbon and white out of chalk as wellas clay. Green i,n its various
shades is the most popolar colour—trees, grass lands and undulating hill; are all p-ah;tcd ina

wide variety of shades of green. Orange and yellow are not used for landscaping but primarily
for painting the dresses of female figures. ’

These paintings indicate three or four different styles in the use of colour which is perhaps
attributable to the employment of artists of varying skills and attitudes. The colours used in one
set of the paintings are very dark and sober like bottle green with a touch of orange, for example
in the panel depicting Radha and Krsna in the forest {Plate XXVII). In some, of the pane];
the colour scheme is very simple; the Devi painting, for instance, shows the use of yellow and
maroon alone. A third set of paintings, of Yasoda and Krsna (Plate XXIII) and of two girls on a
swing (Plate XXXI1) for example, l1as: a rich variety of colours arranged in a harmonious scheme.
Finally, we have paintings showing Siva and Parvati in the forest (Plate X XI) and the Vastra-
harana theme for instance, where the colouring was done in such a weak fashion that their tones
have all but already faded (Plate XXVII). On the whole, however, the application of colours
is bright and harmonious but does not have the smoothness or translucence of the Narmadegvara
paintings or the clegance of Shogi.

MANDI DISTRICT

Maiidi which is quite near Kangra must have been an important centre of wall paintings.
According to Vigne who visited the palace of Raja Balbir Singh (crowned A.D. 1830), there were
paintings on the walls of his palace. He writes:

“I derived some amusement from the inspection of new paintings on the walls and of
these one in particular attracted my attention...... In the centre of the celestial city of mixed
Hindu and Saracenic architecture, was a courtyard surrounded by a plain octagonal wall;
its circumference such as the perspective could not have exceeded one hundred vards, Kali
sat in the centre and there was also Kailasa™.”

The paintings of the raj@’s palace have been completely damaged and no traces of them
now exist. The only paintings now left in Maiidi are in the house of Mian Bhag Singh who was
the minister of the last r@ja’s grandfather. Om Chand Handa who has written on Pahadi
paintings, thinks that they were painted between AD. 1839-1846". There is more than one
local tradition about the authorship of these paintings. According to one tradition, these pain-
tings were executed by a Muslim artist called Mohammadi who might have perhaps come from the
court of Raja Sansar Chand. Arother source attributes these paintings to Ghaiya Narotam who
was one of the best painters of Mandi'e,  There is also a belief that Sajnd, one of the important
painters of Sansar Chand’s court, migrated to Mafidi and was presumably .rcsponsib]e f'or these
paintings. The paintings are rather conventional and stff and their drawing is weak. Itis there-
fore unlikely that a sophisticated artist of Sansar Chand’s coutt could have executed them.
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The largest panel in Mian Bhag Singh’s haveli gives a panoramic view of life in Mafidi.
There are illustrations here of the 1@a’s court, with elephants, servants and women-folk all grouped
together. Another panel shows the 7aja’s infantry and cavalry formations. Groups of courtiers
and musicians as well as common people and sadhiis are also found in these paintings.

An interesting panel
illustrates Krsna scated on a
tree (Fig. 61) with the stolen
clothes of the gopis who look
abashed and ashamed with-
out them (Fig. 2). The dra-
wing of the Mafidi wall pain-
tings is rather wooden and
imitative and is not of the
best Pahadistyle. Most of the
colours used in these pain-
tings have faded with only
shades of green, black and
maroon still evident.

Fig. 61 Maridi, Mian Bhag Singh’s Haveli—
‘Kygna sealed on a lree.’

MAHASU DISTRICT

Arki

Here paintings have been done on the walls of the ancestral home of the rgjas of Arki.
The former 7aja, Shri Rajendra Singh, stated in a personal interview'” that the construction of the
palace was first started by Raja Mechar Chand (A.D. 1670-1727) and was built upon again by Raja
Krsan Chand (A.D. 1838-1876) who also commissioned the paintings. Raja Krsan Chand is
believed to have sided with the British during the revolt of A.D. 1857, and had along reign. 1tis,
therefore, likely that the paintings were made after the revolt during which he came in close contact
with the British and can hence be dated to approximately between A.D. 1860-76. This is evident
from a number of scenes representing British civilian and military groups interspersed with other
themes. Further, the paintings show a knowledge of European prints which present scenes of
almost of all the major ports of the world. There is no proof that any of the Arki r@jas or artists
ever went abroad, it is, therefore, likely that these paintings were copied, rather very indifferently,
from European prints acquired from the markets in the plains or from British individuals. To the
hill 7ajas they were interesting curios, without doubt.
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According to Shri Rajendra Singh, the palace was constructed by an architect from
Rajasthan but he was not able to tell anything as to the artist of the paintings. According to one
source'®, an artist by the name of Hastii, was responsible for them. There is no evidence to support
this, because Hastii merely means one who works with his hands. It is quite likely that the artists
were of local origin. Arki lay on the main route from Simla to Kangra and had important
cultural relations with the hill states of the Kangra district. During the early part of the nine-
teenth century, it also had close political contact with them which is proved by the fact that when
Amar Singh Thapa, the Gorkha General, invaded the hills in A.D. 1806, he made the palace of
Arki his capital. The rdja of Arki also gave rcfuge to Sansar Chand’s son who fled from the Sikhs.
It is not, therefore, unlikely that the artists of Arki may have belonged to Kangra.

All the paintings in the Arki palace arc found in the Diwdn Khand, where the r3jé used to
sit with his nobles for transacting the busincss of the state. The artist or artists divided the whole
hall into eighteen different compartments, each containing two to three panels of paintings.
Famous episodes from the Ramayana, the Bhagavate and the Mahabharata and scenes depicting
Siva and Parvati with Ganc$a and the siddhas are found painted here. The artist has paid no consi-
deration to continuity in the narration of themes and has arranged various diverse themes without
any regard to their inter-relation. Thus, religious myths and legends have been placed side by
side with the scenes of cities and ports of the world, Europcan civilians and British army formations
on march.

What is, however, somewhat refreshing are the representations of certain purely secular
scenes illustrating the life of the comunon people. One panel of painting captures the considerable
excitement and gaicty of a group of villagers, of all ages, watching at a rural circus, particularly the
antics of a woman walking on ropes (Fig. 5). On the top of this, a vivid panel shows a group of
Gaddis travelling along with their cattle. There is also a panel illustrating two young wrestlers
engaged in combat.

Two ra@nls going out for hunting, riding horses which are made up of human figures joined
together, and a rd;a similarly riding out to a hunt with his courtiers are subject matters of two other
panels. There.is.a beautiful panel illustrating the season of spring showing flowers blooming in a
forest of colour. A painting of a forest showing various animals co-existing peacefully is an
unusual theme found here and repeated nowhere else in the hills of the Western Himalayas.

The drawing of the Arki wall paintings is not uniformly effective. In a few panels, like
the circus scene, for instance (Fig.5),it is quite adequate and eflective whereas in others the line
tends to be weak and flat. The colours used in these paintings have mostly faded; those that still
exist are in dark shades of bottle green, rust, mustard and blue.

AMBALA DISTRICT

Temple of Mansa Devi at Man1 Majra

The shrine of Mansa Devi at Mani Majra lies about 10 km. from Chandigarh, Mani
Majra formed an independent pringipality during the eighteenth and the nineteenth centuries and
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had feuds with its neighbours, the states of Sirmir and Patiala. There is an inscription in one of
the galleries of this temple which can be translated as follows :

“This Chandi (was) painted by Angad in Samvat 1870 (A.D. 1813) in the bright half of
the month of Chaitra (March).”

Dr. B. N. Goswami" thinks that this Angad must have come from Sirmiir because at this time
Sirmir was in a state of great confusion. Raja Saran Parka$® was forced by the British to
abdicate because of incompetence. At this time Mani Majra was being ruled by Gopal Singh, a
chief of great zeal and ability, who did excellent service for the British in A.D. 1809-1814. This
combination of circumstances must have led Angad to Mani Majra. In Dr. Goswami’s opinion,
these paintings must have been executed by A.D. 1816 at the latest. This hypothesis seems to
be somewhat conjectural. First, there is no evidence to indicate that all the paintings of the Mani
Majra temple were painted by the same artist who was known as Angad. The figures are short
and squat and the drawing is of a quality which is inferior to the general run of Pabadi murals
of this time. Secondly, the architectural designs in these paintings do not have any proportion,
although Pahadi artists as a rule took great interest in drawing architectural details as accurately
as possible. It would thus be quite safe to assume that these paintings were done in the later half
of the nineteenth century.

The drawing of the Mansa Devi temiple is not of a high standard. In fact some of the
drawings are as crude as those of the paintings found in the sam@dhi of Baba Mahesh Das in the
compound of the Pindori Darbar. The colour application is also of a poor quality. The artist
does not appear to have used fast colours, as a result of which the colours of one painting secm to
have seeped into the adjoining paintings. Moreover, in many places the colours have faded.
There is also not much variety in the number of colours used; traces of bottle green, black and
orange alone are found.

A great variety of themes are found illustrated in the Mani Majra temple. The main
temple contains thirty-eight panels; besides there are floral designs painted all over the ceiling and
on the arches leading into the temple. The Devi, to whom the temple is dedicated, has naturally
the pride of place. One of the panels illustrates Brahmasura r@kshasa stealing the bangles of
Parvati and then returning them at the intervention of Siva, The marriage of Siva and Parvati is
also depicted in a series of paintings. There are many panels showing Devi riding on her v@hana,
the tiger, receiving homage from Siva, Visnu and other devatgs (Fig.62) or just scated on
her throne. Although, there is no separate panel given to Siva as he is invariably painted along
with the Devi, there is, however, a very peculiar panel which shows Siva riding a dog. In a few
panels here the children of Siva and Parvati, Ganesa and Kartikeya, are also presented.

Krsna, the most popular hero of the Pahadi artists, could not certainly be forgotten or
ignored. There are illustrations of Krsna as a child sitting with his brother Balarama and
parents, Nanda and Yo$oda, his romantic dalliance with the gopis including the Vestraharana theme,
the! episode of the Govardhanadhdrana, his residence at Dwarka (Fig. 63), and his friendship with
Sudama. The Ramayana themes represented here include Rama’s visit to Janaka’s  court,
Sia’s svayarmvara, the wedding of Rama and Sita, Rama and Lakshmana going to war in a chariot,
Ayodhya looking desolate after the exile of Rama, Rama, Sita and Lakshmana crossing the river to
enter a forest as a prelude to their exile, the abduction of Sita by Ravana and the killing of
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Marichi by Rama. An interesting panel exhibits a deity by the name of Ee (Fig.20) who seems to
follow the iconographic pattern followed in illustrating Durga.

A —

e

Fig. 62 Mani Maya, Temple of Mansi

Fig. 63 Mani Majra, T
Devi—*' Ky sna’s
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PATIALA

EIGHTY-EIGHT

Mot: Mahal Palace

There are paintings in the Si$ Mahal of the old Moti Mahal palace which, according to
Syed Mohammed Hassan, were commissioned by Raja Mohinder Singh about A.D. 18402,
Although, these paintings are found in the plains of the Punjab and quite far from the hills, their
style, colour, drawing and themes are all in the same Pahadi tradition. Dr. B. N. Goswami’s®
researches in the bahis (account books) of the pandas of Haridvar have led him to conclude that a
painter by the name of Deviditta, son of Gursahai, grandson of Raiijha, great grandson of Nainsukh
and great, great grandson of Pandit Seu of Guler, settled in Patiala in the serivce of Raja Mohinder
Singh. It is not unlikely that he was responsible for the 51§ Mahal murals. They are in the
typical Pahadi style and show acquaintance with Pahadi idioms.

The walls of the Si$ Mahal hall in which these paintings are found are covered with rows
of vertical and horizontal panels. The ceiling of the palace is covered with a profusion of floral
designs which secem to submerge the main themes. The drawing of these panels is very good,
technically speaking, but the outlines tend to be more angular and less curvaceous, which has
resulted in a certain amount of rigidity in the stances of the human figures. A rich variety of
colours ranging from red ochre, maroon, orange, blue, green, yellow, purple, pink, black, white,
brown, chocolate and gold as well as innumerable pastel shades of these colours have been used.
Gold is used frequently, not only for the borders of clothes and jewellery but also at times for the
backgrounds. There is also a multiplicity of themes. All these elements combine to produce an
art which is doubtless pictorial but lacking in grace and feeling. These paintings are indeed the
‘baroque’ of Pahadi art.

The main theme found in these paintings is the life of Krsna as a cowherd, his adventures

Fig. 64 Pagiald,
Moti Mahal Palace—
‘Gopal Ky sna going to
graze cows.”
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Fig. 65  Patiala, Moti Mahal Palace—* Ky sna visiting Radha at night.’ Fig. 66  Patiala, Moti Mahal Palace—'Radha waiting for Ky sna.’

with the gopis and his dalliance with Radha, his frolies with the cowherds and his heroic deeds in
Vrndavana. There are scenes of Krsna as an infant being looked after by Yasoda. He is
illustrated stealing butter from his mother’s pitcher, and going out of his home with his cows while
mother Yasoda is tenderly watching him (Fig. 64). There are attractive panels set on a background
of green grasslands and trees in which Krsna is shown playing hide and seek and the ball game
with other cowherds. Krsna as a lover is portrayed playing with the gopisin the forest, stealing
their clothes and in separate scenes with Radha either doing her $rigara or looking at her while she
1s having her bath, or visiting her at night (Fig. 65). The nayaka-nayikabheda theme is illustrated in
many interesting panels showing Radha sitting alone at home waiting for Krsna (Fig. 66), or
going out to meet him at night, or sadly playing on a musical instrument, or lying on a bed, torn
by the pangs of separation.

Besides the Radha-Krsna legend, there are many illustrations of Pauranic themes. The
Mahisamardint theme showing the Devi fighting the Mahisasura happens to be one of the most
powerful compositions. There is also a scene of the Devi seated under a red canopy on a throne
made of gold while the gods are paying homage to her. An interesting illustration depicts Siva,
Kartikeya and Ganesa on their respective mounts. The Narasimha, Matsya and Varaha Avatara
themes are shown with dramatic effect. There is a composition of Hanumana paying homage to
Rama and Sita at their coronation. The famous mythological tale of samudra-manthana or the
churning of the ocean by the devatas and rakshasas for nectar also finds a place. The most dramatic
panel in this hall is, however, of the Yamaloka with the darbar of Yama, the god of death. Heis
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Fig. 67 Patiala, Moti Mahal
Palace—* Yamaloka.

seen seated on his throne surrounded by rsis and good men, while below him ordinary mortals are
being punished for their sins on earth, There are gruesome scenes of women being boiled alive
and men being beaten by rakshasas or bitten by snakes (Fig. 67

Fig. 68  Amritsar, Golden Temple—"Gurii Gobind Singh on horse back.”

AMRITSAR

Golden Temple

The Golden Temple at Amritsar was
founded by Gurii Ram Das sometime in
A.D. 1577 on a plot of land gifted to
him by Akbar. The original temple
was added to and embellished more
than once by the time of Maharaja

Ranjit Singh when the walls of the

temple seem to have been painted.



Plate XXVI

Rangmahal, Chamba

‘Varshavihara.’
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Most of the walls of this great shrine are painted over with geometrical designs at times

interspersed with mirror glasses. The colours used are vivid turquoise blue, orange, brown,
black and white. We¢ have, however, a typical illustration in the Pahadi fashion depicting Guri
Gobind Singh going out on a hunt (Fig. 68).
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TECHNIQUE, FORM AND STYLE

HE CLASSICAL TRADITION of bhitti-chitra or wall-painting, examples of which are

sull to be seen at places like Bagh, Ajanta and Ellora, does not scem to have survived long

after the fifth century in India except in the South. Even there, the form and style of murals
appear to have undergone considerable change. In the North, it seems that the style of
miniature painting became more popular. This can be scen from the manuscript illustrations
of the eleventh, twelfth and subsequent centuries in Bihar, Bengal and Nepal and in the eleventh
to fifteenth century in Gujarat and Rajasthan. At the same time, it appears likely that the wall
painting tradition did not completely dic down as can be scen from the meagre remnants of
Sultinate and Mughal paintings at Mafidu and Fatehpur Sikri respectively. Dating from the
eighteenth century onwards, wall paintings are found in Rajasthan and the Western Himalayas.
Their existence also presupposes the possibility of a continuous mural tradition having existed in
Northern India from classical times. It is but natural that in the murals of the Western Himalayas
and Rajasthan we witness many changes of technique and style from what was prevalent in classical
times.

The technical formulae adopted by the artists of Ajanta and Bagh for preparing the walls
for executing frescos are well-known!. The method ,and technique of preparation of the ground
employed in the Western Himalayas is quite different. Unlike the earlier wall paintings which
were painted on rock surfaces, the paintings of the Western Himalayas were executed on man-made
walls. The technique of preparing the plaster or ground for these wall paintings has been scienti-
fically analysed only in the case of the Rangmahal paintings of Chamba and the Kulii Devi mural
by the chemists of the National Museum, New Delhi.

Dr. Gairola?, Chief Chemist of the National Museum, New Delhi, has analysed many
specimens from the Rangmahal paintings of Chamba. This analysis shows that the wall, made of
stone, rubble and mud, was enclosed in wooden battens.  After that, a layer of mud and straw up
to a thickness of 5 mm. to 31 mm. was applied to the walls. Then lime or Makan/ plaster in layers



M‘*-z’»“'“ﬂ w‘a ‘Q:a.zﬂ T b, “%Q

Plate XXVII

Rangmahal, Chamba

‘Radha and Krsna in the forest.’
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of 6 mm. to 44 mm. was applied to the surface. Samples of lime plaster taken from these paintings
indicate that it was usually preceded by the application of a coat of mud on the walls after which a
mixture of lime and mortar was applied. When this process was completed, occasionally a lime
wash was given. Otherwise, a thick layer of lime was added straight on the wall without any
intermediary coats being applied.

The Devi mural of Kula has also been analysed by Shri O. P. Aggarwal® of the National
Museum. He has found that only lime plaster of two types was applied—one rough in texture
containing mortar and the other fine. The plaster varied in thickness but it was normally
40 mm. to 50 mm. thick.

Many other schelars have tried to investigate the methods of preparing the grounds of these
wall paintings. For instance, Shri K. C. Arya has analysed the surface of the Narpur wall pain-
tings' and Jagdish Mittal has studied the Kuli Devi mural and the walls of Damtal®. These
analyses are, however, based on conjecture and not on any scientific data. It would be safe to
presume that the walls of the other centres of mural paintings in the Western Himalayas were
prepared in the same manner as those of the Rangmahal murals of Chamba and the Kula Devi
mural, on the lines suggested by the scientific analysis carried out in the case of the former.

After the wall was prepared, the drawings were exccuted straight on to the surface with
brushes which were almost invariably made of squirre] hair. They varied in thickness from fine
brushes to slightly thicker ones. There does not
appear to be any evidence to support Dr. Mulk Raj
Anand’s contention® that the sketched outline of the
khaka or drawing was made by sprinkling charcoal
dust on a stencil. While microscopic dots on the
outlines of the drawings of some of the miniatures
indicate the use of stencil, there is no evidence for
their use in the wall paintings. It seems more likely
that the artists first drew a model sketch on a small
piece of paper and then enlarged it on the wall.
A set of nine such model paintings varying in size
from 11 cm. to 15 em. have been found” (Fig. 69).
They are executed on paper and the drawing is
rough as is generally the case in making preliminary
sketches.  They were also meant to indicate the
composition and the colour scheme which had to
be employed on the walls.  Their borders are out-
lined in black, orange or maroon instead of the
floral embellishments found around Kangra mini-
atures. The designs of these models have been
copied in toto in a few of the wall paintings. In
three of these models, Lakshmi and Visnu are
illustrated scated on a lotus seat. In one of them

Fig. 69 Models for wall paintings.
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Siva and Parvati are on their mounts—the bull and ugcrman(.l in another wth(‘y are scated under
a tree (Fig. 70). Exact replicas of these two models are found in the Chamba Rangmahal murals,
Sarasvati seated alone on a lotus seat playing on ber 2ina is found at Pindori. Finally, a Shogi

Fig. 70 Madels for wall paintings.

painting of Radha and Krsna in which they are shown standing leaning against a cow has many
resemblances to a similar model found in this collection.

It appears that in some of the wall paintings the actual drawing was done with brushes where-
asin others with charcoal. Traces of charcoal lines are found in the Narmadesvara and Gaurian-
kara templesin Sujanpur Tira, in Nadaun and in Shogi. In Chamba, however, there are no traces
of charcoal and it seems the drawings were made either with the colours to be used inside the
paintings or in a red outline.

The drawing in the wall paintings of the Western Himalayas is basically linear, The
artists were conversant with the use of straight, curved and rounded lines. The use of straight lines
is remarkably effective in the Kulli Devi mural (Fig.57). Curved lines are, however, more popular.
In the Naimadeévara temple painting of Yasoda holding the newly born Krsna in her arms
while her dasts are fluttering around her with various medicines (Fig. 4) a very effective use ismade of
such lines. The arched back of a dasi holding a piece of cloth over Yasoda’s head in this painting
demonstrates a masterly use of the curved flowing line. The drawings of the Rajasthan wall
paintings found at Bairat, Bhaupura, Jaipur, Alwar, Mewar, Bikaner and Bundi have a pronoun-
ced angularity of line. This is best illustrated by the sharp jaw line, eyes and skirts of the beautiful
nayikas found in Galta in Jaipur. In the Pahadi wall paintings, angular lines are rarely uscd.
The attempt is always to employ rounded lines. A beautiful illustration of the use of rounded
lines is found in the Shogi illustration of Radha and Krsna reclining against a cow (Fig. 39).
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Plate XXVIII

Rangmahal, Chamba

‘Rama with Sita after his rajabhisheka.’
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In Damtal, Pindori and Chamba in some of the panels (Figs. 17 and 32 and Plate XXTII) lines are
sometimes angular but they do not approach the angularity of Rajasthani drawings.

Modelling and shading are significant elements of drawing. The modelled plastic line
was very popular in the classical tradition. The use of this line was, however, completely given
up in the Jain painting of Western India which was characterised by sharp lines and angles.
The Mughals seem to have integrated the sharp Persian line with the plastic modelled line of the
Indian classical tradition. The modelled line is not as pronounced in the wall paintings of the
Western Himalayas as in Mughal paintings. It is only used in the Kult Devi mural (Fig. 57) and
in Dharamsal (Fig. 71). Everywhere else flat, sharp lines are used. The effect of complete flamess
seen in Jain painting and in most of the Rajasthani schools, is avoided in the Western Himalayas by
the frequent use of rounded lines and, what is even more important, by the effective use of shading
as in later Akbari and Jahangiri miniatures. Shading is employed to give a slightly modelled

h

effect in Kulit (Fig. 57), in Narmadesvara (Fig. 4) and in Shogi (Fig. 39).

The quality of the drawing varies from centre to centre and it can be generally said that
there is more power and strength in the drawings of the earlier wall paintings than in the later
ones where the lines tend to become more unsure and flat.

After finishing the drawing, the artists
set about colouring their paintings. Almost
all the colours used were minerals except for
blue which was either ultramarine or indigo.
Red was made from an indigenous clay known
as humachi or limestone; black was either car-
bon or prepared from coconut shell; green
was prepared from a stone called sang-i-sabz;
yellow from yellow ochre. As a first stage in
the colouring of paintings the master artist in-
dicated on various portions of the drawings
the colours which were to be painted on them.

Fig. 71 Dharamsal Mahanitai—*A fakir (religious mendicant).’

This practice can be seen from some of
the unfinished paintings at Damtal on which
colours are written. At times the colours were
applied in layer after layer to get the required
shades. By taking photomicrographs which
reveal different layers of pigments, Dr. Gairola
has discovered three Jayers of paintings, depic-
ting the same theme, in one of the panels of
Chamba Rangmahal paintings.

Resin, glue and gum appear to have
been used as adhesives for pigments in pain-
tings of the Western Himalayas. These media
do not, however, occur in their absolute purity
and components of one are found mixed with
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another. This may not have been done intentionally but is due to age, vandalism or dcliberate
efforts to improve the paintings. It is, therefore, very difficult to establish in isolation the parti-
cular adhesive for pigments which was used in any given centre of wall paintings.

Brush strokes are not scen in any of our paintings. 1In all probability, the ingenuity of the
brush has ceased to be evident, first because liquid colours were used and secondly because so
many colours were applied on top of each other. The finisbed colour application Jooks smooth,
even and compact.

The quality of the colours and the style of colouring itself difler from one centre to
another. On the whole, it can be said that the artists of Pahadi wall paintings laid stress on
the use of all shades of red, mineral grcen, brown, orange and blue. The touch in applving
colours is very light in the carlier wall paintings but it becomes rather gaudy and heavy in the
later centres like Patiala, Mani Majra and Amritsar.

After the drawings were coloured, varnish was applied to the paintings in a few centres.
This was made out of shellac which was dissolved in spirit and thinned according to the requirements
of the aroist. Shellac varnish has been applied to the paintings in Rangmahal, Chamba, and in
Moti Mahal, Patiala. Itis quite clear that the paintings of Sujanpur Tira, Shogi, Nirpur, Pindori
and the ground floor of the Damtal matha were polished either by rubbing cowries or shells on
them, or by a different polish which has not vet been technically analysed but which gives a
brilliant and blooming finish to them. This is a departure from the wall painting tradition of the
sixteenth and seventeenth centuries which have no traces of varnish.

In composition, the artists of the wall paintings followed the older tradi:ion of Ajanta and
Bagh. Like their predecessors of Ajanta and Bagh, many of the Pahadi painters knew the im-
portance of maintaining the continuity of narrative in compositions. In Narpur, Krsna’s entry
into Kamsa's palace and his final victory over him are all described in a narrative form in the same
panel (Fig. 1). The Devi mural at Kuli is one continuous narrative panel describing pilgrims
travelling to Tripurasundari’s palace and then paying homage to her. In the first floor painting
of Damtal, Sarpanakha’s visit to Rama and Lakshmana in the forest and the cutting of her
nose by Lakshmana are all illustrated in consecutive panels. Krsna’s wedding with Rukmim,
with its different ceremonies all painted in adjacent panels in Raghunathji’s temple at Pindor is
again handled in the narrative form (Plates XV, XVI and XVII). In Devi’s temple at Mani
Majra, scenes illustrating Siva’s marriage are repeated in continuous panels. The majority of the
panels in Western Himalayas, however, follow the miniatures in the principle of composition, in-
asmuch as they contain independent compositions.

Another important point concerning the comporition of the wall paintings of the Western
Himalayas is the fact that great cmphasis is placed on the accurate depiction of figures in them.
Each figure is separate from the other and no figure crosses over the other or overlaps it.  This
is also a characteristic of Rajasthani painting.

Grouping of figures is important in the construction of compositions of paintings in the
Western Himalayas. The most significant or the central character of the theme which is being
ustrated is always displayed in the centre of the composition, whereas the other figures merely
converge towards it. A Narmade§vara (Plate IV) painting of Siva seated on Mount Kailasa with
Devi, surrounded by his disciples and witnessing the performance of a dancer illustrates this
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point. In the Govardhanadh@rana illustrations, Krsna is invariably scen in the centre of the com-
vosition, (Fig. 17). Itis also interesting to note that, as in miniature paintings, the chief character
f the story is not only drawn in the centre but is also painted laiger in size than the others. Ina
painting of Nanda rescuing Krsna who is sucking his thumb at Narmadeévara (Plate VIII), Nanda
is drawn much bigger than all other human figures. Another important aspect in the grouping
of figures is that their social status can be casily determined by their distance from the central
figure. This can be witnessed in the stiff court protocol of seating arrangements made in the
court of Karnsa at Nirpur (Plate IT) where the nobles are shown seated next to the r@jz and
the musicians come at the very end of the panel. This practice was in consonance with the earlier
traditions as well as contemporary Rajasthani painting and the ancient litcrature on this subject.

Details of architecture, landscape and animals in the various compositions are never
allowed to take the pride of place, although architccture is often used as an instrument to lend
perspective and background to the composition. Krsna’s palace in Pindori (Plate XVI) and Nanda’s
home in Narmadesvara (Plate VIII) illustrate this use of architecture. It was also employed to give
a historical perspective in a few of the paintings, for example, in Narpur (Plate I) the style of the
architecture of the fort painted in this panel gives an air of antiquity to the entire composition.
Trecs are always shown in the distance and never detract attention from the main characters of the
drama (Plate XXIX). Animals are depicted not as characters in themselves but as subsidiary
figures meant to underline the emotional content of the compositions. Cows are invariably intro-
duced in Pahadi wall paintings to evoke tenderness as seen in the various Govardhanadharana scenes
at the different centres, deer found in Rangmahal and Shogi paintings impart pathos to the loneli-
ness of ladies. Horses are generally meant to create an atmosphere of excitement as seen in the
Narmades$vara hunting scene (Plate XI).

The optical balance is the primary balance used by the artists of these wall paintings.
This is clearly seen ir a Narmade$vara scene showing Nanda rescuing Krsna while he is sucking
his big toc which has got stuck in his mouth. In this composition, the central figure is that of
Nanda—on his right hand there are seven human figures whereas to his left there are only five.
The fact that Nandais made to look towards the left and also slightly tilt towards it gives an optical
illusion of the composition being divided in two equal halves (Plate XT).

Mural painting involves an awareness of space and it must be said to the credit of the
artists of our wall paintings that they were aware of the importance of creating an illusion of
space. It is true that the size of most of these wall paintings is a little larger than miniatures
and there are architectural limitations of space but still an idea of space has been well created.
In the Damtal Mababharata illustration of Krsna setting out for war (Fig. 10) this depiction of
space is seen at its best. Similar is the case of the Devi mural itself, where, although the
mural covers only a small physical area, vet by the device of having vertical and horizontal
pancls, an illusion of a huge concourse of people spread out aver a vast space all moving towards
the Devi has been very successfully created.

For an understanding of the technique of wall painting it is very essential to appreciate
its relation to avchitecture and to assess their mutual interaction and influence on each other.
In fact, it is a truism to say that the art of wall painting rises and falls with the state of architecture.
Tvery great style in architecture has had a corresponding style in wall painting. There was no
significant development in architecture during the nineteenth century in the Western Himalayas.
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Except for the temple of Shogi which has a wooden roof and slight Tibetan overtones (Fig. 37),
the 1est of the buildings are cither in the Mughal style as at Narpur, Damtél or Pindori or in
Rajasthani architectural moulds asat Narmade$vara (Fig.23), Gaurisankara, Nadaun, Mani Majra
and Dharamsal or even in a hybrid of these two styles as at Mandi, Dada Siba, Chamba, Dera
Baba Nanak and Moti Mahal, Patiala. The architecturce of the times was on the whole imitative;
hence it was devoid of any capacity to inspire new departurces in the field of other artistic activites.

Not only was there no interaction between the style of painting and architecture but there
does not appear to have been any coordination either between the architect and the painter.  In
fact, most of the paintings scem to have been done much later. It is perhaps due to this that the
architect went ahcad with building innumerable cornices and niches, even on the walls of small
rooms, little realising the effect it would have on breaking the continuity of the paintings.

This lack of coordination between the architect and the painter had significant influence
on the composition, balance, rthythm and style of these wall paintings. As far as composition
is concerned, the artist knew the art of composing in the true wall painting style in big pancls
portraying continuous narratives as seen in Nirpur (Fig. 1).  Gradually the limitations imposed
by the small spaces left by the architect necessitated compositions in small panels. In fact they
got so accustomed to this limitation that, when Jater on comparatively larger spaces were available
as in Damtal and Moti Mahal palace, they still painted small panels.

The architectural limitation had another cffect on these wall paintings in the sense that
the artists became so accustomed to painting in spaces left within niches and cornices that, even
when the architect did not construct niches, the painter painted likenesses of niches within the
pancl and painted the main scene in them as can be seen in many paintings of Narmadcesvara,
(Fig. 4 and Plate VIII). Such architectural influences are also in cvidence in Rajasthani wall
paintings where again the artist was forced to compose in small panels.

An important result of this unimaginative architecture, as far as wall paintings were con-
cerned, was that the artists, in an eflort to create unity, made cxtensive use of geometrical lines
so that the eye could travel casily from one part of the composition to the other. The artist of the
wall paintings was left by the architect with the horizontal line by the intersection of the wall and
the ceiling and the vertical line created by the corners of the room and other interruptions on the
walls.  These lines existed in all the buildings from time immemorial because from the point of
view of Indian mental gecometry the line of rest (horizontal line) is contrasted with the line of
aspiration (vertical line). This principle of emphasis on horizontal and vertical lines was prac-
tised in medieval sculpture and in our dance and music.*  In smaller rooms the horizontal line is
emphasised in order to create intimacy in the room.  In Damtal, Pindori, Narmadesvara and the
Sualgya of Nadaun, horizontal sub-divisions arc preferred. Vertical pancls exist, but only
to avoid monotony or where the spacc left by the architect requires the paintingofa vertical panel.
In places like Dada Siba, Moti Mahal palace, Patiala, Chamba and in the carliest temples of
Shogi and Narpur as well as at Gaurisankara, vertical sub-divisions were chosen because the
architect had left comparatively larger free spaces on walls,  But here also, horizontal pancls
exist in order to introduce variety. It has been noticed that generally the horizontal pancls
were painted on the space nearer the ceiling and vertical panels lower down on the walls, Honi-
zontal and vertical panels are combined in cqual importance and with cqually striking cllict
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in the Devi mural of Kulii. However, on the whole it cannot be denied that too much emphasis
on horizontals and verticals tends to make the arrangement of paintings somewhat mechanical.

The wall paintings of the Western Himalayas lack the natural rhythm of Ajanta which is
not confined to any group of scenes or sequence of scenes. Architectural details in the temples
and palaces break this sense of rhythm and continuity. The practice of painting floral designs
on the ceilings and around the main panels and introducing separate floral panels was followed in
order to give rhythm and coherence to the paintings. In the carlier paintings, the emphasis is
on rhythmic and continuous narration whereas in the later paintings more importance is given to
creating a decorative effect. At Shogt and Nirpur, elaborate floral designs were, on the whole,
not used and there was greater harmony and unity in the scheme of painting. In places like
Pindori, Narmade$vara and Nadaun the delicacy and elegance of the colours used prevented the
floral designs from looking crude and jarring or detracting from the basic harmony of the paintings.
In the later paintings as found in the Rangmahal palace, Chamba, Dada Siba, the first floor of
Damtal, Dera Baba Nanak and especially in Moti Mahal palace, Patiala (Fig. 72), the floral designs
are jarring and purely decorative.

Fig. 72 Patiald, Moti
Mahal Palace—
‘Floral designs.
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At this stage, the question naturally arises as to whether thcs.e paintings were part (.;f a
harmonious creation of art or were primarily intended to be decorative. In the wall paintings
of the Western Himalayas, as in the Italian murals of the Renai‘ssz.mcc, the attitudg*s an..d acsther_ic
concepts of the patrons of thesc paintings arc onc of tl}c dcterm.mmg factors C(?fltnbutmg to their
nature and quality. Unlike the princes of the Italian Renaissance, the rdjas of the Western
Himalayas did not have a very evolved aesthetic philosophy. T ].1c royal patrons of Pahadi
painting did not look on it as a significant constituent in the makmg‘ of.' a beal.!tlﬁ.ll templc or
palace. They saw it as an art which decorated their walls. These paintings which should have
blended with the architecture were treated primarily as objects of ornamentation. This could
best be illustrated by a local tradition prevalent in Nirpur 2scording to which Golii, the carpenter
and architect of the Thakurdvdra at Narpur, was ordered to cover up the bare walls of this temple
because it was noticed that they were leaking and looking ugly. This story also shows the
sccondary part that wall painting played in the total execution of a work of art.

The ritualistic religious beliefs of the roval patrons and the artists also tended to reduce
wall paintings to the level of mere decorative works.  As a result of such beliefs and due to an urge
to reform and propagate them, they tended to choose the most popular legends from the Ramayana,
the Mahabharata and the Bhdgavata Purana which were evocative of immediate response from
the common people. The celebrated legends like the love of Radha and Krsna, Rama
and Sita and Siva and Parvati naturally lent themselves to very decorative presentation. In
the actval technique of painting also, the patrons and the artists chose to depict the popular themes
in small panels so that an ordinary visitor could appreciate them without taxing his imagination
too much. As a further concession to plebian taste, they embellished the panels with a variety
of floral designs. These floral designs helped, moic than anything else, to give adecorative character
to these paintings. In the choice of floral motifs, the Pahadi paintings were not alone as a similar
tradition prevailed in Rajasthani wall paintings. There is great similarity in design also. The
paintings in the Divanji-ki-Haveli in Alwar have floral designs very similar to those found in the
Narmadesvara temple at Sujanpur Tira.

Another important contributing reason for the decorative character of these wall paintings
was the lack of good sculptures which could be employed for decorative purposes.  Unlike medicval
architecture which is invariably decorated with sculptural friczes, the temples and palaces of the
Western Himalayas in which our paintings are found are almost devoid of any sculptural eflect
cxcept for the main statuenceded as an object of worship. It is also significant to note that hardly
any furniture was used inside the buildings. Thus painting came to be used as the only important
method of decoration of buildings.

In short, the aesthetic concepts of the patrons, the ritualistic belics of the artists and the
princes and the lack of effective sculpture all contributed to make Pahadi wall paintings very
decorative in character.

An important issue which has to be raised for a corrcct appraisal of the wall paintings
of the Western Himalayas is to assess the quantum of originality and imagination versus convention
in the composition of this art. The analysis given so far in this chapter throws more indications
of the conventional nature of this art than any breadth and vision of imagination. A discussion
of the sources of its inspiration would also tend to lead us to the same conclusion.
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One of the main springs of Pahadi painting was the current literary tradition of Riti Kala.

This tradition had as its principal emotive mood Srngara Rasa or the feeling of love and eroticism.

Love, however, was not expressed in a straight-forward manner as an end in itself. It adopted
symbols for its expression. Symbolically speaking, it made use of the concept of prema, the love
of the divine to the exclusion of everything else, which was preached by the Bhagavata Purana,
the ascendent Purana, from the fifteenth century onwards. Who could be better examples of
prema than Radha and Krsna, the divine lovers? Poets naturally adopted them. This is best
illustrated by the doha :

s F gsfa R & @1 wfaad
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This dohd states that in the past poets wrote spontancously without hiding behind the
symbols of Radha and Krsna. Gradually, the language of literary expression itself became
conventionalised. The devotees of Rama wrote in A4wvadhi deriving its name from Avadh, the
birth place of Rama. The followers of Krsna gave vent to their feelings in Braj Bhasi—
a name derived from Vrndavana where Krsna had his romantic exploits with Radha and the
gopis. 1n Rajasthan these languages were known as Dingal and Pingal respectively. The Rajpit
migrations to the hills from the ninth century onwards brought to this area influences of Rajas-
thani language as well®. It is also possible that further social, religious and cultural contacts
between royal families belonging to the same social milieu in the hills and Rajasthan strengthened
these contacts. For instance, Moorcroft states that Sansar Chand of Nadaun heard Braj Bhasa
songs in the morning'. Although not spoken by the common people, this dialect came to be
understood by them. This can be scen from the fact that the tradition of hearing Braj Bhasa
kath@s under the village banyan tree survives to this day.

The royal patrons of Pahadi paintings were circumscribed by the prevalent literary tradition
to a great extent, in the choice of the subject matter for illustrations on the walls of their temples
and palaces. They felt that there could be no better themes than those contained in the Bhagavata
Purana—the Sarva Prathama Purana of poets. Riti Kala poetry roused their passions and desires
but as straight-forward indulgence was not in form, they wanted to see love depicted symbolically.
Hence they impressed on the artists the desirability of painting Vaisnava legends, particularly
relating to the love of Radha and Krsna and Rama and Sita. The artists were thus themati-
cally circumscribed by their patrons. This conventional choice of themes made for a limitation
on originality in artistic representation.

The social conditions of the times were also responsible for the production of a conventional
art. Chivalry and romance, war and hunting were the main preoccupations of Rajpiit society.
The rajas and their courtiers were fond of wine, women and music. Life was on the whole inhibited
and confined in the Western Himalayas. Conditioned by cramped patterns of behaviour, such a
religious, rigid, conventional and traditional society could nct be expected 1o produce a robust
and highly imaginative art; hence conventional and mechanical presentation of limited themes
i painting was the result.

The fact that the art of miniatures preceded the wall paintings further contributed towards
their conventional character, The size of the mural paintings and even their compositions
owed a great deal to the miniatures. It was, therefore, natural that when miniature size composi-



ONE HUNDRED TWO

tions were adopted for the walls, the drawing was to a certain extent
less defined., limited. static and conventionalised. Inventiveness decli-
ned and rigid adherence to the old styles and forms of miniatures
became customary.

The extent to which the style of painting itself became unrea-
listic is further seen by the fact that it adopted motifs and styles of
representation of themes which largely ignored the beautiful topogra-
phy of the Himalayas. For example, this region is full of rugged,
sun-burnt peaks and mountains and hills. Their character is rough
and dangerous, sometimes with a stark majesty and at others it is soo-
thing, gentle and light. This character of the mountains has nowhere
been brought out by the painters of the wall paintings. The illus-
trations of mountains found in this region are quite conventional.
The artist, while showing the abode of Siva in Mount Kailasa at
Narmadesvara (Plate I'V) which is one of the highest peaks of the
Himalayas, depicts this great mountain only by a series of rectangular
rocks. This painting dismally fails to convey the grandeur either of
Mount Kailasa or even the majesty of the great yogi. Itis only in the
Gaurisankara temple of Sujanpur Tira that the Dhaola Dbar peaks,
as well as the low hills surrounding the valley, are painted with some
degree of realism. Even here, the representation is more lyrical and
depicts the gentler side of the hills rather than their dangerous and
rugged character (Plate XIII). The representation of rivers too is
extremely conventional. In the Devi mural of Kuld (Plate XXII
and Fig. 73) there is a river in dark grey containing fish, crocodiles and
small islands. But it appears to be static and immobile, a mere demar-
cation to show that a river is supposed to exist on the spot, whereas
actually in Kuld the river Beas is so beautiful that its grandeur has to
be seen to be believed. In the Bhagavata Purana it is mentioned that
when Vasudeva carried the newly-born Krsna across the Yamuna to
leave him in Vrndavanain Nanda’s home, the river issupposed to have
receded when his footsteps touched it to make way for the journey of
Krsna. In a Pindoriscene depicting this theme, the river Yamuna is
shown as totally Jacking in turbulance of any kind (Fig. 13).

Pahadi painting is the subject of a controversy with different
proponents claiming that it can be divided into distinct Kalams o
styles and definite schools whereas according to others the whole
complex of Kangra painting was inspired by a single family and its
ramifications. Dr. B. N. Goswami, Professor of Fine Arts in the
Panjab University, has put forward an idea that there is a possibility
of the entire painting of the hills of the last quarter of the
eighteenth century and the first half of the nineteenth century having
been influenced by the creative efforts of a single family?, He gives
this unique distinction to the family of Pandit Seu, an. artist belonging

Fig. 73 Kulii, Sultanpur Palace—'4 river.
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to the tarkhan or carpenter caste and a resident of Guler. He had two sons, Manakii and Nainsukh.
The former with his sons Fattti and Khushala continued to work in Guler. Nainsukh, the vounger
son, seems to have been more enterprising and lound employment in Basholi. Nainsukh in turn
had four sons—Kama, Gaudha, Nikka and Ranjha. The older two sons worked, in all pro-
bability, in Guler. Nikka migrated to Rajaul in tehsil Rihla in Chamba and his family continued
to live there except for his grandsons, Saudagar and Jauhar, who may perhaps have migrated to
Tehri-Garhwal. The youngest son of Nainsukh, Ranjha, scems to have continued to live in
Basholi after his father’s death but his grandson Deviditta seems to have migrated to Lahore and
then to Patiala. According to Goswami, it was the same family which was responsible for much
of the work at Guler, Basholi, Chamba and later on in Lahore and Patiala. Dr. Goswami also credits
this family with having originated the famous Bhagavata Face of Kangra painting and of having
their work being treated as a model by other artists in various places.

Dr. Goswami's thesis has some degree of plausibility.  But even he does not go so far as
to suggest that one family could be responsible for the cntire gamut of paintings executed in the
Pahadi region during the late eighteenth and ninctcenth centuries. No member of the family
migrated to the Simla hills, to Kuld nor to Maridi which were centres of a rich and varied artistic
activity during this period. Dr. Goswami’s view that the style evolved by the family of Paindit
Seu and his descendants seems to have acted as a model for the paintings of this period does not
appear to be correct as far as the wall paintings of this region are concerned.

Stylistically speaking, the wall paintings discussed in this book fall in the same genre in-
asmuch as they have many basic similarities. The artists responsible for them, as pointed out in
Chapter 2, belonged to different castes.  Hence the possibility of their coming from the same
family does not exist. It is also to be noted that most of the paintings found in different regions
of the Western Himalayas are quite distinct from each other in many respects, mostly depending
on their geographical location, although some of them can be grouped together stylistically
because of their physical contiguity.  Shogi has by far the best drawing and it has a style of colour-
ing which is quite distinct from any other style of painting in this area. Similarly, even when
there was just a single patron or a family of patrons as in the case of Raja Sansar Chand of Kangra
for the temples of Gaurisankara and Narmadesvara in Sujanpur Tira and Sivalaya in Nadaun,
the colouring of their paintings as well as drawing are quite different from cach other. Not only
this, even m Narmadesvara itself there are two different styles of drawing and three styles of
painting. This point can be further elaborated by giving the example of similarities in drawing
and painting that exist between the styles of Narpur, Damtal and Pindori. Broadly speaking,
they fall in the same stylistic pattern and geographically also are quite near to each other. But
even in this case the drawing and colouring of the Nirpur wall paintings is quite superior to the
work done in the other two centres. It seems that the line lost some of its purity and fineness when
it cane down from the heights of Nirpur to the plains of Damral and Pindori. The eyes of the
human figures and moustaches of men. are similar in these centres but Narpur drawings have more
power.  In colouring also, Naipur scores in variety and quality over the other centres.

Sometimes the principle of similarity due to continuity did not operate at all as in the case
of Kiilu and Mandh paintings where there is hardly anything in common between the sophisticated
and vital lines of Kuld and the wooden drawings of Mafidi. The conclusion that this principle
is not wniversal is also illustrated by the fact that though Chamba is quite far from Pindort and
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Patiala there are some similarities of style between the Rangmahal paintings o'f Chamba and those
found in Baba Mahesh Das ki Semadhi in Pindori and Moti Mahal palace, Patiala.

The above analysis of the technique, form and style of the wall paintings o.f t‘he W’este.m
Himalayas indicates that it was essentially an art form greatly in‘ﬂuenccd' b).' the miniature pain-
tings of this region. It was, on the whole, conventional, decorative anq limited. Itis, o.f course,
true that there is an element of grace and lyricism in thesc paintings likc the Pahadi miniatures
which is quite unique. It is like the people who produced it—deh:ca'tc, gentle, beautiful and
graceful but lacking in the vitality and robustness of the carlier wall paintings.
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Plate XXXII

Moti Mahal Palace, Patiala

‘Krsna killing Kamsa.’



WALL PAINTINGS AND MINIATURES
—A COMPARATIVE STUDY

HE INTENSE URGE for artistic expression in the Western Himalavas from the seventeenth

century onwards produced miniatures as well as wall paintings.  Available evidence

points to the fact that while the miniatures were produced here from the second half of
the seventeenth century onwards, known wall paintings cannot be dated earlier than the last
quarter of the eighteenth century. However, it is quite possible that, as in some other parts of
India, a painting tradition may have existed in the Western Himalayas earlier than the datable
remains. The fact that the artists were well acquainted with the technique of preparing plaster
for wall paintings scems to lend support to this view. Unfortunately, not a single painting before
this period. exists for purposes of our study.  Itis difficult to say, at this stage, whether the miniature
or the mural style of painting was older in the Himalayas. What can, however, be surmised is that
both these styles deeply influenced each other.

The impact of the classical wall painting tradition has already been discussed in Chapter 5.
The differences between the older tradition and the Pahadi wall paintings mainly exist duc to the
profound impact of the existing miniature tradition on the latter style. It was further through a
mastery of the Pahadi miniature that the artists of our wall paintings absorbed elements from the
carlicr miniature tradition of the Pala, Orissa, Jain, Mughal, Rajasthani and Nepali styles.

The different schools of Indian miniatures did not spring like mushrooms after isolated
monsoon showers. They were the products of hothouse cultivation practised by subsequent
generations almost continuously.  Their separate geographical locations are to be explained by the
shifting balance of political power changing the sources of patronage. The eleventh century Pala
miniatures of Bengal were the earliest to arrive.  Their most important contribution to the
tradition of miniature painting was the symbolic use of colour.  For instance, the use of red by the
Pala artists for painting backgrounds has, according to some art critics, come to be associated, in
the subsequent tradition ol lndian painting, with being a symbol of sensual longing for passion!,
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In Pala painting, however, colour symbolism was taken from fantric ritual whercas in Pahadi and
Rajasthani paintings the use of bright backgrounds is purely for pictorial effect. The Pahadi
artists were not influenced by religious symbolism in the choice of colours. The effective use of a
deft and sinuous line, modelling the forms by delicate and expressive variations of pressure and to a
lesser extent by depth and lightness of tone*—the other hallmarks of Pala painting, also left their
impression. It is also possible that the natural colour used for painting skins of human figures in
our wall paintings and miniatures harks back to Pala times.

There is practically no evidence to indicate that Orissa paintings had any effect on Pahadi
artists. The Western Indian Jain minjatures have, however, left an indelible mark on subsequent
Indian painting. Jain religious themes and motives did not inspire copying but their influence was
on style. The Jain use of strong pure colours, the stylish figures of ladies, the heavy gold outlines,
the reduction of dress to angular segments, the enlarged eyes and the vast square shaped hands
find their echoes both in Rajasthani and Pahadi paintings®>. They also cast their spell over Mughal
and Deccani painting.

The sixteenth century was creatively speaking fruitful for Indian painting. The art of
miniature painting came into great prominence both under the Mughals and the Muslim kings of
the Deccan and Milwa and under the Hindu #@jas of Rajasthan. All these schools came under the
magic spell of the classical tradition of wall painting as well as the Jain miniature tradition and
the Persian style of painting. The Mughals were instrumental in introducing elements of Persian
tradition in contemporary Hindu painting as well as the subsequent style of Indian painting. The
credit for introducing Western elements in drawing and painting in the Indian stvle also gocs to
the Muslim kingdoms. Culturally, religiously and content-wise, Pahadi painting which followed
the Rajasthani and Mughal schools absorbed a great deal from Rajasthani painting. Technically
and stylistically, it also owes a great debt both to the Mughal and Rajasthani schools,

As already emphasised in the Arst chapter, the Hindu rdjas of the Western Himalayas had
close political contacts with the Mughal courts. Mughal painting could have influenced Pahadi
painting either by its actual example, the Pahadi rdjas seeing and acquiring these paintings and
showing them to the hill artists, or by the imniigration of artists from the Mughal courts to the
cmployment of the hill 7dj@s. The theory of immigration is based on the historical fact that the
hills have always acted as a refuge for the political and religious victims of the plains. Karl
Khandelwala!, Douglas Barrett and Basil Gray® all believe that artists trained in the Jater Mughal
style of painting migrated to the hills to seck refuge and patronage in the wake of political distur-
bances, more specifically after the sack of Delhi by Nadir Shah in A.D. 1739. According to the
local tradition® prevalent in Sujanpur Tira, the artists who painted the walls of the Narmadesvara
temple came there from Delhi. While it may be possible that later Mughal artists might have
migrated to the hills, they cannot be considered as the immediate cause of Pahadi painting.
Pahadi miniature painting can quite reliably be dated as beginning from the second half of the
seventeenth century, which is before the break up of the Mughal ateliers.  Definite evidence ol the
migration of Mughal artists to the hillsis not available as yet.  As even the earliest Pahadi paintings
came under the impact of Mughal painting, it seems more likcly that this influence was exerted by
the artistic tastes of the local 7ajas being moulded by secing Mughal miniatures, It is also possible
that these 7ajas brought Mughal miniatures with them on their return from visits to the Mughal
courts.  We have already noticed in Chapter 5 the decp influence of the royal patrons on Pabadi
painting. The possibility of changes in taste influencing changes of techniques is further supported
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by the fact that there was no sudden and abrupt change in techniques. Mughal influence was only
gradually felt in the hills. At first it was confined only to nominal changes in the style of dressing
as seen in Basholi painting but later on it led to more fundamental changes as seen in the Kangra
style of painting.

In the Indian miniature tradition, before the arrival of the Mughals, most of the miniatures
were painted as parts of book illustrations. Persian painting was also a pictorial art of decoration
based on poetry and folk tales of Firdausi, Sheikh-Saadi and other poets. Under Akbar, however,
this was no longer the preoccupation of the artists; miniature painting for its own sake as well
as for the glory of their patrons became the painters’ main forte. The Pahadi miniaturists,
although primarily concerned with painting themes from the Bhigavata Purdne and the Ramayana
learnt from the Mughals not to concentrate on pictures for books to the exclusion of independent
miniatures, In fact the majority of Pahadi paintings consist of independent miniatures.

In drawing, the Mughal impact was on characterisation of figures and portraiture. The
faces of many of the characters in Ajanta and Bagh are remarkably expressive but there does not
seem tc be a conscious effort at portraiture. In subsequent Indian tradition, including Jain
painting, there is practically no attempt at character delineation. In Persian miniatures it is
difficult even to judge the sex of human figures. They seem to have the same appearance; slender
and clegant, they appear to be divested of their bodies. The men have at times beards whereas
women painted in an elongated and flexible fashion look like the cypresses to which Persian poetry
compares them’. It was left 1o the Mughals to perfect the art of figure drawing and portraiture.
Few examples can be found not only in Indian art butin world art of such unruffled tact and refined
sensibility as in the Mughal portraits®. Mughal paintings are models of fineness and finish and in
the amount of character that they exhibit they have not been excelled®. Never before or after has
there been such shrewd psychological observation, portrayed with such economy of detail as
during the heyday of Mughal art. Rajasthani and Pahadi artists both learnt from Mughal painting
in this respect. The rounded faces of Guler, as seen in a painting entitled ‘Acrobats’ and in
another miniature, both exhibited in the National Museum, New Delbi!?, the line appears to be
clearly inherited from a National Museum Mughal miniature, The various Rajasthani and
Pahadi portraits of rajas and noblemen which were painted after the artists came into contact with
Mughal art have made these painting styles so much more infused with life than Jain painting.
In Pahadi wall painting also, there is great expression in the faces of some of the figures; for
example, in the Kulit Devi mural (Fig. 3) the expression on the faces of sadhits shows Pahadi portrait-
ure at its hest.

Composition on a grand scale after the manner of Ajanta had long becn a thing of the past.
In the Pala, Orissa and Jain miniaturcs it tended to be simple, not overcrowded with figures and
not overambitious in the arrangement of motifs. Mughal painting, on the other hand, conveys a
sense of greater violence and grandeur? than that which existed in the Persian or the Western
Indian miniature tradition. This concept of composition on a grand scale was passed on to later
Rajasthani and Pahadi artists. When we compare, for example, Jain miniatures® (Fig. 74) with
those from Kangrat! (Fig. 75) we realise the difference in the panoramic vistas, vitality and violence
that now distinguished Pahadi miniatures from the pre-Mughal miniatures.  The artists of the wall
paintings of the Pabadi region also liked compositions in the grand Mughal manner as seen in the
lustrations of the darbar of Kamsa in Nirpur (Fig. 1) and Rukmini receiving a message from
Krsna in Pindori (Fig. 45).
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Fig. 74 Fain Miniature—"The birth of Mahavira.

Fig. 75 Nangra Miniature—"* Nanda’s migration from Vyndavana.’
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Pahadi artists Jearnt from the
Mughals a refreshing kind of perspec-
tive which is not found in our earlier
miniatures. The Mughals in this
case again resuscitated the style of
Ajanta in showing perspective.. In
Ajanta the artists employed what is
termed by Stella Kramrisch as the
multiple perspective!®. This enables
us to get a bird’s eye view even to
sce what is happening behind the
wall or the rock. In this way an
almost physical line is drawn between
the nearer and the more distant ob-
jects.  An excellent illustration of this
perspective can be seen in a Mughal
miniature from the Akbarnama show-
ing a dejected Akbar in the hunting
field,found in the India Office Library,
London (Fig. 76). Its influence can
also be seen in a Kotah muniature
from Rajasthan illustrating princesses
hunting'®. In the Gaurifankara pain-
tings of Sansar Chand and Jamalo
(Plate XIII) the multiple perspective
is again effectively employed.

The feeling for landscaping as
portrayed in Mughal art was unriva-
lled in the pre-Mughal Indian minia-
ture tradition. The sense of wonder
and intimacy with which nature is
depicted was primarily inherited from

Figs 76 Mughal Miniatire—Akbayinhehiunting field® Persian painting. The Persians al-

ways aimed at maintaining the beauty

and harmony of nature even when portraying violent feuds like the duel between Sohrab and his
grandson Bazra'’.  Nature was further exploited by the Persian artists to serve as an imaginative
reflection on a sensual experience.  This is best illustrated in a painting of the famous Persian story
of the first meeting of the Iranian prince Humay and princess Humayun, daughter of the Khaqan
of China'*, Here the flowers are in the foreground of the picture; it is the human figures which
are submerged in nature to the extent of having taken on a flower-like appearance in arrested
expectancy'®. The Mughal artists added to the Persian artists’ attachment to the depiction of

feeling, an equally strong love for naturalistic presentation. Emperor Jahangir shooting a lion®
and a hunter climbing a tree?* are two Mughal miniatures which illustrate this point,

The classical as well as the subsequent painting tradition in India does not match the
Mughal’s treatment of landscape. The Pahadi artists, besides having a profound love for nature



ONE HUNDRED TEN WALL PAINTINGS OF THE WESTERN HIMALAYAS

born out of their beautifu] surroundings, pastoral society and the romantic literary tradition, learnt
a lot from the Mughal artists in Jandscaping. Besides learning a more naturalistic treatment of
Jandscape they also adopted certain specific methods of treatment of nature. The Pahadi treat-
ment of trees and of clouds was also influenced by Mughal style painting. Some of the trees
portrayed in Pahadi minjatures and wall paintings are not found in the hills at all, and seem to
have been adopted en bloc from Mughal miniatures. An example of this can be seen in the trees
with blob-like leaves found in a Mughal miniature showing a nobleman shooting a black bucke,
having an exact copy in a Kangra miniature*’. The treatment of landscape shown at a distance
as learnt by the Mughal artists from the West was later on adopted by both Pahadi and Rajasthani
artists. A comparison of Asaf Khan standing in the midst of his armies with a village in the dis-
tance® portrayed in the manner of Italian paintings in the seventeenth century with a Pahadi
miniature illustrating Yasoda pushing the swing of Krsna® brings out this similarity very

clearly.

Birds and animals are drawn with great skill and attention to detail in Mughal as well as
Persian paintings. This is an ancient Islamic practice which provided an outlet for the representa-
tional instinct so ruthlessly limited by religious usage and is seen in the Arab manuscripts of the so-
called Mesopatamian school of the thirteenth century under the Abbasids.*®* The Indian art
tradition sustained a great feeling for
painting animals, The Pahadi artists Fig. 77 Kangrd Miniaturs—Brahmins worshipping.
also took intense delight in the pain-
tings of birds and animals. While
this has a deep psychological signifi-
cance in the sense that the artists
belonged generally to a pastoral soci- ;
ety deeply imbued with the love of i . Py s ey
animals, but, stylistically speaking, 3 By
the Mughals introduced greater rea-
Jism in the treatment of animals.

The Mughal miniatures seem
also to have influenced architectural
designs in the composition of Pahadi
miniatures and wall paintings. In
Western Indian Jain paintings and
early Rajasthani paintings are found
simple and geometrical representa-
tions of architecture. For example,
an illustration from the Kalpa Sutra
Jain miniature dated A.D. 1439%
shows only a plain hut and architec-
tural divisions like rooms are drawn
simply by intersecting columns and
lines to indicate compartments. The
artists of Ajanta and of Persia knew
how to paint elaborate architec-
tural compositions and the Mughals
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adopted the basic formula of the Persians but further improved upon it as illustrated in the mini-
ature depicting the arrival of the famous musician Tansen in the court of Akbar®. The Pahadi
artists learnt how to show grand architectural details from the Mughals. A Kaagra miniature
found in the National Museum?® (Fig. 77) as well as Kamsa’s darb@r in Nirpur wall painting
(Plate I) have elaborate architectural designs.

It is not without significance that some of the elements of European drawing absorbed by the
Mughals were also passed on to the Pahadi artists. In addition to the treatment of distant land-
scape as already noted, the Pahadi artists also adopted the drawing of a halo around the heads of
reigning monarchs. This was copied fiom the Christian miniatures of the West by the Mughals.
The use of flying angels as seen in Pindori (Fig. 43) was also absorbed by the Pahadi artists from the
Mughals. The use of shading, adistinctly accidental innovation, was lcarnt by the Pahadi artists
from the Mughals.

Although the Pahadi artists absorbed a great deal of the technique of Mughal style painting,
important differences remain, mainly attributable to the ancient cultural attitudes and modes of
expression of the Hindus and Muslims. Stylistically speaking, the Indian use of symbolism
throughout the ages is not present in Mughal paintings. Mughals believed in objectivity and their
paintings represent clearly what they were intended to represent without any hidden meaning®.
The endowment of nature with the mysteries of passion as in the Rajasthani and Pahadi schools
does not find poetic expression in Mughal painting, nor is it customary to find in it the association
of flowers, birds and animals with human sentiment®. Mughal artists concentrated on painting
male figures rather than women and while there is a distinct attempt at individualisation of men,
the representation of the female form is done in a typical manner without much concentration on
depiction of character in Mughal painting®. The Pahadi artists, on the other hand, took great
delight in painting women in all their loveliness and grace. They painted women of various
types in different situations and with attention to character delineation.

In drawing, although the lines employed are gencrally the same, with the influence of
older Jain tradition stronger in Pabadi painting than in Mughal art, there are still differences
between the two styles.  Pahadi drawing is more lyrical than Mughal drawing. In composition
also there is a significant difference. The Mughals admired symmetry of a very severe order—
in buildings, in gardens and at times even in paintings. Every element was balanced by another
component which constituted its Jawab or answer®, The painting of the darbar of Jahangir ccle-
brating the festival of ib-Pashi dated A.D. 1640 shows this very clearly. The throne of the
Emperor, the groups of musicians and courtiers are all balanced against each other., This rigid
adherence to symmetry is not present in Pahadi painting even when court scenes are illustrated.
The darbar of Rama in Damtal {Fig. 28) and of Karhsa in Narpur (Fig. 1) although painted formally
do not adhere to any rigid symmetry. Thematically speaking, compositions of the two schools
have great differences due to different cultural patterns as already discussed. The Mughal artists
preferred secular themes such as grand darbirs, hunting scenes and celebrations of roval births,
whereas the Pahadi artists preferred religious themes,

In the vse of colours, the artists of the Western Himalayas scem to have drawn much more
from the Western Indian tradition than from Mughal painting. It seems that the people of Gujarat
and the Western Indian plains, fed up with the unchanging hues of their topography, liked to dis-
play rich colours in their paintings. ‘The Mughals also borrowed from this style and did not confine
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themsclves to the soothing colours of the Persian miriatures.  On the whole, however, the Mughals
took pleasure in softly blerding colours rather tha..n in sharp contrasts. Th(: Paladi arrists_lez.lrnt
the use of pastcl colours from the Mughals especially as far as Guler aind l\ingra. style paintings
are concerned. Raja Sansar Chand of Sujanpur Tira seems to have had a special fondness for
pastcl shades and one of the best scrics of panels in the Narmadesvara tcmpl«.: is painted in pastels
(Plate X). Pahadi artists, on the other hand, generally used a rich and bright palct.tv. 'I.‘hntre,
is nothing in Mughal painting to comparc with the sharp bright colours employed in painting
the backgrounds of Basholi miniatures or the dark maroon background of Nirpur wall paintings
{Plate I).

To sum up, it would be true to say that Mughal art was more interested. in secular themes.
It was, to a great extent, a closed, eclectic, aristocratic art; a growth of luxury and leisure; a
product for the delight of the cultivated eye without any demoeratic folk appcal®,  Pahadi art,
on the other hand, was more concerned, as is common. in the other Hindu schools, with religious
themes, Although, both were patronised by royal courts, Pahadi art was more imaginative,
full of the unexpected and appealed to the tastes of the common men.  Pahadi artists seem to have
borrowed elements of composition, landscaping, arimal drawing and portraiture from their Mughal
counterparts. They did not, however, producc an imitative art but blended the Mughal elements
to evolve something quite distinctive of their own genius.

Deccani miniatures and wall paintings on the other hand do not seem to have influenced
Pahadi painting. The only thing linking both schools appears to be the use of sprays of pink
flowers common in Deccani miniatures and in Chamba miniatures and wall paintings. A com-
parison of a Deccani miniature?® with a Chamba miniature®’, both found in the National Museum,
with Chamba Rangmahal’s paintings makes this point clear. These sprays of flowers are also
common in later Rajasthani painting and it is possible that this motif may have travelled from
the Deccan to Rajasthan and from there to the hills,

Rajasthani painting was contemporaneous with Mughal painting. Early painting in
Rajasthan was basically an adaptation of the Jain style of painting. In it the Rajpits’ predominant
instinct was for swaggering form, swirling Jine and haughty compositions, consisting of startling
colours, brusque distortion, vitelity and excitement®®, This is seen in the essentially abstract and
symbolic paintings of the Mewar school. In the later Rajasthani schools like the Kishangarh,
Bundi and Kotah styles, due to Mughal influence there was a more tender approach to naturalism
and suave delicacy. It was only then that Rajasthani art became more aristocratic, fashion-
able, decorative and conventional with a hypersensitive aesthetic sense but without its original
heroic proportions. The Rajasthani styles which most influenced Pabadi painting were the
earlier Mewar, Jaipur and Jodhpur schools.

The influence of Rajasthani painting on Pahadi styles was patural considering that they
both belonged to the same cultural tradition. It has alrcady been noticed in Chapter | that most
of the Pahadi rdjas claimed descent from Rajasthani families and in Chapter 3, it has also been
brought out that there were close religious contacts between the two geographical divisions. The
Rajasthani and Pahadi princes visited each other’s areas for purposesof pilgrimage and the spread
of Vaisnavism into the hills was primarily as a result of the effort of Vaisnava mathas from the
plains. The two areas also had a common literary tradition as already brought out at length
in Chapter 5. In view of these historical and cultural tics there were bound to be great the-



WALL PAINTINGS AND MINIATURES —A COMPARATIVE STUDY ONE HUNDRED THIRTEEN

matic similaritics between Rajastbani and Pahadi painting although there are some differences
in. emphasis.  Both Rajasthani and Pahadi art give a visual image to the lyrical grace of con-
temporary Braj Bhasa poetry with its intense devotion to Lord Krsna. They are alike in
making symbolic use of the Krsna legend in reflecting their patrons’ life of ease and comfort—
dancing, music and the wanton playfulness of lovers in union and separation. Unlike early
Mughal painters, Pahadi and Rajasthani artists took great pleasure in illustrating musical subjects
as seen in the abundance of miniatures with Ragamala themes. As far as the wall paintings of
the Western Himalayas are concerned, their emphasis is more on religious themes as compared
to Rajasthani wall paintings. For instance, nowhere in Pahadi wall paintings are found scenes
of open revelry in the harems of rajas as in Pundarikji-ki-Haveli in Jaipur where a drunken raja
is being dragged in a trolley by the ladies of the harem.

Stylistically speaking, Pahadi painting gained on coming in contact with Rajasthani
painting. It is important to note that Rajasthani artists, unlike the Mughals, produced significant
wall paintings as well®, A stylistic comparison between the wall painting of Rajasthan and the
Pahadi region has already been attempted in Chapter 5, as far as the influence of Rajasthani
drawing, especially in the direction of angularity of line, on our wall painting is concerned. It

Fig. 78  Rangra Mintature—* Ky gna setting out on a journey’.

is not, however, clear as to whether this angularity of line was adopted by the Pahadi wall painting
centres directly from the Rajasthani murals or via their own miniatures. The latter seems more
likely. The influence of the Mewar style of drawing on Basholi painting is very evident. It can
be seen in the angularity of line, the shape of the noses and special types of animals found
in. Mewar® (Fig. 78) and Basholi* miniatures in the National Museum. It appears that
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through Basholi, because of its physical contiguity and marriage allianct-.s, the Chamba drawing
also has Rajasthani overtones. Chamba miniatures found in the National Museum bear testi-
mony of this influence®. The angularity of the line in the Devi-ri-Kothi and the Rangmahal
murals at Chamba being akin to the Mewar line has already been brought out in Chapter 5.
Interestingly enough, there is great similarity in the drawing of Marwar and Kuld miniatures.
A comparison of Marwar painting of the Hindola Raga* with Kuli miniature illustrating Tod
Ragin* shows similarity in the shape of eyes, jaws and the general stance of animal figures.

In composition the carly Pahadi miniatures, cspecially those of Basholi, have great simila-
rity in their treatment of the compositions and colour schemes in a simple and direct manner to
Mewar miniatures. On the whole, however, both the Pahadi and the Rajasthani methods
of composition were greatly improved by coming in contact with Mughal painting, particularly
in regard to the representation of spaciousness, grandeur, architccture and landscape. Rajas-
thani painting, however, had great influence in the use of colour as far as Pahadi painting is
concerned. The Basholi style derives the burning intensity of its colours from the Mewar school.
The depth and power of the maroon used as a background in the Nirpur panel of Kamsa’s palace
(Plate T) also has overtones of Mewar colouring. Even in the Rangmahal paintings of Chamba
the use of orange, red and maroon for painting backgrounds is reminiscent of Rajasthani elements
derived via Basholi (Plates XXIV, XXIX and XXX). Aspecialfeature of the Jaipur school of paint-
ing, its use of heavy gold borders on the sadisof female figures, also seems to have influenced Chamba
and Arki miniatures. A comparison of Jaipur miniatures®* with a Chamba miniature* both found
in the National Museum illustrates a similar use of gold. This is also found adopted in the Rang-
mahal, Chamba, and Moti Mahal, Patiala, wall paintings. There are also similarities in the shades
of colours and the general scheme of colouring employed by the Marwar and Kuld miniatures.

An interesting possibility which has not so far been explored by scholars and art historians
is the likelihood of Nepali and Pahadi art influencing each other., Nepal has for centuries been
in intimate contact with India in political, religious and cultural matters. It also lics in the
same Himalayan belt as the hill states of the Western Himalayas. We know, as discussed in
Chapter 1, as to how Khasa and Rajpit migrations took place from Rajasthan to the entire
Himalayan belt including Nepal. Linguistically, Rajasthani has greatly influenced Western
Pahadi, Central Pahadi and Nepali languages. During the eighteenth and the ninetcenth
centuries there seems to have been active commercial and political contact between the various
Himalayan kingdoms and a trade route existed from Garhwal to Nepal. It is well-known that
a confederacy of hill rdjas led by the rzja of Bilaspur invited Amar Singh Thapa, a Gorkha
general, to come to their help against Sansar Chand. Nepal was also greatly under the cultural
influence both of Bengal and later of Rajasthan. There are indications that Nepali art came
in contact with Deccani painting. All these facts lead us to surmisc that there is a possibility of
interaction between Pahadi and Nepali art. Stylistically speaking, there is some evidence to
support this thesis, A comparison of National Museum Nepali scroll” (Fig. 79) and a
Basholi*® (Fig. 80) muiniature in the same collection supportsthisview. The shape of the eyes of the
human figures, the style of wearing turbans by men and the use of shades of green and maroon are
similar. It is also interesting to note that the maroon coloured background of Niirpur wall painting
(Plate ) is very like the background of the above mentioned Nepali scroll. It is not possible
to say at this juncture as to whether Pahadi art influenced Nepali art with certain idioms and
colour sense or the Nepalis brought them to the hills, but the probability of a close link scems
strongly indicated.



WALL PAINTINGS AND MINIATURES—A COMPARA' IVE STUDY ONE HUNDRED FIFTEEN

PRV IR AAIVATR EHATIT 3L IR DR
PnRddaa NN, BRZ T IRET AT

A v o

Fig. 79 A Nepili scroll.

Fig. 80  Basholi Mini
‘A nayak and
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An analysis of the various schools of Indian miniature painting discusscd above shows that
the paintings of the Western Himalayas did not grow in isolation but were .thc product of a .l(m.g
and continuous tradition. Strains of Pala, Jain, Persian, Mughal and Rajasthani art combined
to produce these delicate blossoms.  This should not, however, lcad us to conclude that Pahadi
pai.nting was purcly derivative, The Pabadi artists had the genius to evolve out of their artistic
inheritance, with outside influence, something unique in Indian painting as far as its mannered

Ivricism and grace arc concerned.

As the datable miniature tradition is older than the extant wall paintings, it was bound  to
have great influence on the wall painting style.  As far as their motivation, choice of themes and
patronage were concerned, both were the products of similar sources. The best Pabadi miniatures,
however, appear to have been painted belore the Pabadh artists started painting the walls of
temples and palaces.  In many 1espects the wall paintings represent the last burst of creativity
of the Pahadh artistic eflort. Ananda Coomaraswamy* thought that Pahadi minjatures were
reduced wall paintings. This does not appear to be correct when viewed in the background
of all the rescarches made into Pabadi painting after the writings of Ananda Goomaraswamy.
It is more likely that, stylistically speaking, the artists of the wall paintings carried a heavy burden
of the technique of miniatures. In the carlier wall paintings lines and brush strokes are made
in a sweeping manner which is not found in our wall paintings. This debt was in fact so oncrous
at times that the artists forgot to paint in the genuine wall painting tradition and instead tried to
paint enlarged miinjatures on walls. This can be judged by the fact that in our earlier wall paintings
of Niirpur, Damtal first floor and Shogi, the artists painted in the narrative tradition of wall
painting in large panels. Later on at Pindori, Narmadc§vara, Gaurisankara and Chamba, they
painted miniaturc-like panels enclosed in floral desigrs. Even the figures in later wall panels
tended to be small as in mindatures. It does not, however, follow from this that even in the case
of the later wall paintings the artists completely forgot the canons of the classical wall painting
tradition. They continued to paint continuous pancels in the narrative style and have large com-
positions as in the mural tradition. Tt can, however, be said that unlike the classical wall pain-
tings, the artists of Pahadi wall paintings did not unhesitatingly and invariably cmploy proven
wall painting techniques but they tried to combine the techniques of wall and miniature paintings
with results not alwavs favourable to the quality of their work.

In styles of drawing it seems that the artists of the wall paintings had no innovation to
offer.  Drawing continues to be linear with the use of both curved and straight lines. ‘The angular
line derived from Rajastham drawing scems to have influenced early Basholi and Kulii miniatures,
and Chambd wall paintings of Devi-ri-Kothi and Rangmahal and later on the Moti Mahal palace
paintings of Patiala.

It is interesting to note that we have exactly similar styles of drawing in our wall paintings
as in the local styles of miniature painting. The best complex of wall paintings is in the Kangra
style as scen in the Shogi, Nadaun, Narmadesvara and Gaurigankara temples. The artists in
all these centres have painted in the style commonly referred to as the *Kangra school’.  The
drawing of the facial types, eyes and figures are all in the same style as in Kangra miniatures.
A comparison of Narmadesvara wall painting of Raja Gopi Chand begging bhiksha from his new
rani (Plate X1 with a Kangra miniature found in the National Muscums® (Fig. 81) brings this
out.  The realistic drawings of mountains on the walls of the Gaurisankara temple (Plate XV
ati: done in a fashion which is similar to what onc finds in another Pahad: miniature {Fig. 82)
in the National Museum collection®, ‘



Fig. 81 Nangra Miniature—*Sansar Chand’s darbar.

Fig. 82 Kangra Miniature—
*Yogis meditating.”
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The drawing of the eyes and facial types in Narpur miniatures illustrating a rich Jady
seated on a terrace®, and another entitled ‘Lady welcoming the lover’® are similar to those
found in a Nirpur wall painting of the two ladies holding hand bags (Fig. 10) and of Damtal wall
painting of Krsna going out to join the Mahabharata war (Fig. 18). Even the Pindori painting
of Krsna and Arjuna in the chariot (Plate XVII) going out to war has the same facial types.

W. G. Archer® is of the opinion that the wild and stony bleakness of Kulii produced a bar-
baric roughness in drawing. This does not appear to be correct. It would be truer to say that
the artists of Kulii and the Devi mural gave greater attention to the depiction of rustic themes as
compared to any other centre of painting in the Western Himalayas. This is due to the fact that
the nomadic tribes of this area lacked the sophistication of an urban civilisation. Even those
artists who did not originally belong to the Kulii region were bound to be influenced by the existing
cultural and economic milieu. This rusticity is very well illustrated in Kuli National Museums*
miniatures depicting rural scenes of the lives of common people and yogis meditating (Fig. 82 and
Plate XXI). In one of the miniatures a man is even shown with a goitre, a subject which more
sophisticated schools of Kangra and Guler would have avoided. The Devi mural also contains
many rustic themes (Fig. 73). In the actual styles of drawing and painting also, there are great
similarities between the Pahadi miniatures and wall paintings. For example, in the drawing of
eyes and the use of shades of maroon, black and green, the same technique has been used by the
Kula Devi mural and the National Museum Kula miniature®. The drawings of certain characters
also in the Kuld Devi miniatures are very similar to Kulii miniatures of the National Museum:.
For example, the drawings of cowherds in the Devi mural and Kuld miniatures® found in the
National Museum are similar. Great likeness exists in the drawings of soldiers in Devi mural
(Plate XX) and another Kulii miniature®® (Fig. 83) also found in the National Museum. The
illustration of women also is alike in Kuld miniatures® (Fig. 84) and the Devi mural (Plate XX).
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Fig. 83  Kuli Miniature—
‘A soldier.
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Fig. 84 Kuli Miniature—*'A nayika.’

Chamba miniatures are more delicately drawn than the Rangmahal wall paintings; how-
ever, there are stylistic similarities. There is a striking resemblance in the facial characteristics
of human figures in Chamba Rangmahal and those seen in Chamba manuscript illustration of
Bihari’s Satsai dated A.D. 1779 found in the National Museum collection®® and also in a minia-
ture® illustrating the Devi fighting the demons found in the National Museum collection (Fig. 85).
The National Museum Chamba miniature illustrating Krsna washing the feet of Radha®® (Fig. 86),
who looks haughtily at him displays the leaves of trees, the construction of the architecture and




designs on the carpet used in the buildings exactly
in the same style as found in the Rangmahal panel
illustrating the same theme.

The National Museum Mandi® miniatures
show a treatment of noses and rigidity in the stance
of figures similar to that found in the wall paintings
of Mandi.

Apart from the similarities of the techniques
of drawing in the wall paintings and the mini-
atures, they depict female human faces which belong
to an idealised feminine type. The people arc
mostly shown in profile. Karl Khandelwala® calls
this ‘the Kangra standard face’. Full faces are also
seen but in both the miniatures and the wall pain-
tings they are quite rare.

Fig. 86 Chamba Miniature—'Kygna touching the feet of Radka.’

Chamba Miniature

‘Mahisamardini Deti.!
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The artists of the wall paintings and the miniatures gencrally gave a stylistic treatment to
costumes on human figures. They were circumscribed by the existing fashions, There were
two distinct styles in men’s fashion. Krsna as a cowherd and the rural people were painted
wearing a dhot as the lower garment and a broad scarf to cover the upper portion of the bodies as
seen in Chamba Rangmahal panel of Govardhanadhirana (Plate XXV and then a National Museum
Chamba miniature®*. The second type of costume was in the Mughal fashion and consisted of
tight pyjamas known as churid@rs and on top a jamd or a long coat varying in length to below the
knees or ending at the ankles. A turban is invariably worn with this dress according to the
prevalent fashion as seen in a Pindori painting and a similar National Muscum® miniature.
It may be noticed that the angular line present in depicting clothes in Basholi  miniatures is
absent in the wall paintings.  Flowing and curving lines arc used instead.

Women's costumes are illustrated in three chief styles in our paintings. The first style
consisted of tight fitting churidars, a blouse and a long transparent gown ending just above the
ankles with an edhani or a scarf on the head as seen in Basholt miniatures. This style does not
figure prominenty in our wall paintings ¢xcept in Nirpur (Plate I) or when showing Muslim
ladies as in Shogi and in Pindori (Fig.43). The technique of giving transparency to clothes generally
consisted in painting the churidars in bright colours and the gown above them in white so that the
darker colours were visible through the lighter. In the second style, the women wore a thick gown
from the neck to the ankles over churidars and with an odhant on the head. This would seem to
be the most popular style as it is seen illustrated in Shogi (Fig. 39), Pindori (Fig. 49), Narma-
desvara (Fig. 26) and Chamba (Plate XX X1). The gown was commonly painted in dark colour, the
most popular being red. The third style consisted of a skirt or lehgngd@ with a bodice or choli and
an odhani on the head. It was the popular dress for the common people and was very common
in pastoral scenes. Yasoda with the new born Krsna in Narmade$vara panel (Fig. 4) wears
this costume. In Basholi miniatures also this is the dress®”. It is of interest to note that while
the line of lehangas in Narmadcsvara, Gaurisankara and Kuli is gently curved, in the Chamba,
Devi-ri-Kothi (Fig. 59) and Rangmahal murals, the line is quite angular. The artists used very
light colours in painting this costume generally giving the bodices and the skirts very bright con-
trasting colours.

The ornaments worn by men and women and the latter’s cosmetics were stylised according
to the arcas in which the paintings were executed,

The artists of our miniatures and wall paintings not only drew human figures in the same
style and dressed and decorated them in a similar fashion but even the cows in the two genres are
painted in a common style. The Krsna cult inspired the artists to paint the cows with great
tenderness and loving care.  Morcover, a predominantly pastoral community naturally looked
upon the cows with aflection.  In spite of this, theie is stylisation in the drawing of cows and in
their movements which occurred perhaps due to constant repetition of similar religious themes.
Lacking in any particular originality, the artists of the wall paintings simply copied the minia-
turists while painting cows. Karl Khandelwala® has illustrated models showing the prevalent
set forms of drawing cows,  This stylisation is also seen in the drawings of horses. The horse was
first painted with great vigour by the miniaturists of Jammia and Guler and also by the mural
artists of Shogi. Later on stylisation set in as scen in the National Museum Kangra miniature®®
and in the Kuldt Devi mural (Plate XXID).
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Landscape painting forms an essential part of Pahadi miniatures and murals. Here again,
it is noticeable that, stylistically speaking, exactly similar conventions operated in miniatures as well
as in wall paintings, as far as the illustration of trees, grasslands and rivers is concerned.  The
innumerable varieties of trees in the Western Himalayas do not scem to have strongly touched the
imagination of the Pahadi artists. They have mostly drawn trees found in the plains or modish
trees in fancy colours not found anyvwhere. Stylisation in the drawing of trees occurred to such an
extent that Karl Khandelwala™ has been able to classify sct forms of trees drawn by the Pahadi
artists. These set forms exist in miniatures and wall paintings. Only the artists of Narmadesvara
temple seem to have evolved an original model of a tree full of movement as found in an illustration
of Nanda rescuing Krsna (Plate VII). This powerful tree is not repeated clsewhere either in the
miniatures or in the wall paintings. Stylisation in landscaping was not confined only to the
depiction of trees but extended to rivers and grasslands as seen in Chamba mural (Plate XXVII).
In a miniaturc showing two gopls sitting prettily on the bank of a river, the river is quite artificially
drawn.” This has its counterpart in the river shown in Kulii Devi mural (Plate XXTII). Grass-
lands shown in these two paintings arc also similar.

In the depiction of the inanimate world, as in the animate, the Pahadi artists both of the
miniatures and the wall paintings seem to have had a similar approach in the treatment of certain
subjects. For example, the Pahadi artists learnt from the Mughals not only stylistic details
but also the method of actual representation of architecturc.  There is hardly a possibility that,
besides looking at Mughal miniatures with architectural representations the artists had before
them competent imitation of Mughal architecture in the hills.  Buildings in the hills were not built
in red sandstone or in marble as in the case of contemporary Mughal and Rajasthani constructions.
They were instead built with stone found in the hills.  Yet the artists seem to have imitated Mughal
art so much in this respect that airy white and red sandstone barddarts supported by semi-circular
arches and elegant pillais and minarets were painted by the artists without having any actual
buildings of this type toact asmodels for them. We find that the illustration of a fort in Nairpur wall
paintings is in red sandstone colour.  Similarly the palace of Raja Gopi Chand in Narmade$vara
(Plate X) and Rama in Damtal (Fig.28) arc painted in white marble colour. In the Basholi and
Kangia miniatures™ found in the National Musecum, New Dclhi, forts and buildings are again
painted to imitate red sandstonce and marble buildings,  Another feature common to both wall
paintings and miniatures is iconography. The figures of Krsna, Siva and the Devi are drawn and
painted almost in the same style in the two types of paintings.

After the drawing was completed with charcoal, the method of applying colours was alike
in miniatures and wall paintings. The quality of colours used was also similar. The main colours
employed were red, green, blue, purple, maroon, yellow, orange, brown, grey, black, white, gold and
silver or were combinations of their pastel shades. The artists strove in both cases to leave a smooth
eflect without any trace of brush-strokes. Rarely in Pahadi painting docs one come across evi-
dence of colours losing their smooth finish or brush strokes, bristling for space. On the whole,
however, the miniaturists were more successful in giving a translucent and bright eflect to their
paintings than the artists of the wall paintings. In some panels of Narmadesvara temple in Sujian-
pur Tira a pearly but translugent colour effect docs exist, but in general, in the other wall paintings
the colour effects as now evident are not very bright. It is, however, possible that the ravages ol
time may have taken their toll and the colour of the wall paintings may have originally heen as
bright as those of the miniatures.
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