


Nestled under the snowy peaks of 
the Western Him;layas is the picture- 
sque Indian State of HimZchal Pradesh. 
It is a l a d  of undulating hills, terraced 
fields, lush valleys and silvery streams. 
It is also a land of temples and palaces, 
of r & m  and ramis, 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 ~ j a n t a  and 
Ellor; and a t  some other places. This 
ar t  seems to have been on the decline 
after the fifth century A.D., except a t  
some places in the South. In the seven- 
teenth century, however, it revived with 
a fresh vigour in the sylvan surrouo- 
dings of the North Indian hills and the 
arid deserts of Itgasthan. The walls of 
the temples and palaces in these regions 
were enchantingly painted with themes 
which were predominantly religious 
but, a t  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 or art, presented here with erudi- 
tion and skill, is  as revealing a s  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 explanatnry 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 epitornizcd i n  iijanta, Ellora a ~ . d  Bagh did not die 
in  tllr country but petered into obscurity. 1.itcrary tradition of the first one thousand years aftcr 
Christ indicates that it was a living art. Even in early medieval times, there are instances of 
wall paintings in  tl1.r buildings cor?structed b>* the Sultans of I)ell?i. During the Mughal period 
again this art seems to llave revived in thr  palacrs and tcmplcs built b!* thr Hindu rulers of thr 
timrs, both in thr Westrrn Hinlalayas and in Rajasthan. 

I n  this book an attempt has been made to put the art of wall painting in the \Vesten~ 
Himalayas in its proper historical, gcograpll.ica1, socio-economic, political and religious contcxt, 
but thr  main emphasis \?,as been on a stylistic study of this art. T h r  tcch~?iquc of th.e wall paint- 
ings in this rrgion has brrn carcfully analysed and comparcd with the classical and contemporary, 
wall pai11.ting tradition as well as tE.e art of miniatures. 

kli'ithout e n t r r i ~ g  into a speculat io~~ on the cl~.ronology of these paintings 011. the basis of 
tradition I~anded do\vn tl\rough local legends, a n  efhrt has been made to form a general estimatr 
of the approximate dates on available stylistic data. 

T h r  State of Jammii and Kashmir and the district of Lahul and Spit1 of Himachal Pradesl?, 
altl1.ougl1 falling in t l ~ r  LVesterr? Hirnala),as, have been left out from this study as it is hoped 
that the!, \\.ould bc covered in a separatr volume. 

Dr. Niharranjan Ray, Professor Enicritus, University of Calcutta. has guided and advised 
I i i r  a t  ever)' stagc of this study. 1 OH.C a great debt of gratitude to Ilim. Dr. M. S. Randhawa, 
Dr. I~Iulk Raj h a n d  and Dr. B. N. C;os\t-arn~ gavr me \+aluable help in the beginni17.g of this 
t i  Dr. C. Siraramamiirt)', Dr. Gairola and Sarvashri 0. P. Sharma and Khullar of the Sational 
A1i1sru~11,Nrw Dclhi, I?ave also l1.c-lprd me durir.g tlw various stages ofthis book by making availablr 
to ~ n c ,  for analysis and study, the vast collectior? of Indian miniatures and a fe\v wall paintings in the 
Natior~al Muscum. Photographs of miniatures sb.o\\-n as Figurcs 74. 75, 7 7  and 86 have also beeR 
suppliccl by tlle h-atior?al hlusrum. Tl1.c Librarians of the Indian ln~t i tu te  of Ad\*anced Studies. 
Simla, thr 1';llljal) Universit!-, Chand~garh. and of the Natiofial Museum, have also unstintin,qI!. 
l~clpcd me \\-it!). libr;~ry Fiicilitirs. I am grateful to the su~crssivr Directors of the Indian 111stitutr of 
Advanced Studies, Si~nla. for giving me accommodation ir- the I~lsticute \vhcrc 1 could sit a ~ l d  
write in peace. I am indcbtcd to Xliss Harrirt Gilmour of the British Council for goirlg over the 
nlar~uscript and to Shri Harisll Chandcr for typing and re-typing it paiilstakingly. Finally m)- 
tll.a~?k.; arc also due to t l ~ r  s t a r  of tl1.r Photo Division of tile Alinistry of Information and 
13ro;ltlc.asting. and to tl?c* Publications llivision, for swing tl?c book through its various stages of 
 public;^ t i , ) ~ ) . .  





C O N T E N T S  

1. GEOOK.\P~IIC.\I .  A Y D  HISTORICAL KACKGROUND I 

2. T I I E  SO(:I.\L A N D  ECC)YO\IIC: . \IILIEU 1 1 

3. REL~C;IOS, .\IYTIIS :\SD LEGESDS 27 

-1. C:ESTKBS OF \\'.\LL P..\INTIs(; 43 





LIST OF COLOURED PLATES 

Plate l 

Plate I I 

Plate IIa 

P lak  111 

- 'W'r~rner~ in Kaii~sa'x ~)ala~.r. '  Farinq Pagc I I 

-- 'Kari~uc'x darbtir.' B Jf 

'Kahsa's darbir' another view. 13 

.- ',\ r r i  wit11 his dia(:iplc-s and drvcrtrcs 

bcfi>re a ternplc.' , S  44 

- .4 &tail li-orn Plate 111 r, 44 Platc l l l a  

J'latr IV .- h a  ancl J ' i n ~ t i  in tlieir a l~wlc on 

l,Ioni~t Kailab..' ,V  46 

1'Iell(. 1\'d 

Plate V 

J'lztr V1 

Pletr V11 

J'lr.tr V111 

J'late I S  

P1::te X 

IPlate XI 

Pl,:te S11 

- r n m i n g  the li~rrrt.' 

- -  '~fahiszrnzrtlini Dcvi.' 

'K!.sna tucking J'iltad.' 

9, 

,, JR 

Following P la to  V&VI 

. -. 'Kpna and R;..lardma wit11 Nnnda.' 

- '(;npi Vastrel~rr~zna.' 

..- 'Raja Gopi Chand's pakcc.' 

Facing P q c  50 

,, 50 

,, 52 'RRjO, and n~bl~lcs on a hunt.' 

'SansPr (%and and JarnLlo sitting in a 

halc:ony and talking t c ~  c;..ch cnihcr.' 

'Loverr atlrniring t l ~ r  Iwauty nl' 

ilanlrc ?.id l isleni~~g lo tntaic.' 

J'l;-.tc S 1  I I;: A detail from PlaieX 111 i l l ~ ~ ~ r r a t i n q  

'Kukrnil~i ;sn~l K p n ; ~  briny: wclc,~rnrcl 

~ I I I  their rt,Iurn l i t  

hLi1h11ri d ~ c r  ~hvir  wc~lclii~g.' ,, 68 

-- ' K ~ n i c  ~~rocredinq tln 

hL~hal~ltPrata \;cr.' i0 



I'late X l X  

Plate X X  

Platc XXa 

J'lale XXI 

Plate XXII  

Plate XXl la  

Plate XXIIb  

Platc X X l l I  

Plate XXlV 

Plate XX\' 

Plate XXVI 

Plate XXVII 

Plate XXVIII  

I'late XXIX 

l'late X X X  

Platc S X X I  

Plate XXXII  

' I ) r r , n / i ~  and kings proceeding to l>ay 

homage to '1'ripurisuntlari I)r~.i.' F~ l l lowi~~g  J'latr X I X  

.\ delail from I'latc S X  

':in aristnt:ratic lad!. in h r r  I~omc.' Facinq Page 78 

'1)t~votct.s procet.ding to pa! Itomagr 

to '1'ripuri.irrudari I b.v~.' I~ollo\ving Plate S X I  

A detail liwm J'latc S X I I  ill~~straling 

female dcvibtccs. 

;Z detail Tram Plate X X l l  illus~ratillg 

the river Bels.  

'Gopi \'astrahara~!a.' 

'Govardlranadhirana.' 

'Varslla\,illira.' 

'RBdhH and K+na in the librcst.' 

'Rima with Sira alier his rjnhhi,chrka.' 

' h a  and Parvati in the hrest.' 

'Worship o l  thc ~ i v a  1.iiiga.' 

'Girl5 on a swill$ cclel)r;rrinq the 

arrival ol'tlle monsnnn.' 

' I i cna  Killing kari~sa.' 



LIST OF BLACK & WHITE ILLUSTRATIONS 

Fiq. I 

I:i$. 2 

Fig. 3 

1:ig. 4 

\?g, 5 

Fig. 6 

1:iq. 7 

1:i~. H 

Fig. 9 

Pig, l0  

Fig. I I 

Fix. 12 

I:ig, I3 

Fiq. I 4  

1:ie. 1.5 

1:ig. 16 

1:i~. 17 

Fig. I8 

Fig. 19 

1:ig. 20 

1:ig. 2 1 

l:ig. 22 

1:ig. 23 

1-35. 2-& 

Fig. 2.5 

I'iq. 26 

Fig. 27 

I.'ig. 'L8 

1:ig. 

1:ig. 30 

.\'urpur, Thakurdvir i  -' hamso's h r b i r ' .  

.Vndaurr. .$ir~ila~a--'.- l  R i j p ~ f  armv ~ c t t i r r ~  ant j r ~ r  rcar'. 

Krrlu, S u l t i n p ~ r  I'alare- ' S i d h ~ s  ,r/t~rrditr,g tm thr rnundane rrrrdt of l f r ' .  

.Sujinpur T i r i .  .'lbrnmdrivara Trnrplr ---'Thr birth of Krr!to'. 

. irk;, X i j i ' s  I'alar-.-' Oaddis frar'rllin.g,' and ..l cir<rr> ccrnc'. 

Dharanui l  h lahn i rn i  --'Slick dwrcerr'. 

Slrogi. Gopi l  .\fandir -'.\lahi~amardirri Desi'. 

Chambl: Rarr ,~mhal-  'K,i;ma L i n e  Ridhi ' . r  ilri$ra'. 

Shogi, Cop i l  . \ lnndir- - - 'Tdi  Xngirri.' 

.Vfirpur. Thikrrrdrviri --'Turo ladirs'. 

l>haramsil .\fahaifai--- ' / l  srrakr-~harmn'. 

L l u ,  Sullirrprrr Pa!nrr--' CVurrrerr soldiers'. 

Pinhori Darbir- 'Thc birth of K r p a ' .  

Dharanrsil .Cfaharilal - ' l ; lsna stealirr,~ butfcr,from R i d h i ' .  

Pindori Darhir- ' IZrthit ' iharn'. 

(:hambl, Rarr~mohnl - - 'h; !nn nnd Rodhi Innkin< nt rnrh o!A<r i r r  a nrirror' 

Danrt i l .  ~rourrdj?onr - ' ~ ; o r ~ o r d h ~ r r a d h i r ~ ~ n a ~ .  

D a m f i l ,  prourrd f l o o r - ' K ~ ~ n a  srltirr: out for the .Lfahibhirnta'. 

Srtjinprrr T i r o ,  .\'arnrarlelrjr~ora Trnrplr --'Seluhandha'. 

.\fan; . \ f i j r i .  .\larr<i Drrmi Terrrplr-. 5'. 

.\laiid;. .\lion 1ihi.q .Sirr,~h'~ tlar'eli .\lnrrdir--'Ib.rlrohera!ra'. 

Sr+i>r/rrrr T i r i i .  (;nsrijankara Trmplr-  - ' h j ! ! ra  arrd X i d h i ' .  

Srrjinl~rrr T i r i .  .\arnrndel~ara Trmplr .  

Srtjinprrr T i r i .  A j j ~ e r i  .Ilirrial~~rr-',Yirla nrrd hic kr~orres'. 

.Srijinpur T i r o .  .\brrrmLic~arn Trmplr- 'Kr ! ! ra lisfrnine fo mu.<ic'. 

Srr;irrppar T i r i .  .\'arrrmMr,arn Trrnplc --'Canr,(a'. 

Donrfi l--- 'Hhagu~irr .Vir*a!raji drirrkitrg poison stnt 4,. j'ahirreir' 

I ~ n r n l i l  "Thr darhir of Hirnn' nnd '.I Sidhir u' ith lrir der'orces'. 

1)nnrti l . / ir,t,/k~nr -- 'Rinrn arrd S i l i  irr lhr,fortsl'. 

I )horarrr~i l  .\lahni/ari - - 'Xinrn nnd f,nkrhrn,r!ra'. 



Fig. 31 

Fig. 32 

+-i. ss 
Fiq. 34 

Fig. X3 

Fig. 36 

F-ig. 37 

Fig. 38 

Fig. 39 

Fig. K) 

fig. 41 

Fig. 42 

Fig. 43 

E'iy. 44 

Fig. 45 

Fig. 46 

Fix. 47 

Fia. 41 

Fig. 49 

Fig. 50 

Fig. 51 

12ip. 52 

Fig. 33 

Fig. .iJ 

Fig. 9.5 

1:iy. Jti 

Fig. 57 

Fiq. 5R 

Fig. 5cl 

Fig. M) 

Fig. hl 

: \d&i ibd- 'K~j~ p laytn~  with t k  W'. 

D h a r r u i l  .If&I.ci --- ' . l Inhi~amardin~ h r i ' .  

Dharamwil ;\ i&M--'Dc;~l nrr i l , ing hnnmyr'. 

D b a m w l  . C f ~ h ~ - ' C ; u r u  .Vinqk Id in . :  m hic d~rurcs ' .  

Mi S;&. Ridhi K ~ ! M  . + l u d r  --' h'allw .Wda-mordana' 

W& Sibi. Pularr-'-4 soldirr'. 

&gi, Gopi1 .\/amfir, & ImpI r .  

Shngi. (Gapjl .\lattdir ---'(;ON/ hi fna' .  

Shngi. (+l .\/a&--'Ridhi and &#M'. 

S b g i ,  (;@l .\lamfir - - 'Si lw and P i n r f i ' .  

S h , t i ,  (;efd .\fatufir -.'.i ~ I L I I ~ ~ I I , ~  srrnc'. 

Pindori Darb i r .  

f i d n r i  Darbrir---- ' .4qr/~ drrssrd in the .\luyhal,/lr.~hion'. 

P i d o r i  Durb i r  - ' K l : n a  md Ridhi'. 

Pin jn r i  Darh i r  -'Hukmini rrcririn.q a nlruazr,fmat I l:r jqe'. 

I'indnri Darhor .- 'Kr;no i n  fhr .\.lahalhira/a'. 

Pindnri Darhr-- 'Sarawut i  npproorhiqe Hrahm' .  

f i q l u r i  h r b i r  - ' (4nr jap t1 j ' .  

I ' i d o r i  Darh i r  -.':l r i n i  smukinc hmkah aruf I r ~ l r ~ ~ i a . ~  In mrrsir'. 

B i b i  .\lnhnh 1)i.c ki Salnlidhi --'h'f,rna u i f h  rhr .!opi.~'. 

Bibl  .Ilnhr.~h D l i l  ki .Yamadhi f i ! n a  and Ria%i'. 

@mi l i i h a  . \and-- ' C u r r  .\tin& ar a y u n g  man mrrirfarin,q'. 

D v i i  H i b i  .\iimk - - ' . l  Jiunlrr a i / h  lri~ c.ntr.'. 

bb!irmrrr .\l,~\jid -'Flnral drriqns'. 

K d t ~  .\Iirrinltrrr -'.l 1413 ,p't,i~t: wnfrr 10 a / ra i~ r l l r r ' ,  



Fig. 62 

Fig. 63 

Fig. 64 

Iig. 69 

Fig. 66 

fig. 67 

Fig. (58 

Fig. 69 

fig. 70 

I'ig. 71 

Fig. 72 

Fig. 79 

Fig. 74 

Fig. 75 

F-i. 76 

Fig. 7 i  

I.'ig. 71! 

I'ig. 79 

Fig. R 0  

Fiq. HI  

I3q. R2 

1,'ig. 83 

1-ig. 0.1 

I'iq. H5 

I:IL.. i l i i  

.\fq1 Alajm, Tnslpk of diaM M - 'Ilaryr fa W. 

.&fa@ . W j r i ,  Tmpk of .tlen& r)n.i-.-'Krly'r in bra. 

P&6, .\tefi Ai&l Pdms.--'(+d Kr tpe  $a.q ta ~ r a e  cowl'. 

P a ! i i l i ,  .Wofi .W& P d . ~ - - ' h ~ ~ ~ w a  rin'ftnf Ridhi er rig&'. 

P+ild, d b l ?  .\iahd P k  -'R&& uwifiw.qJbn Krpa'. 

Pqi i l i ,  .\Ion .\l& P d u - - - '  r d u .  
Amr i~sm C n l d ~ n  Tmpk - - ' C k b  fhhind Singk m Lnt B d .  

dfofi'ds for w d  Jbiw'gr. 

.\fib11 for 11~ul1 pnirrlitqs. 

Dharar~u i l  .VarhnM- -'A f l r  'rrli(bars twndiranIl'. 

P q i i P ,  .\f41? .W& P&#- - - 'mrd  +xiens'. 

Kuh. Sdrcir(pur t'nlecc-'.4 r i m ' .  

.7ein .\4inietun --' Thr Birrh o/ .%4&1lra'. 

h - i n p i  .\t inialt~rr --... tanda'~ migralinn from ~ ~ r d ~ # n n a * .  

.\tu~hal .\lhieturc---'.itbar i n  Irhc h d i n ~  /U/&. 

X' inqr i  .\fiaia/ur( - 'nrohnr iw rrwr~hippinp'. 

A;irt#rui .\fininfurr ' hil" wtting out cm a ;oern<~'. 

.4 .\ihiiti ~ r r o l l .  

Ile~holi .Ilininfuw --'.I n d d  nrrd PM@'. 

h'arryri .\lirrietrrrr --'San d r  f . ' b d c  Aarhir '. 

h-unrra .\/iniehirr - -' Yogi, nwCla1iu.e'. 

KN!U .\/hiatwe ' . I  mldrcr'. 

h'rrlu .\ltniatnr<- '.I I ~ I I ~ U ' .  

( .hvnhi  .\liwiatarr - '.\tahilntnurAiai f iv l ' .  

( honrbi .\l:rrinfur - 'h', ,an ~t,rrrhirr:- rhr frrl o f  H i~ l l ra ' .  





GEOGI<APHICAL AND HISTORICAL 
BACKGROUND 

T H E  WALTZ PAINTINGS found in the \.Yestern Himalayas are confined mostly to what 
is now the state of Himachal Pradesh. They are found I!ing between latitudes 30" 45' 
south and 33" 12' north and longitudes 17" 5' east and 78' 15' west mainly in the 

districts of Kangra, Chamba, Kulti, Simla and Maiidi. .A few districts of the present state 
of Punjab-Gurd~spur, Hoshiarpur, Amritsar and Patiala-and the Ambala district of 
Haryana have also bren included in this study because they have wall paintings belonging to 
thr  Pahadi tradition. 

The  most magnificent feature of this area's topography lies in  its mountains. The  Hima- 
layas in  Himachal Pradesh consist of three ranges, mountain peaks and a broad band of hills 
identilird by Sir Alcsandcr Cu~mingharn', the Head of thr  Archaeological Department and a n  
early surveyor of thc ancirnt geography of India, as the first part of the chain which he designates 
as the 'Outcr Himalayas'. The  highest rangr in thc Outer Himdayas arr  the Dhaola Dhar 
mountains. To the south of thr Outrr  Himalayas is a narrow fringing band of hills for which 
thc name 'Sub-Himalayas' sernls to br appropriate. 

Thc  main rivers of Himaclliil Praclcsh arc the Beas, Ravi and Sutlej. The  smaller rivers 
inclt~tlc thc Hinnuan, the Pabbar, the Girl ancl the Sarsah. Innumerable small streams and 
rivulet.;. \\hicl1 rriss-cross the entirr region can be crossed only in the summer. In  autumn 
they Ili)ocl I I I C  arra ; ~ n d  arc unfordable; in winter they arc converted into sheets of ice. Himachal 
has beautifi~l v:~llcvs also. Mr. Harnes, a British civil servant appointed as Settlement Officer, 
Kangra, in the I ~ t c  ~ ~ i ~ ~ . c t c c n t h  crntury to drvisr a revenue settlement for this district, writes in  his 
rrport' that "bet~vc.c~~ thcsc. drrary hills are romantic glades resonant with the busy hum of men 
:11ld lo\\,ing of cattlr. (:oti;lgrs nrstle under the I~ill-side and the corn waves luxuriantly protected 
\ 
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fwnl the winds that desolate the heights above." This drscription also applies to the other valleys 
of this rrgion. 

The Kangra valley, stretching for 42 kilometres amidst the mountains, is traceable from 
Dhatwal on thc borders of Kahlur, to Shahpur on the banks of the Raw and turns back to- 
\cards the tellsils of Halnirpur, Dthra Gopipur and Niirpur. The Kulii valley, known as the 
'valley of the gods' bccause of its lovclilless and the worship by its inhabitants of innumerable 
gods, is a narrow strip along the banks of the river Beas. Maiidi's locatio~l is similar to that of 
U In  Chambn. the valley of Bhattiyat M'izarat is situated between the high Hathi Dhar and 
the Dhaola Dhar mountains. On lo~ver heights are the valleys of Sadar Wizarat, the Chcnab 
M'izarnt and the Brahmin Wizarat. 

The districts of Amritsar, Hoshia~pur, Gurdaspur and Patida are located on the broad 
plains of the Punjab. From time immemorial, therc have been a  umber of routes leading from 
the plains to the \Yestern Himalayas. Onc of the most ancient routes went from north Punjab 
to .%nritsar and from there through the district of Gurdaspur ~ f i a  Pathankot to Nfirpur, Kangra, 
hiaiidi and Kulfi. This \\!as the route invariably followed by the hluslim invaders. A second 
route starting from the plains of Hoshiarpur went through the Dehra Gopipur tchsil of Kangra, 
to Xadaun, Hamirpur, Sujanpur Tira, Kangra, Mafid~, Kulfi and Lahul and Spiti. This route 
has been clearly described by hloorcroft, a British vcterinary surgeon, who undertook a journey 
on this route after \?siting hfaharaja Ranjit Singh in Lahore3. A third hill trail lay through 
yellri Garhwd, Dehra Dfin, Nallan, hIar?i Majra, Sabathii, Nalagarh, Bilaspur and Maiid~. 
This \\-as follo\\,cd by hloorcroft in his first journey into the Western Himalayas3. 

It is of significance to note that artistic activity was concentrated in the towns found in 
the valley:, and on the main routes of entry into the I~ilk. Most of the big palaces and templrs, in 
which the wall paintings of the region are found, are located in these towns. 

The topography ofthe Western Himdayan region with its snow-covered peaks, thick forests 
and turbulent riven gives not only physical magnificence to this area but also contributes towards 
its comparative peace and isolation. Throughout the centuries this region, sheltered in the 
seclusion of hills and mountains, remained removed from the mainstream of Indian lifc and 
civilisation to carry on its o\zrn slow trmpo of life almost without any appreciable change. The 
esistence of the various routes in the hills, however, actrd as an insurance against stagnation and 
saw to it that the reverberations of bigger events on the plains reached the hills. This liatL t\jo 
important effects 011 the art Ilistory of this region. Its comparative inaccessibility rn;ltl(. it n 
place of refuge for those people who wanted to escape the occasional turmoils of tllc pl;~i~is, and 
srcondly, it allo\ccd art to develop by providing relative security as \veil as the stilnulus of newer 
ideas brought by repeated waves of rrfugees. 

From the earliest times, people of the plains who were dissatislied \\it11 the existing political 
system or afraid of religious persecution, or unwilling to let thrin\elvcs be swept by hordes of 
foreign invaders and were yet keen to preserve their cultural and religious integrity, seem to havc 
been migrating to the hills. The first people to enter this area from the outside and sprcad From 
Peshawar in the west to Central Himalayas in Gar ln~al  and Nepd in the east, \vrre prrhaps 
the Khasas, a tribe mentioned in the Pursnas but about whom not much is known. Thcse is 
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also a persistent tradition that Gosdns, Gaddis, Gujars and a few sub-sects of Brahmins came to 
the hills from the plains6. Among the people who came here as a result of religious persecution 
were somc Jain pilgrims who reached Nagarkof as late as A.D. 1027 believing that "when 
all other countries have been waylaid by the mlechchas (foreigners), this tirlha [pilgrim centre) 
alone stands uninjured like a lake in maru-bhcmi (desert")". Even Muslim princes oftcn rrsorted to 
the hills for refuge. When Mahmtid of Ghazni invaded the Kangra fort it was reportrul to be 
serving as a place of refuge for the princes of the Shahi kingdom'. Nair-ud-din, the son of F~rtiz 
Tughluq, fled to Sirmfir and Nagarkot in A.D. 138a8. The Akbarniimiih tells us that during the rrign 
of Bakht Mal of NGrpur (A.D. 1513-58) Mirza K-ra ,  the younger brother of Humayiin, on being 
driven out of Kabul, retired to India in A.D. 1558 and took refuge with Raja Bakhu (Bakht Mal , O .  

Sikander Shah SEr also sought refuge at Nurpur in .%D. 15551° and Shah Shuja, was given 
temporary shelter in Kulii in the nineteenth centuryl1. 

A number of archaeological 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 
stubas have been found herelz. Remains of Kusana architectural activities halve been traced in the 
ruins of a stupa near Kangra at  Chetri, and hvo rock inscriptions written in Brahmi and Kharosthi 
scripts have been found at  Kanihara and Pathyar13. The wooden hill temple of Brahmor in 
Chamba district has an architectural plan which closely resembles the Gupta stone temples of 
Nachna, Kuthara and Aiholc14. Remains of Gupta art can also be found in Thana near BulG 
where it appears that the plinths of two small Gupta shrines have been incorporated in the sub- 
structure of the Muralidhar templels. 

I t  is quitc probable that from the earliest times the entire Himdayan belt enjoyed a common 
polity consisting of small kingdoms. It is likely that the \Vestern H:malayas formed part, 
nominally at least, of the grcat empire of the Mauryas18, Kus@as17 and the GuptaslB. The 
Chinese pilgrim, Hiuen Tsang, who visited India in the first half of the seventh centur)- .4.D., 
mentions Jalandhara and Kiu-lu-to which Cunningham identifies respectively with the Trigarta 
kingdom of KangralD and KuliiPo. It is quite pjssible that the empire of Harsavardhana may 
havr extended its sway over the lulls as it did ovcr the Punjab. From the seventh century onwards, 
it srcms, according to Kalhana's Riijatarailgini, that Kahmir played an important part in the 
affairs ofTrigarta. Lalitaditya Muktapida is mentioned as having given the kingdom of Trigarta 
to his attendant2', and ~amkarava~man  (A.D. 883-902) is stated to have defeated Prthvi Chandra 
of Trigartazz. 

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 ~ i \ z&k  area \vhich seems to have included the hill countn from 
Cllamba on the west and \2'rslern Nepal on the east. Grierson, the father of modern Indian lin- 
guistic.~, has traced the influence of Rajasthan] on the Pahadi languagesP3; it is not unlikely that the 
prnetl-ation of Rajasthani culture dates from the paLny days of the Gurjara-Pr;~tiharas. During 
the long medieval centuries many morc Ra,jpiit princes and noblemen and private citizrns seem 
to have ~l~gl.Zttctl from the plains to the M'estern Himalayas where they intermixed \vith tlle 
Gurjaras and thc Central Asian and other tribes who had already settled there. 

Most of the kingcloms in the \Vestern Himalayas during the medieval c e n t ~ u i ~ s  seem to have 
hccn founded by immigrant families from the plains. The ra~i is  of Nill-pur claim desce~lt 



fmm the Tunwar or Tomar riijar of Delhi whose political suzerainty ended in the plains with 
tlie death of Pytlivlraja C l l a u l ~ a ~ l  in A.D. 1176*'. The founder of Chamba is supposed, by one 
source, to have come from Marwar in Rajasthanzb and from the Kalpa valley, 11y anotherzn. 
Yet a third sourcc states that he came from Oudh in the sixth crntur); A.D.z7 T h r  royal families 
of K u l t  and Jaswan are assumed to 1ial.e come from PrayagaZn and AyodllyaZB in Uttar Pradesh. 
The rii~as of Bilaspur (Kahlur), Ndagarh (Hindun) and Chanehni are generally presumned to 
have come from Chanderi ill Hundclk1iand3". The rulers of Keonthal arc- said to have comc from 
Prayaga and thosc of Baghal or Arki fro111 Ujjain's Pantz~ar or Parmar clan of RajpiitsP'. The  
royal families of SirmCir claim to have come from Jaisalmerx', and the rZjii.5 of Darkoti and Banghal 
from R l a ~ ~ v a r  and \'aranasi rcsprctive1~-39. The rulcrs of Suket and Rlafidi are said to be Chandra- 
vamii RajpCits and to havc come from Bengal in the thirteenth century24. 

The following hill states arc climncd, by Hutchinson and \'ogc13', \vho did pionecri~lg work 
in the history of this region, to havc come into existence by t l ~ e  t\velrth century A.D. : 

J ~ H A R A  OR TRICARTA: EASTERN GROUP 

Country Clan 

Kangra 
Guler 
Holta 
Jaswan 
Sibba 
Data rpu~ 
Niirpur 
Chamba 
Sukct 
Nand1 
KulU 
Kutlehr 
Rhangal 

Katoch 
Guleria 
Gulcria 
Jastval 
Sibbia 
Dhad\\-a1 
P a t l ~ a t ~ i a  
Chanlbial 
Sukctia 
hlandial 
Kaulvi 
Kutlchria 
Bl~angalia 

Later on, these dynasties came to claim their dcscc~lt from the Cha~ldra\la~ilsa and thc 
SiiryavamSa. This claim cannot b r  provcd hictorically as these dynasties arc not mcntioncd 
in ancient Indian genealogical tradition as rccordcd in the PurZ!inr, nor in ally otllcr depcndablc 
sourcc. 

?. I hc advent of the Rajpi t  p r i ~ ~ c e s  into thc Western Himalayas in medicval tin~cs hacl far- 
reaching cfTects, particularly in the iield of art and culture. They brought wit11 thrm a spiril of 
heroism, chivalry and a courtlv way of life and certainly also their languirgc :rnd culture. kVhat 
is more significant is thr fact that their culture n~anifcsted itsclCin an cfTlorcscc~lcc of artistic activity, 
especially in  painting. I t  was predominantly the Rajpfit way of lift o c t l ~ r  court, hunting excursions, 
episodes from history, scenes of love and romance, and a conrtly hnclnrss for dance and n~usic 
which are illustrated in the \?all paintings of this region. 

T h r  advent of the Muslim Turks and later of the Muglrals into India pl.ovcc1 c.\,c~ntitally to 
havc very important 1dstoric.al and cultural consequences for the hill arras. For the first timne, 
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the Western Himalayas were exposed to a religious and cultural pattern totally alien to their own. 
MaE.mCc! of Ghazni was the first Muslim to enter the hills in A.D. 1009a" The riijiis of Kangra are 
said to E.ave fought on the side of Pcthvir~ja Chauharr in  thc battle of Tarain. Muhammad 
TugE.luq is statec! to havc reducec! the Kangrafort in A.D. 1337$' and Firhz Tughluq to have taken 
it over in  A.D. 136138. In  A.D. 1399 Timur made numerous incursions into the valleys and 
ravines of the Outcr Himalayas anc! captusec! much booty and killec! a large number of peopleJg. 
I t  is probable that Sansar Chand I (.4.D. 1430) of Kangra was a tributary of Muhammad Shah 
of the Sayyid dynasty'o. 

The  contact of the Western Himdayas wit11 the Mughals began in Babar's reign. The  
riijii of Kahlur owed allegia~xc to Rabar41. .Ul,ar sent hlughal generals to subdue various hill 
states from A.D. 1572 onwards42. The ?olicy of the Mugl~al  empire as enunciated by .Ubar and 
followed by Ilis son and grandson was that all the hill riijiis should recognise the paramount 
suzerainty of the hfughals, pay tribute to them in kind and do military service whenever called 
upon. iUtbar sent Todar Mal to create a royal demesne from some of the most fertile lands of 
KangraJJ. H e  is reported to have told .&bar on his return that he had "cut ofT the meat and 
lcft tllc bones"''. Similarly, all the llill states paid nazariinii (tribute) to the hlughals which in 
Shall Jahan's time amounted to four lakll rupees annually's. Many hill rijii.? became mansabdiirs 
and u~~der took  military duties orr behalf of the Mughals. Raja Jagat Singh of NGrpur, for 
example, fought on behalf of the Mughals in the Deccan and against the Uzbeks of Balkh and 
Badaksl~a~.  in A.D. 1645'O. 

hlughal imperial authority appears to havc sat very lightly on the hill states. Their 
prerogatives were seldom questioned and there was no interference in their internal affairs. They 
were free1)- allowec! to build forts, wage wars against one another and even take part in the struggle 
among the Mughals themselves for imperial power. 

In  spitc of this libcral and generous treatment under the hlughals, the bravc Rajptits of the 
hill statcs coulc! not but feel restive under them. There are ir.s:ances of repeated revolts against 
the kIo,qhals. During Mbar 's  time, in X.D. 1588-89, the r2jii.c of Kangra, Jesrota, Ni~rpur  and 
1,akl:anpur revoltrd against the authority of Delhi". .L\ccording to local tradition Raja 
CI?a~drabhan Chand of Kangra carried on unremitting guerilla bvarfare against the hlughals even 
after the secessio~l to tllein of thr Kangra fort. Siirajmal of NCirpur, known as the famous 'Jagata' 
of folk-lore, rcvolted ir? A D .  162348. The fanatical policy of Aurangzeb appears to have alienated 
the Hirldus of tllcsr rcgio~ls. In  AD. 1678 he ordercd Raja Cllattar Singh of Chamba (accession 
-4.D. 1664) to d.emolis11 all Hindu templcs in his statr. I n  defiance of this Jiriniin (order) thc 
r i i ~ l  commanded that a gilt pinnacle should be put on all the main tcmple~ '~ .  

T h r  close political contact of the llill rii1i.r with the Rlughal empire was perhaps the imme- 
diate socio-political situation \~.llirh I~elped the beginlung of thc art of painting on a large scale in 
the hill states. The  hill riijiis were expected to visit the hfughal d a ~ b i r s  at  the coronation of even- 
new empcror and on other important occasions and to pay nazariinii. The TiiriX-11-i-PutljiibSo 
mentions that Krija Trilok Chand of Kangra \vent along with the other hill chiefs to pay homage to 
Jahangir on his accession in A.D. 1605. The  hill riijiis were also frequently summoned to the 
Mughal darbiir to r~~ll i l  thc mil i tan duties a s ~ i \ ~ c d  to them or to be rc\\.arded for the serklces 
svndrred or to be punishrd for dereliction of duty. &bar adopted the practice of retaining a prince 
or a close relative from all the ruling llouses of tllesc states as hostages for the good behaviour of the 
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1 .  Trilok Chand of Chamba was such a princely hostage in his court and was a great favourite 
of *bar, made even Jahmgir" jealous of him. At the beginning of Jahangir's reign there 
Mrere twenty-two princes from the Punjab hills as hostages in the Mugha1 court and it was then 
that Jahangir corlferred on each one of them the title of A,liiinba. The hill rciljris could not have 
failed to be impressed by the intercst the Mughal court took in thr art of painting and the active 
patronage they extended to the artists and their activities ill the court. The hlugllal emperors, 
princes and nobles were also in the habit of presenting nuniatures, including their own portraits, 
tr) the various r a j a  as a mark of spccial favour5'. The Mughal artists thrmselves painted portraits 
of some of the rgj6.i of the hills. M'illiam Finch, an English traveller \\.11o visited Kulti in A.1). 161 1, 
melltions that 'Rajow Bassow' (Raja Basu of NG~pur)  was pictured among the ~lobles of Jal~angir,  
standing on the king's left hand, in certain fresco paintings \vhicll Finch saw in the 1,ahore fort65. 
Early eighteenth century paintings of two JammB princes, Dhruva Dcv and Ananta Ilev, made by 
the hfughal artist, Tek Clland, are found in the Johnson collectjon of the India Office LibrarybO. 
I t  is also likely that the hill r i ~ ~  had the oppo~tunity of seeing hlughal frescos at  Fatellpur Sikri 
and the Lahore fort. The hill rajas used to take hfughal miniatures presented to them to their 
courts and it is quite likely that the local artists were impired and influenced by these paintings. 
\$'ith tlle decline of the hfughal empirc and the disintegration of the royal studio, the artist,, both 
Hindu and Muslim, were deprived of royal patronage on a largr scale. I t  is quite likrly that a f& 
of then1 a t  least may have migrated to the \Veutern Himalaya~ and \\.ere patronised by tllr con- 
temporary lull r5~ii.s. 

The political hegemony of the Mughals over the Punjab lull states calnr to an rnd \vith the 
cession of the Punjab to the Durranis. Among the three traditional groups of states in the North- 
\vest Himdayas Kashmir alone wan directly undrr Durrani rule. The central and the eastern 
g ~ o u p s  of states were only- nominally subject to the Durranis. The  hill chiefs were encouraged by 
tllr anarchy which prevailed in the plains to regain their independence and recover the land of 
M-hich they had bern deprivcd by the hlughals5'. 

During the period of instability in the Punjab, follo\ving the fa11 of the Xiughal empirc, some 
of the hill statrs regained virtual independcncc and acquirrcl considerable influence in their 
lleighbouring areas. Among these were thc kingdoms of Kangra, Ni~rpur ,  Chamba and, to a 
lesser extent, KulG and hlafidl. LVith the emergrnce of virtually independent lull states, it 
natural that activities in art would receive royal encouragement and patronage in this area. It  is 
ofinterest to note that most of the wall paintings of this rcgion \vcre paintcd after the tlcclinr of the 
hfugllal empire and the consequent cniergc.nce of comparatively stronger hill states. 

The state of Kangra was the prenlier state of this area. Raja Ghamand Chant1 \\,l10 came 
to power in A I ) .  1751 took advantagr of the prevalent anarchy and recovered the territor!. that 
had hecn wrestcd from his ancestors by the klughals, with the exception of the Kangra fort. He 
was appointed .\'ii.:im or C;o\rernor or Punjab by hllmed Shah Durrani in ;$.D. 175g5% His 
grandson, Sansar Chand, who succeeded to the throne in .\.D. l775 further estc3nded 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 aggrandisement ;it the cspensc of the otller hill statrs. He 
demanded recognition as paramount power in this arcii from thc rest of the hill chiefs ancl t1lc.y 
sulrendered to him thc most fertile areas \vhich ]lac1 formed part of thC Mughal clrmcsnc'!'. In 
pursuance of this policy Chamba, hiatid1 and Kutlehr wrre attacked and subdr~cd i l l  quirk 
succes.;ion6". For twenty years Sansar Chand was the unquc.stioncd ruler of the Ilills. 'l'llis 
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unchallenged political supremacy enabled him to dcvotc his time to cultural pursuits and pleasures 
of life. Hc 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 Gauriiankara and NarmadeSvara temples in 
Sujanpur Tira. Sansar Chand also built the Siniiloja in Nadaun and embellished it \%ith 
wall paintings. 

NGrpur, 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 r!jiir of NGrpur were patrons of artistic activity. Raja 
Mnndhata, the grandson of Jagat Singh, is supposed to have built the Thakurdz!iirii of NGrpur, 
the walls of which are coverrd with paintingsc'. 

The state of Chamba is also important from the point of view of art in this region. The 
Chamba state r~orhjijl~olis (genealogical lists) record a continuous rule by Chamba riijiis Tor more 
than a thousand years dourn to the reign of Jahangir. Its long political stability may have been 
t h ~  rrason \<hT one witnesses here a more or less unbroken tradition of art activity from about the 
ciglltll-ninth century onwards. Un~cd Singh \vho came to po\ver in A.D. 1748 lvas a powerful 
ruler who consolidated the kingdom. A great builder, he built the Khem Chandi portion of the 
present palace of the Chambn"" rii~iis 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 tlirone 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 chiek 
who was followed in succession by Bidh~ Singll, hlan Singh, Raj Shgh,  Jai Sing11 and Te&i Singh. 
Pritam Singh succeeded in A.D. 1767 and he is considered to be the riijii who is seen paying homage 
to Tripurasundari on thc wall of his palace, in the work known as the Kulfi Devi mural". 

Mafidi was a small state in the neighbourhood of Kulii. It rose to pronunence with the 
reign of Sidh Srn tvho ascended the throne in X.D. 1684. He was followed by Shamsher Sen and 
Ishwari Scn. During the latter's reign, Mafidi \\.as invaded by Raja Sansar Clland of Kanga  
and the king of Rfafidi was arrested. He was succeeded by Zalinl Sen and Balbir Sen. The 
Sikhs became very aggressive in Balbir Sen's time; it was during his reign that the rapid decline of 
Mafidl brgan. Ralb~r Sen \\.as interested in the art of painting; \.igne, a traveller who visited 
Mafidi during his time, states that the riijii'~ palace "had lately been fitted up and painted in the 
Indian fashion in fresco on a sno\v-~vhite \vallG'". 

The Simla hill statrs 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 v e n  
small and. ,jealous of one another, often fought with each other, but all of them took lead in cultural 
matters Gom the Kangra group of states. The rii~iis of Bilapur, Bashahr and Baghal are tradi- 
tionally kno\vn to haw bee11 patrons of the art of painting. 

By about the last quarter of the eighteenth century, the Siklu were threatening the hill 
states of thr \Votrrn Hi~nalayas. I11 A.D. 1783, Forster,*' a British traveller, remarked that 
"rhv prople of tllc area \\.(.re afraid of  the Siqrcfs tvho were already showing a lot of confidence and 



arrogar~ce". The hill states first came into contact with thr Sikhs during the time of GurG Gobind 
Singhe' and then again whcn Jassa Sing11 Rmgarh ia ,  Jai Sing11 Kanhaiya and Maha Singh 
Sukruchakia, chiefs of Sikh misls, tried to extencl their S\\-ay in thr llills"'. Jassa Singh occupied 
the Kangra fort and made Ghamand Chand his tributary in  A.D. 1770"'. With thr  rise of Sansar 
Chand, ho\vever, Sikh influence declined in thr  Ilills, until his over-ambition brought them back. 
After Sansar Chand's attack on the state of Kalhur, the hill rijiic. combincc1 against him and 
invited h a r  Singh Tllapa, a Gorkha general, to come and invade Kangraoo. 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 Sing11 for help and succour7". Sansar Chand had to give the - - 
Kangra fort and sixty-sis villages to Ranjit Singh in return for his help. 

T o  Ranjit Sing11 "the Rajputs were an object of special aversion for they represented the 
ancient aristocracy of the country and declined to countenance an organisation in which lligll castc 
counted for nothing; their existence, therefore, could not be toleratrd and they werc mercilessly 
crushed"". 

Under Ranjit Singh thr  hill statesseem to havc come for the first time und.er dircct alien rulc. 
The  Mughals had only established their political paramountcy but the Sikhs not only imposed 
dircct 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 j ig irs  (estates). I t  may be stated that 
Sikh rule had practically no impact on the artistic development of this region. The Siklls werc 
less artistically inclined than the RajpGts of the hills, who had, therefore, a cultural superiority 
complex z~is-a-vis the Sikhs. The art of the Miestern Himalayas, consequently, suffered d.uring:tI~c 
Sikh rule. With the decline of political powrr of the hill states, their patronage of the arts also 
declined. The  only influence on Pahadi painting of Sikh political supremacy was the fact that a 
few Sikh symbols appear in  later Pahadi paintings-[or example, in somC of thc Damtal, Dl~aramsal 
and Dada Siba paintings; human figures acquire beards even when they were not traditionally 
supposed to have them. O n  the other hand, the Sikhs could not r c a p c  from the refining i~fluence 
of the RajpGts. 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 wcrr 
i n t r ~ d u c e d ~ ~ ,  but basically the paintings remained. Pahadi i~ character. 

I n  all these hill states the r i j i  or the lung was thr Ilrad, the fountain source and tl?c rlispcnsrr 
of everything in life, temporal and spiritual. A study of the prevalent concept of kinxsl~ip i r ~  this 
region reveals that "the authority of the ~ i j i ~  was of a three-fold. nature-- rrligior~s, vcncratcd 
as divin.e, either in lus own right or as vice-rrgent of the national god. Hc \+-;is suprcmr and solc 
owner of the soil, the fountain from which issued the right of the cultivator to a sh;~rrof  the producc, 
and. he was the ruler and master of his subjects who owrd him pcrsonal allcgiance7"." They 
believed that God helped them with special favours and enabled. thcm to found dynastirs. This 
belief in supernatural help is mentioned in the case of Raja Hehangnami who founded the 
Pal dynasty in Kulii". There are also cases of r$is who thought that God was the suprrlnr rulrr 
and they were only the executors of His will. Raja Jagat Singhof KulG performed ayajffo ; ~ n d  for- 
mally gave his realm to Raghunathj~, consid.ering himself as his vicc-regent71. Rijjadrolrt~ or treason 
was considered to be the greatest offence. The r i ja  was thr fountain-head of , just i~r '~.  
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In spite of the absolute power enjoyec! by tl1.e rZjii.r, most of them ruled j ~ ~ s t l y  as benevolent 
dcspots and were dearly loved by their peoplc. Raja Jagat Singh and Raja Bir Singh of Nfirpur, 
for example, hacl won. the hearts of their peoplc and commanded absolute loyalty and h o t i o n  
from them when they fought against Jahangir and Ranjit Singh respectively. Raja Balbhadra and 
Charat Singh of Chamba were known for their piety, generosity aacl goocl ad.ministration". 
The aristrocracy acted as a check on the despotic exercise of power by the rii~iis. Raja Udai Singh 
(A.D. 1690) of Chamba was killed by a n  aristocratic clique because he had given himself up 
completely to sensual pleasures, leaving the admiri.istration of the state to a barber who was the 
father of a girl with whom Udai Singh had fallen in. love78. 

Almost all th.c riijii~ had. loosely organised burca cracies. They wcrc headed by the wazir 
who was invariably very influential. Na th i~ ,  xazir of Chamba duling the time of Ranjit Singh, 
played a very important part in saving his state from completc annexation by thc Sikhs. 

This t)pc of patriarchical government, with most of the powers concentrated in the hands of 
thr kings, d.id not havc large financial resources. Chamba had a revrnuc of Rs. 4 lakhs in the 
scvcr,tccnthcentury. ~ c c o r d i n . ~  to ~ o r s t e r ,  who travelled through Nfirpur in  A.D. 1 78379, thc revenue 
of Nfirpur state was about four lakhs of rupees annually. Similarly, Moorcroft, who visited 
Sansar Chand. of Kangra, mentions that his annual revenue during the period of his ascendancy 
was Rs. 35 laklrsH*. This \\;as latcr on reducec! to Rs. 70,000 for personal expenditure, after 
payi13.g the troops. The material rrsourccs of the states were thus quite limited. 

The concentration of political power in their hands enablcd the riijljiir to patronise artistic 
activity but at thc samc time their limited economic resources made it impossible for them to do 
this 017 a gra11.d scale. The \<all paintings of the Western Himdayas are also accordi~igly found in 
a few cccntrrs alone and c o r h e d  to a fcw rooms only at each centre. 

l .  I'unjab Di~lricl Grxtff~tr, Vol. 11, Pitrl .A, K Z q r Z  l)i\lricl, 19?4-2:;, p. 3. 
1'. Harnes, Sclllreunl Rt/mrl, p. 4, pam I(;. 
'1. \!nc,rrmlt, \Villiam & Trcberk C;rurgr. 7 r a ; r L  irl Ihr Ilimalusoa Pro, inns u i H i n d u f 6 n  oradlhr Ptqizb irv Lndak and Kh'llbnjir, i n  Pt$l.au.or. habal ,  
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THE SOCIAL AND ECONOMIC MILIEU 

A RT CONTENT ANTD sometimes even art forms are directly or indirectly conditioned by 
the social and economic milieu 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 
of the Western Himalayas \rere created in a society at  the apes of which was the riijii and a feudal 
aristocracy. The common people were agro-pastoral, and their social and economic conditions 
wrrc regulated from the top downwards. 

The social order \\-as not only upheld by the kings but also repdatecl by them. The king 
was the arbitcr of the caste system as well. In  fact, 11' could change the caste of individuals and of 
whole tribes'. H e  could even admit back in caste fcllo\vship such persons as had been expelled 
from the caste for a grave act of defilement. 

. . l h c  Gcqutmt visits of the lull r?i;hs to t l ~ c  courts of the R.luglia1 emperors made them 
conscious of the luxi~ry, grandeur ancl magnificrncr of their courtly \vay of life and they could not 
b ~ . ;  feel iniprcssccl~. Tllc hill riii is \\,ere also impressed by the Mughal patronage of leanung and 
the arts, which were also considcrrd as significu~nt status symbols. I t  was in the logic of things that 
they would try to emulate the Rlughals. But they were chiefs of small states and their mcarls were 
very lilnitcd. Naturally, they could not cvcn dream of organising art activities and patrollising 
them on a large scalc, though t1ic.y calcd but little in squandering whatever little resources they 
had in t l ~ c  pursuit of pleasure. Literary sources indicate that the!- used to spend their time in 
drinking, (lance ;ind music and a gcner;il atmosphere of licentiousness3. Bihari's doha (couplet) 
quoted bclo\v illustrates this aspcct of their lives : 



Billari says i n  the dolt8 that the reflection of Kaja Jai Sing11 in the mirror shines so gloriously that it 
lends lustre to the mirror itself and it appcars that Kamadcvn lias Iiimsclf cntered into this h in 
order to reflect through Jai Singh'. Thc fact that considerable luxury was the o r d r ~  of the day is 
also indicated by the accounts of foreign travcllcrs. Rloorcrofi6 \vrites that Sansar Ch;ind used 
to devote his evenings to singing and dancing. Jacquemont6 dcscribcs t l ~ e  ~ @ i i  of Nahan as "a 
halldro~ne young lnan of twenty-two \vitll tlir clcgant manncrs of high bred Indians in  tllr plains 
and frank, active and con~municati\,e like tlie hill people". Ha also says that Sansar Clland 
had a large <a~liinii (harem) \vhirh \\,as accommodated in a huge building. He states f ~ ~ r t h c r  
that the riijii of Bilapur dcvotcd almost his whole time to the pursuit of plc-asure. \:ignc7 gi \w a 
\+\>id description of the court of Raja Charat Singh of Chamba, \vIli~ll again cmphasiscs tllr fact 
that the riiJii.r lived a Icisurely life in ~vllich tllcre was enough time Tor music. dancing and painting. 

A life of luxur). pursued by the higher strata of society presupposes a whole class or 
performers and entertainers. For instance, about Raja Sansar Clland, wlio cpitomiscs luxurious 
living among the llill riijiis of his times, Ghulam Mohiuddin writesR : "For many years hc passed 
his days In great felicits. He was generous in conduct, kind to his subjrcts, just as Naush i~~lan ,  ancl 
a sccond Akbar in the recognition of men's good qualities. Crowds of pcoplc of skill a r ~ d  talent, 
professional soldiers and others, resorted to Kangrii and gained happiness from his gifts and fa\~ours. 
Those addicted to pleasure, \vho live for the gratlfication of othrrs, flocked from all quarters ancl 
profited exceedingly by his liberality. Prrformcrs and story-tellers collc-cted in s~ich numbers, and 
received such gifts and favours a t  his hands, that h r  \\.as regarded as the Hatim of that age and, in 
generosity, the Rustam of that time.. ." Hc also settlcd in Sujanpur Tira  goldsmiths, blacksmiths, 
carpenters and carpet makersg. 

Gifted artists flockcd to the courts of tllc hill riijiis who also made conscious attempts to 
enlist thrir sen~iccs. Patronage of tllc Gts  o~ved a grcat deal to tllc acstl~rtic scnsibilitics of the 
rii~iis; it was also an ostensible symbol ofpolitical status, social and cultural prrstigc and awart.nrss. 
Almost all tlic hill riijii., built tenlples and palatial buildings. I t  is kno\\.n that Kaja Sansar Clland 
of Kangra was a grcat builder and many palaces in  his state \vrrc beautified and cmbcllisllcd by 
hirnlo. H c  also laid a number of gardens, thc most beautiful of whicli was tllr gard.e~>. at  
AIarnpur ~\.hich is said to have rivalled thc Slldimar gardens of Lahore. Nadaun, his capital 
during the earlier days of his reign, was so grand that there was a commorl saying in thr hills : 

This meant that visitors to Nadaun found it dilficult to Icavc, \vlucl~ i~ prrllap\ explained by the 
fact that there were two hundred singing and dancing girls over thcrc and whoever came under 
their spell nevcr liked to leave the place". 

\Vhat is more important from the point of vir\v of art activity is the fact that Sansar Clland 
maintaincd a large atelier of painters in his court. bfoorcrofl lv~ites : " S;ulsar Clland is fond of 
dra\ving and has many artists in his employ. He has a largr collection of pictures but the grc;itcr 
part rcprcsent the feats of Krsna and Balarama, the adventures of A r j u ~ a  ;lod subjrcts from the 
Mahabharata. I t  also includes portraits of many of the ncigllbouring rii~iis and tlicir 
prrdece~sors~~."  Sansar Chand >ras also the patron of the \\.all paintings of the GauriSank;~r;l 
tnnplr in Sujanpur Tira and the SioZlajla in Nadaun, whercas one of his qucrps commissioilctl tlic 
wall paintings of the Narmadegvara temple in Sujanpur T ~ r a .  Raja Pritanl Singh 01. K u l i ~  
is supposed to he the rqjii who is scen standing in front of Tripurasunda~.~ in t11c K u l i ~  1)r\,1 
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mural which helps one to assume that either he, or onc of his successors, must h a w  been a patron 
of the Devi mural. Similarly, the Nurpur rii,ias commissioned thc wall paintings of the 
Thiikurduiirii in the Narpur fort. The rizjii of Sirmar is supposed to havr hcrn the patron 
of the Mani Majra temple wall paintiags. Thc rqjii of Mafidi is also thought to have hccn fond 
of paintings and a patron of art, but \VC have no reliable cvidcnce in. this rcgard. 

As most of the wall paintings wcrc tlie works of artists who wcrc rvidcntly employed by the 
kings (and their courts), thcy lvcrc bound. to be guided in their choice of subject-matter by the 
tastes of their royal patrolls. Royalty, as WC have seen, lived in those days a life of luxury and 
amorous indulgence a d  any artistic expression reminiscent of such a mode of life xvould naturally 
bc to their liking. Thcir choicr, tl~crcfore, fell on the usc of religious themes and symbols which 
the proplc would accept an.d which, at the same time, \rould offer a vicarious outlet to thcir own 
desircs. The  artists. thcreforr, hit upon t l x  idea of illustrating most of thair paintings with 
Krsna Lila and Rama Lila themes which I ~ a d  a popular religious sanction as EieSavada 
writrs in his Ra.~ikaFr?).ii'~ : 

"3 vvr;~-mk Rq W 99 l 

m nm m it, m 4- - 1 1  

H a f ~  TFT m, +R m 
-W r r m m  M, m a33 3711 

3m 3 % ~  sfa fqrfa +, m s+r sirs fm I * *q 65.T m, a3-w qu m h 11"  

KeSavadas says that all aesthetically inclined peoplr should scrve Sri Kysna, who was the beloved 
of Radha, who producrd laughter \\.hen he stole the clothes of gopis, who stirred the emotion of 
sympathy \\.hen he \$as tied as a child by Yasoda, who appcarcd in his heroic form wlule destroying 
l'akasura and Putana and who evoked the feeling of surprise at  the time of oaslralzarana. There 
is no wonder, therefore, that the artists concentrated on  portraying the lives of Radha and Krsna, 
thus finding a vicarious outlet for tlleir feelings. While painting conventional religious themes 
on the walls of temples, the artists took pleasure in illustrating court life. Perhaps tlley were 
i~ispircd in doing thc lattcr by the counterpart of episodes in tlle livrs of the hill riijiis, thc princes 
ancl the noblcs. 

Tllc artist drew heavily kom the life and doings of their royal patrons; the royal princes 
and nobles were eager to leave a rccord of the grandeur of their courts for posterity. Thus we f n d  
that wllilc painting tllr sccnes of the court of Dasaratha on the walls of the Narmadesvara temple, 
thr artist llas dcvotcd h\.r or six panels in depicting scenes of dancing, music and festivities which 
wrre presumably inspired by the court of Raja Sansar Chand. In  the Gaurisatikara temple also, 
thc artists, a t  the request of Sansar Clland himself, paintcd sccnes showing his dalliance with 
.];~rnalo, thr favourite mistress of his last days with whom he had shut himselfup in this palacr. The 
picturc OS thc palacr of' Kamsa (Fig. 1 ) in tllc Thiikurad~liirii of Ntirpur shows elaborate seating 
arr.ingclncnts, thr ladies of the palace look upon the sccne from the palace windows; the riijii is 
seated on a IligI~ pcdcstal; below him are his nobles, many of them in full armour; then come the 
court ports ;111d lcarned men; and last of all, the musicians. This indicates not only the grandeur 
of Kamsa's dnrbiir but also an awarcncss of the protocol as observed in the local darbiirs. 

Before the Rajput rulcrs had established themselves in the \Yestern Himdayas, this region 
\\;IS ruled by the thiikur.~ and the siiniis". They \<ere graduall>- replaced by the Rajpi~ts who 



Fig. 1 ~\Zr/mr, Th i ih r l r i i r i i  -'6'oi<n'r Lrbar . '  

were mostly the collaterals of the ruling class. They lived like jkirdiirs or landlords and were not 
supposed to follow the occupations of ploughing, animal husbandry or trade for fear of losing 
caste18. The lower castes tilled the soil while the Rajpi~ts themselves imitated the life of the riijiis. 
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 Rajpat 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 Rajpat cavalry and elephants going out to war can be seen in Nadaun (Fig. 2) and also in 
NarmadeSvara. There may not be any doubt that the Riijpfits helped to contribute towards the 
romantic and lyrical character of the wall paintings of this region. 

Large VaQqaw seli8;ozls ma ths ,  although not important Erom the point of view of caste, 
had a signijicant place i the social and religious life of the region. It was to the ma$has that the 
mmamon p p l e  and wmtimes even raj& came for seligbus instruction. The m a b k  used to 
ocEehte 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 uhe 
niaetbenth centuries, the mathas accumulated great wealth derived very largely fi-om private chari- 
a. In the general atmosphere of patronage of artistic activity, the mafhas also thought of adding 
prwtige wd dignity to their fbundations by patronising the arts. Two of the oldest madhas in this 

found at IPmnt@ and P*in&ri in Gurdaspur district are embeIlished with beautihl wall 



W h i i e j i l l t b ~ ~ t h e b ~ w e r e ~  tu beat& had 
efthe caste wphatian, in the Westem Efhdaysz && pdtion was 
rather b&w that of the primes and the Rajpars, naraeiy of'* Khtrips.  
Hem they did not enjoy the same degree of iztqmftap~~ d as they 
did in the plains. T b  zmkp bo due to the fact that even k Rsjiwl-tib itself, 
h r n  where m m  && princes came, the &hatripas oc~upfcd a more 
important posithi in the social, political and economic hieramhy. T h e  ckssi- 
fication of ptis castes8 made by the ruling prime on the advice of his 
reI@ow advisers, was supposed to be binding on the connunityxq. 

Interesting illustrations of the position of the Brahmias are seen in the 
KulB Dwi mural. In it the Brahmins arc shown in humomus poses with 

Fig. 2 Nndaurt, kicdlaya -'A RajpT1 any srtliug rutfor W.' 

bloated paunches, discussing the sacred books with each other; the princes are 
also shown as if they were equally learned. STidhiir and sannytists 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 
svocadons--eating, washing, or shivering in front of a fire in the Kulfi Devi 
mural (Fig. 3) as if to show that they were ordinary mortais 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 

Pig. B bd, SI*i#w Fbb~-~Sadki5  dhnding 



Ghkth, &iat%s> G d m  a d  t4e menialS. G- a d  the K-ts f&matcd the ba&me ofthe 
d as hey m m  mpoasible firr the etlkiv&n gif gh &l. They were alsa pm&&& 
in large aumbm in the hill d e s .  

Tg, &&a were the awst W&-bows of the aoamercial caate8 who h a d  settled 
phdpdlp in the neighbourhood ofJvalamukhi md Nadaua mq were supposed to be sany&is 
bu in -a1 practice they owned land snd also engaged in commerce, having a monopoly of the 
@urn wt. They were the money-lending cmtes arnd o h  lent money m the raja for their 
d i tary  ar 'buo'Ming activities. They were considered so low in social status that they did not 
hawe a y  in nodding tastes. 

There were also many menid castes like the Charn-, Jhewars, Kdk, Dagis a d  C&& 
w b  ~nera l ly  used to work as domwtic servants for the higher caste8 or carded on lowly occu- 
pations. Tby were also empIoyed as labourers and &m in the villages. 

The Gadcr1o and the Oiijim me pastmal and nomadic tribes who were mnsirfercd outsih 
tke p& ofthe C=& system aucZ reurked slightly above the menial castes in the social order. nt 
handsome Gitddis belonged to a Hind11 tribe; they maintained that their atlcestors originally came 
h tb funjxb during fie time of the Mohasrunedan invasions. The Gaj~rs were generally 
Moldim by byon .  Both these kxibes were elthrenrely poor. 

Attbugh the oommon people m e  handsmix, hey do not seem to haw inspired actual 
physical portrayal in & paint.&* Ikl,ertr?xm of the royalty and the nobility who were all d- 
denzly R&&ii~ were &e h o u d t e  stabject~ of repfewatation in the paintings by the ds@. There 
aw: no representations of the Girrhs or Kmets carrying out W r  dculnu, td oper$aiu.w, nor are 
&e Gas* &own in any of the WgU paintiags of this area. The lower odws of 
thR Charoars and JkewIw etc. are shown as Hasas and &U, ch~lr~-bearers, rnii&D (elephant drivers) 
d as bot-soldiers. Their inferior so& position is very clearly indicated by the way kures arc 
gr8upd h the co~npodtiom. ~ k e  l d n g  figwe, an aristocratic lady or a I.Tji2, is always show 
dtdhg or standing an a higher level than his sends, courders and servants. The clothes of the d& 



ae superior zd they are alwap di9plSmyed we;aslimg am;ammlg f a n  fhe ~WM pecqkt 
The &is dYad&a in a Narmade#wa pZ;aihg & KW's %&l (Eg.4) &ad EdtmWs m i d s  ia 
a Pin&ri&nting (Plitte XV) are show &m&g or sit* h lam gs3aae8 than both rhae 
princmms, The dothm wum hy the m&& ate dm rvugher. Ths m aaldie*,* e m %  
aid da;Bgl uf other lower B ~ S  &a &tom h d h  &m snd iu da~ker msqdaians as m- 
pimd to the U@EF (cs@a%md classes. The Gad& sJdme tkre h dawahave bean painted 
i a separate pascl in 'the k b  palace pig. 5). ,.* &&~MI, dstncer8 and atertahm~ were d e r e d  only a little b t  than maials. 

-*l standing of t i ~  musicians ~ n d  perbrepn was in e+rmiiy with th trea- 
#&,t%d;l~ meted out to them ail over India. In the 3Pua&ib plains, they were referred t6 as Ibfa7fM.s 
M singers and ~achm-u'iib or dancers, with whom respectable c i b  were not %upposedtohave  an^ 
social omrnunication. Wherever singers and dancers are &own in these paintings ztredways 
pla~ed ia the composition on a much lower plane than the persons of higher bels of society. In 

Fir. 5 rlnti, Raja's Palam-'Gaddir Imuclling' and '-4 circur srtnr.' 



mw3TBSBl WALL PAWIXNGS OF THE WB8'l%lU4 BUh6kAYXS 

Kaha's g c w  SE ttthpup (&g. 1) the do iana r  and tmmpemrd ltre located in 31 mpprate 
00.- a& $6 at a reesper,6abh distance h tb wutxEe~, 

my&, rhe p m ~ b  of the a o m o n  people a& mch are not g e n e d y  portrayed in &.G 

&&a& pd&ngs it q m m t  be denled that the way of 8 9  of the mmes &o h d  maze influence 
an this aat. Rnral-pastoral themes have found a place in the waU paintings partly due to the fact 
rh;lt h e  ar'tists came b m  a rural society, dthough, primarily, this wa9 due b the reascm &at the 
ZWhzt l-nd enjoyed such a wide popularity among the Rajpfit ruling and military 
&sea,, that the rural-pastoral life dMathura and V~ndavana 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 tendmess and delicacy of feeling 
shown by the artisb in the painting of cows. The naturalistically treated cows of the variorrs 
iflastrations of the Cwnr&nuBtr*atra t hem h m  IQpa's life as at Chamba (Plate XXV) could 
not haw; been painted in my society but a pastoral-agricultural one, in which the rural people 
looked a b  their COWS like their own children. The illustration of simple huts and small houses of 
the poor people ate also representative of rural lif  .* 

The (301oufi life of the common people seems dso to have infiuenced the content and 
carapt&don ofthe wall paintings ofthis fegion. For instance, the QQxRmOn 3nan in the hills is gay, 
fight-kwd, fond of music a d  dancing and of &S and festivals; the artists seem to have taken some 
delight in presenting this aspect of their sacial environment. In quite a few of the paintings people 
me &,own as dancing and siughg and prslYi.g m instruments in htmt of the rulers. The favourite 
dssdle seems to have been Ehthak and most of the court scenes show women Kathak dancers. I t  
seem that mm were also fond of daacing as seen k m  the pain- of the vigo~ous $tick b e e m  of 
Dharamsd (Fig. 6). P W ,  t&$urSi, trumpet, cymbals and sthangi appear to have been the most 
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popular musical instruments as seen from their illustrations found in the Nfirpur wall paintings of 
Kamsa's darbrir (Fig. 1). Holi, the spring festival of colours, seems to have been a popular 
t11t.me in many paintings, a t  ,Rangmahal palace, Chamba, and in D d a  Siba, for instance. 
Other popular festivals were Sivaratr~, Ptirnima, Naga Pafichami, Janmastmi, Dussehra and 
LohriIB. 

I t  is somewhat strange that despite there being considerable manufacture and trade of 
llandicrafts, nowhere in these paintings does one iind any portrayal of them. Moorcroft1O mentions 
that "the madder grows wild in the vicinity of Joshimath ... and it is used by the BhoGa to dye 
the coarse woollen clothrs manufactured in the mountains ... Hemp grows freely in the valleys and 
on thc slopes of thc mountains. I t  arords a strong fine fibre and is worked by the natives into a 
course canvas and into thread and rope. Wax, tar, pitchy resin and turpentine are all available in 
any quantity". He also refers to bre-keeping, flax-growing and manufacture of fine cloth and 
sllawls avd th.c working of salt mines at Maxidi. But none of thr commercial pursuits interested the 
artists evcn though the route to Srinagar, L a d a h  and Tibet lay through the hills and there was an 
extcvsivc. trade carried on in exporting wool and woollen goods, musk, opium and shawls and 
inclustrial goods on this route. Foreign travellers have also left accounts of the bustling bazars at  
Nadaun, Niirpur, Maiidi and Kulii'". 

I t  is perhaps of some interest to note that although the society of the LVestern Himdayas 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 system was 
perhaps dur  to thrre important factors : first, the prerogative of the rrijris to change the caste group 
to which a person belonged; secondly, the flexible marriage custom; 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 g i ~ i n g  of a daughter in marriage to the same or a higher caste. 
In  the coursr of a few generations the drscendants of a son of a ~ u d r a  woman from a Brahmin father 
could aspire to becoming a Brahmin. Change of occupation also resulted in change of caste. 
According to Barncs, the Rajpiit families of Kutlchar and Bangahal were originally of Brahmin 
stork but when thry started ruling they became Kajptits, that is, Kshatriyas. I t  was common for 
a whole tribe to rise or fall in the c a t e  ladder if it changed its occupation". 

Mukandi Lal and Karl Khandelwda have argued" that the artists in these hillstates 
came prt.clominantly from the svarnkiira or goldsmitll caste. Goswami", on t h r  other hand, has 
sought to p row tliat most of the Pahadi artists, at any rate fiom the latrr half of the eighteenth century 
onwards, ll.ailecl ii-om a singlr Gunily wllose progenitor was Pafidit Seu, a paintrr belonging to the 
/arkhiin or carpenter caste, ancl tliat they were all residents of Guler. This is not borne out by the 
c\fidcnct. of the artists o r  tllc \vall paintings. Unfortunately, altl~ough sufficient evidence does not 
csist to indicate definitely the names of the various artists who were responsible for thr different 
cc.1ltrc.s of wall paintings, local art tradition points to the probability that they came from 
dilli .rc~~t castcs. 'The priests of the Narmatledvaru and the GauriSarikara tcmplrs claim that the 
artists of tl1c.s~ i \ vo  ten~ples came fiom Dellu. but they d o  not claim to know their castes. ' ho ther  
local t~adi t ion ;~tt~.il,utcs tllr paintings of thcse two temples to a family of Bujhcri~ Brahmins ivho 
usually lived b ~ .  bcggi~ig alms on Saturdays :llonc but who in this instance were paintrrs as \vcll. 
'1'11r paintings on tlic \\~;rlls of the Nilrpur fort arc. traditionally iusociated with a n  artist whose 
n;Irnc. was Gol i~  and \\.l10 was ;l tnrkl~hrr by castr. The  paintings at  Pindori and Damtd ,  accor- 



m a I d  kge~$, ate s u p p a ~  to have been emx~ted by Vaiqpm @@gU or m& who 
had reaot~~oe$ tb W O ~ .  The p&- responsible 6r the Dha98- pzhdngs i suppod 
haw bem a &W or mason. Thus whatever little pmd is availab1e Indicates that the aptim d 
die wail p&i&igs came &m &.fferent castes. 

There is no ewidene to indicate that the artists in these hill states &re orggnised into guilds 
$*g this period. It is, however, Iikely that a pmon did not take to the vocation of an artist 
&ply because he felt inspired to do so; in most: cases it mmt have been a hereditary skill, in that 
ofothm&st another slrill to be learnt and practised. The family of the painter GoIfi of Nlirpur is 
d d  to have practised the art of painting fm generations. Similarly the family of the Bujhem 
8rahmins of Suj~npur is said to have been responsible fbr the Narnadellvara and Gauri$a&ara 
pahting. This ~~y has been fkund 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 sitmation in the hills was not different. In a few portraits ofthe artists found in miniatures in 
the whctioa~ ofthe Punjab Museum, Chanqiigarh, they are always shown in humble poses standing 
with hldd lzands or looking shyly at the ground. Painters who came from the lower caste ofcarpen- 
ters, masons or gioldsmitha usually had to content themselves with very meagre allowances, either in 
c& m in kind or in both from their patrons. Some of the hereditary familfes of painters were, 
however, given s d  gram of land by the rBIs w b  employed them. A few artists like Padit  
Wwtaan of Msi& md Mola R- of Garhwd lived, however, in comparative affluence. 

The position ofwomen and the ideals ofwomanhood held by the society were very important 
social factors influencing the artistic activity of the region. The artist does not derive a purely 
amthetic enjoyment in painting woman-one of the most beautifid creations of nature-but he 

shows his social w ~ e c i o ~ e s s  by the type of woman he depicts in his paintings. As royalty 
was the patron of the art ofthe Western H;mi%laym, the artist was bound to be iduenced by the 
Seals o f w d o d  held by the ruling and the upper classes. The upper classes paid lip service 
aad bmage to the divine in w o r n  as shown in the numerous illwtratiow of Mahigamardini Devi 
h $h@ (Eg. 7), diviiliija af Nadausi, mjra 
and Tripuraundari in ehr: Kulti Devi murd (Plate 
X5JIlT) but after the artist came down from the 
4 contemplation of woman as W, l ~ e  saw that 
the kind of woman who was admired and appreciated 
by his patrons was very di&rent. Here, the uppm 
&uses regarded the acquisition of women on the same 
l 4  as the acquisition 0fpialace5~ firts and territories. 
This attitude i s  seen in the Narmgdellvara panels 
whir;h shaw Rsja 6riyans saving his head by giving his 

.to Raja Rh-. Infanticide was also eom- 
d y  p3.acW in this regions. When a girl grew up 
she waa given hardly any education worth the name 
exapt in the wriptures and that only if she belon- 
gmi tt3;e higher castes. The Devi mural has illus- 
&J&WJ of learnad women holding books in their 
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hands. I n  actual practice education seems to havr been a rare phenomenon among women. 
Child marriage was common and all marriages wcrc arranged by the parents". Once a woman 
was married, hrr  life, especially if shc belonged to the upper classes. was difficult as polygamy was 
the order of the day. A woman l~acl to share hcr husband's favours not only with co-wives but 
also with concubines, dancing girls and mistresses called rakhorar. Family life was miserable. 
Jacquemont'; writes : "Society in the cast is \vitiated lrom its vcry foundations. Its chief element, 
thc3 family, is almost non-existent. Among the upper classcs wluch set the example for the rest, 
polygamy makes Indian fathers indilkrcnt to their children." 

The fact that polygamy was the order o f th r  day, at least among the upper classcs, is seen by 
the number of queens shown in Raja Gopi Chand's palace as illustrated in a painting of it found in 
Narmadesvara (Plate X).  Thc men among t lx  higher castes kept their wives well guarded in 
rxclusivc apartmrnts as seen by- the purddj observed in the palaces of Dasaratha and Janaka in 
Narmadrsvara paintings and in Kamsa's palace in Nfirpur (Plate Ii. 

It is c o m ~ n o ~ l  knoxvledge that in both Rajasthani and Pahadi miniature paintings, there is a 
grc;lt tlcal of idealisation of romantic lovr and passion centring round the legend of Krsna, 
Kadha and the golis,  and the themes of ragas and r k i n i s  and of the changes of seasons during the 
twelve months of the year known as BciriimZsac. One need not go here into the psychologiral reasons 
of the origin and evolution of this kind of attitudr towards man and woman relations, but it is 
nccessaly to point out that, to bcgin with:tllese tllemes wcsrelitcra~y in the main and wrre exploited 
most by poets and singers. This attitude was characteriscd on thc one hand by a longing 
for romance in both men and womrn, which is very undcrstandablc in thc context of medieval 
Ra jp i~ t  society in  \\,hicl1 the segregation of the scscs was a dominant feature and which was further 
characteriscd by a completely erotic approach in regard to woman's role in man's life. The  best 
literary advocates of tllcse theories \\-crc the poets KeSavad~? and Ril~ari who in their well-known 
works, the RasikaFrGa and the Salsaj respectively, express Bhakti or devotion to God through erotic 
nuanccs. The physical attributes of a \voman xvllo could embody these concepts were described 
very ~vcll by Rillari in thc fo l lo~ing  dohzs :a 

791 m1 M ga, -1 4 k I 

Fd% W ft, jg T 9 1 5  11\417) 

Tllc hcroine, or t t q ika ,  ;I( (.orcling to the abovc couplets, is ollr w11o is fair like glass painted with 
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wood pasteand fragrant like a lotus flower. Sheis so fair that the lightofthe beauty ofaflowcr. 
of moonlight and of a mirror pales before her. Hcr youth has given her body a light of its own 
a7.d whensl..e wears a red wi l  it seems she is hidden ir! 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 a riijii who would 
rule over the entire country. I n  short, this heroine is so beautif~d that the more one sees of her 
the more enamoured one's eyes become by looking a t  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 enjoymcnt 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 mentioncd in Bihari's dohiis, but who was also proud of her passions, slightly forward and 
forthcorning and whose only desire and ambition was to indulge in i7ngiira. 

Rajasthani and Pahadi ni~l iatures  have immortalised these moods, feelings ancl sentiments 
in  variegated colours and compositions-all under the cover of a religious themr 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 
amsts and their patrons had not the slightest experience in  acutal life. These themes and images 
were undoubtedly conventional, drawn from earlier miniature paintings and litrraturr, but it was 
these conventional themes which served as the vehicles of articulation of the amorous desircs and 
romantic nostalgia of the patrons of tllis art. I n  Chamba Rangmahal paintings, Kadha is shown. as 
sometimes annoyed with Kysna, at others waiting longingly for him and in many paintings t l o i ~ g  
herirngiira, often assisted by Kysna Ilimself (Fig. 8). I n  Shogi (Fig. 9) thrre isa brautiful depictionof 
a n9ik7r playing a musical instrument thereby giving vent to her sorrow on being separated from llcr 
lover by pouring out her feelinss to a deer, the traditional companion oi lonely womcn. On the 
Kulfi Sultanpur palacr tvalls arc painted Klinfiditii and Abhi.tufidhita niiyiX8s. Almost all the womcn 
painted by artists arc beautifully attircd, wearing ornaments and make-up. Two fasllio~i.;~blr 
women of Nfirpur (Fig. 10) holding hand bags havr great stylr. Women of tllc lowu c;~strs and 
classes also make their appearance in some of the wall paintings of the area, mostly i~l.cidrnt;llly, 
as maids and attendants. Scenes of singers and daricrrs arc often paintrcl. 'I'llerr is also a sn;~kc- 
charmer in one of the panels at Dharamsd (Fig. I I j .  \C'omcn so1dic.r~ (Fig. 12), seli.olars ;lnd 
yoginir are found illustrated only in thc KulG Dcvi mural. 

The social and economic picture or the \l'cstcrn Himalayas at  the timr of tl1.c \v;III p;tintings 
discussed in this study rcveals a feudal socirty \vhcrr all power was concrntratctl i l l  tlw Il.;l~icls of 
the royalty and thC nobility. The lowrr classes clid not havr any social or c.conoinic. standing worth 
nlmtioning, but the artists came primarily, with but frw exceptions, kom tlicsc. clnsscs. 'The) 
wcre intcrestcd in articulating the tastc-s and temperaments of thcir Scutl;~l ancl ilristrocatic patrons; 
even the themes portra).ed were of thcir choice. It  was a dccayil~g fiuclal society, inhibited ;Incl 
rigidly bound by tradition. In  art too, they hat1 inhcritcd ;I tr;rdition and i t  was thrir tlrstiny 
to carry on the tradition with whatever ment;~l, morill ancl material resources thcsy \v(.r(. )(.I 

endo\ved with. Such a colnmun-ity by its \,cry nature c o ~ l d  not have producrcl a poivc~ fill ;II t .  

But what they did in thcir modest way, though very much smaller i l l  scale, had its own \\\-(TI ( . I I ; I ~ I I ~  
and dignity. 
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Fig. 10 N'irI~ur, ~ . a k u r d t a t e - ' T ~ ~ ~ ~  Ldtr~.' 
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RELIGION, MYTHS AND LEGENDS 

AISNAVlSM WAS T H E  dominant inspiration of most of the wall paintings of this 
repon. This was not the Vaisnavism of the later Vedic literature of Vaudeva Kysna' v .  or of Panini's AslTidhyii;yt (IV.3,98) who mentions Vaudeva  and Arjuna as Kshatriya heroes$. 

Nor was it the cult of K n n a  as propounded in the Bhaguadgilii from which K ~ s n a  
emerges as a n  aualiira !incarnation) who is born repeatedly to uphold good and destroy evil. 
The Pahadi artists were on the other hand attracted by the Vaisvavism of later Vaisnavite 
Puriinas mentioning Krsna as a playful mischievous boy in the pastoral settlement of t ia ja3 ,  and 
the tales of the Bhiigaoata Purzna. The essence of this cult was the love of Radha for Krsna, the 
tales of Kys~a 's  boyhood at  Vrndavana and his fondness for the golis, all in the context of a rural- 
pastoral society free from the inhibitions and norins of a society governed by ~n~iirta-pauriinik Brah- 
minisrn. I t  \ras the Vaisnavism of the K ~ s n a  cult which is mcnlioned in \corks written after 
A.D. 1000, bcginninq from Jayadeva's Gitagollindam of the twclfth century, Bhanu Datta's 
Rasanrafijari of thc thirteenth, Xht i  Ram's Riis Riij, Bihari's Safsai of X. D. 1662 and Kefavadas's 
Ra.rikapriJ2 of thr Iatc sistccnth century. Besides these writers, a group of othrr poets including 
Yidyapati, Surdas, Bansidhara, DC\. Llatta, Scnapati? Suntlardas and Tula Ram contributed a 
great deal to tllc popnlarity of this cult. 

In  the body of literature ju?t referred to, and in thc prevalent i'aisnavism of the times, 
K ~ S I L L  representc-d lovc, passion and drvotion as symbols of the final union with God. At this time 

/ W I I I ~  !sIovc) and blrakti (dcvotion), ho\ccvcr, \\-ere considered to be the mostpotent ways of realising 
God. It \\;IS also held that this lovc should bc so all-consuming that it would lead the devotee to 
sacrilicc c~\,c.r!-tlii~lg for Him. This is brst s)mbolised by the great lo\e saga of Radha and Krsna 
whcrc R;I(LII;I, ;I ln;~rricd \vojnan, forgcts about I ~ c r  homr and bmily honour and madly loves 
a l I I l l I t l  a n  c l .  The moods, ferlings iind emotions of this 
I o ~ c  saga \vcrc u\c.tl .IS ; \ I ,  :~llcgory for the soul's l o ~ ~ g i n g  for God and Gotl's rcsponsc to it. 

There \zfrrc Iii\rol ic.:~l ; I I I C ~  social reasons Tor tlir popularity of this Krsna cult. During tlie 
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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. Rorna~lce 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 were generally stifled by social duty, 
conjugal ethics and ramily morals4. This cult of Vaisnavism was encouraged not only by thc 
riijas and the idle rich but also by the religious mathas. The members of the n~ntlzas started imitating 
the riijZs, lost contact with the people and lived a lifc of luxury5. The Vallabha, Madhava, 
Chaitanya and Radha Vallabha sanzpradii,vas all encouraged the parakvii bl~iiua by condoning a 
woman's lovc for a man other than her husband, and for this they found their model in Radlia who 
was a parakiya nqikii8. 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 introduccd 
from the plains. The most important agency for introducing Vaisnavism into the hills was the 
Vaisnava uairagis from the religious mat l~as  who came here from outside for the purpose of propa- 
gating Vais?avism. 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 
V a i s ~ v a  uairiigis to visit the hills7. He converted Bllagwanji, the founder of the Pindori darbiir, 
and is also said to llavc gone to KulG and founded a centre at Nagar. A place where hc used to 
meditate is still shown to visitors as Piuhariji's guphii (cave). His disciple Bllagwanji 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 tlieir 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 gaddi won the respect of a 
large number of hill chiefs, especially those of Chamba, Jaswan, Mankot, Bhandralala and Jammii8. 
I t  was the Pindori gaddi which established branches at Damtd during the period of Mahaiit Hari 
Ram in the middle of thc tenth century and a t  Baithii in Guler during the period of Mahalit Ram 
D% about -4.D. 1736-37O. Aiother uairiigi in the hills was Bawa Banarsi Das who had comc from 
Jaipur around A.D. 1616 and was responsible for the erection of the tower at Sirmiir. The 
message of the uai7iigi.r was also propagated by hordes of Brahmin Vaienava palidits most of wliom 
came from Kaii and settled down in the Ilills, sometimes at the invitation of the princes. Harlpur 
had so many paiidits from Varanasi that thc hill people fondly called it the 'little KaSi'. Thc family 
of Paiidit Mohan Lal, Riijaguru of Chamba, traces its desccnt rrom Varanasi paiidits who camc to 
Chamba in the reign of GaneSavarmanlo. Moorcroft in the nineteenth century found Kriclun~ri 
pafidits at the court of Sansar Chandl'. Captain Harcourt refers to thc palidits at thc tclnplc of 
Nirmand in Kulii as coming from Kashmir and Var~nasilz. 

The Rajpiit royal families, almost all of whom camc from Rajasthnn and IJttar l'radesh, 
also played a very significant part in introducing Vaisnavism in the hills. 'Thr possibility of their 
inter-marriage with the royalty and the nobility of Rajasthan cvcn aftcr thcsc princes had comc to 
the hills cannot he ruled out. They also went on pilgrimages to KaSi, Prayiiga, Gaya, ; u ~ l  
Jagannatha13 and brought back with them not only Vaisnaw idcas, myths and legends hut also 
l'aisnava icons. Raja Jagat Sing11 of Kulii liad Raghun~thji's image brought from A\otlIl\ ;L!'. 

The image of Krsna in the Thiikurdniira at Ni~rpur is reported to havc been brougllt holn 
C l ~ t o r ' ~ .  Furthermore, the riijiis by employing patidits from outside who used to rccitc. \.;~isnava 



poetry, hold Pm;Ugfow r&t& (h#&} in tJ,# -B, ratd sing songs at he must, 
helped a gre~t d d  tzmwds the pmpsgadqn of Va&mvim in zke hi&. 

A &M important category of persona who were responsible fbr bsc spread of Vsis iqvh 
we-re the prince4 and people d R a j d a n  wwha m e  as pilgrims to the hills rrnd d e  donations tc, 
temples and to the f$milies d v a i ~ a v a  pstfiQ.it. Dr. Vogel found a copper plate in C h e  
bearing the date Smhvat 1662 (A.D. 1605) which wap issued by a d a p .  The nsune of the 
ma1lr@l is not clear on the inscription, but another cogrzae plate of W v a t  1669 (&D. iM2) 
carrying the emblem of the r- of Zfctaipw seems to indicate that it was issued by m Amas 
Shgh of Udaipur who gave a grant of Sanrl to a p&@t whose appointment is recorded. Many 
$grim@ came to the hills ro pay hornage at the shrine of Siva in Baijmth and at the Dm temples at 
a n g r ~ ,  especially the one at Jvt&imukh'1. A copper plate of Sarhvat 1702 (A.D. 1645) m e n h  
the visit of M9hara.l Jaswant Sngh RatBor of Jodhpur to ;Uke Jval~~ukhi  temple. There can 
hardly be any doubt that these I>ilgrirns helped the propagation ofVaiwvism to some extent. 

The rajAF m well as th.e Vaiayiva mths ~ e e m  to have welcomed the new cult of Rabhe 
and %a f i r  more than ORE re-. Fiwt, the d3&, princes and nobb fblsard in i t  am outiet fix 
their exnotional yeaminp and mnw~tic aspirations; secondly, rboee w b  wepc r & g i ~ d y  inched 
f m d  in it aa outlet far their devotional instincts; and thirdly, here was a theme 60r articdtian in 
art, which bad the support oftraditional mctity for several mturies, especially in d y  &&S. 

Much more than courtly miniature pain*, paintings on the walls served as a powerfid medium 
for the dissemination of religious ideas and almost all the important tempb asd palace8 of the 
Western Himdayas of the eighteenth and nineteen& oenmrie8 were, themhe, c o v d  by tfreir 
patrons with illutrations of Vaigva  legends. 

The depiction of Vaieva themes found in these wall paintings can be gmuped acceding 
R the d o u s  myths and legends assodated with b e  He of and Rama. IWstrariOm of 

kgad .are based on the legend as narrated in the B h ~ ~  Pru- and partly also 
#- in contemporary Rtri Riilar poetry. 
h . r ,  - 

Tb &ory af the birth of d the house of his pamnt~, V- and DevatP, of ,h 
b&g m% wrnm the Yam- to the h s e  of Nada 8nd Ya4adP to keep & otLild away h the 
mrdemt18 &&gas of K a h ,  and Kaha's dsshing to p h  the baby &l wba h& hem smugkiea 
i m  p k n  and passed on as the newly born daughter of D d ~ t h e s e  episodesintbeirentir:ety 
have ken painted in a set of three long narrative p& at Binhri m. 13). YabdahoMLyg 
Kgya  as a baby in her arms finds a portrayal on the of Phe N m & a a  temple (Fig. 4) 



w b e  d&-P&ina d&bi Geing sudted ba death By. the child K e a ,  too finds a 

p#- WT). bt the theme which me very popak  w i l  the artists of our wall paintings 
$a* S& at' as a ~ w h u z l .  Most of the artit@ came from a society which W 

pt&mh~lftty p-rd and ag&dturd. Moreover, they realised that their beau&l valleys 
&jdd a p & t  m&thg tbr the & of Kma as a cowherd. There are a number of paintings 

Qgp t&bg Nanda's cows h the moming like the other village cowherds, to graze 
$41- h &e ogen fie& 4 bring them back at &U&. Tn Dhwamsal and in Noti Mahal palace, 
h@l&, w e  hsw, vtry b e d f d y  painted iUu9trarioslrr afthis theme. Ya4odrr's special attachment 
to #Cm i~ evident in D h a W  w d  paintings as wen as in the Chamba Raqpwhal paintingu 
W w  XXlXI), where YaMa is &m fandly patting the W K=. 

When %a grew up ta adultscm~, he became conscious of the go& &q ~ ~ n d e s s e e  
d pung w i  &dens of Vpubana. Uestartd @wing &em by @&tdbg b ~ t w  &m them, 
aai e p W e  which is depicted at PixqIori ren$ I3h-d (Fig. 14). Oat of tZllin fEth aad bIic a 
R)~BUI& attachment grew between the gap and &W. played the .$&U ixwat4- 
M y  and dne @p@ fe31 W ma& under the &peg ofhia m d c  that they would leiilve 9 && &IE@M& 
cbxw and their worldly obPgadons to their huskiids d parents and came. to Qga 
would their m m &  atqhhng by d c h g 3 W U a  or dancing with the ppfs in moonlight, 
br eying LEO19 with them. T k  pipiaoda are %qnd Uustrated in the Wan paintinga of Chamla 

IShwimid. The mII-3mom episode ~f v~~~&ahra@z or the stealing by IQga of the clothes of 
the p@ as &they were bathing in the Y a m %  has been picturesquely illustrated at N m a d e h r a ,  
IlWramssl and Rangmahal palace, Chamba (Plate XXIV). 

Rahn enters the scene bter than the go$@. She was the g@ to whom showed 
smdmuum affection and love. She represents the soul's complete self-surrender for the attainment 

Fig. 15 Pinplorf Darbar-'Vorrha~ikara.' 



of the divine. X W k e  Labhm w d  Sita, Badhe ww mt the d e e d  wife of a d B r a t .  ZS6e 
ntpresen~the~m~lwo~iplooewitham~and&e~to&h't~betheb~~~k d 
love for God where the hwnm soul has to shed e w q t h i q ,  all pmys&+ worldly abligatbm am$ 
finally physical collirciommu and life. Her romance with Kppa pamtecr ia zdl its intentthy and 
deljcate nuances in the l'ahi@ wall p&gs. W h B  and IQqa are seen painted at &e;r 
g a e g  with love at osle another; at Fiadori and ChamM Wadba is playing with Kipsr in the hes t  
along with other gogfs. Scenes of VrnshfdaiAiku, amwernestu is the Faiay seam, are, seen painted 

Chamtut (Plate W N f )  and in Pimjofi (Fig. 15). In o ~ l e  hwt.wce m is &own as shcbkg 
3Radha from rah under his blanket aPd gazing fandly at her izz that Gtuation. A Radha annoyed 

her lover weans to have been a favourite theme ofthe painters; her painihgs in W mood are 
Ewnd at I l h d ,  Dad2 Siba and C b b a  kgmahal. K m  ia seen painted as gazing at 
Raha  indinecC1-g through a h r ,  perb~ps assuaging her feelings of annoyance with frim, at 
Ohamba Rangrnahal (F&. 16). There is also a painting of the two l o o h g  at the fat hori.Bon, 
perhaps in momentary disagreement. 

Although, the artists of the wall paintings conamtraaed on the romantic side of W, 
they did not entirely ignore hh exploits of bravery. Their favourite theme in this connection wss 
the well-known episode of the C o v a r ~ ~ u ~ u I I  The legend qe& of the wrath of Indra agaiPst 
the residents of Vgxkana, who were so engrossed in their IQW %br that they bq~t m 
re~nember h h  Re decided to wreak his veng-ce on them by causing bxasant raiu. Vws 
vana was flooded and the people appeaied to m ikr help. m did not disappojnt them 
and lifted the mountain of Oovardhana on his little finger to serve as an u]atbreUa against rain &or 
the inhabitants of Vmdavana. We see men, women, childm~ and, mbbove all, beauWul COW 

gregating under M.ou11t Covardhana painted on the walls of the R w d  palace at 



@ate XXV), also m Nwmde&ara, Damtal (Fig. I'f), Man Mahd palace, Pa$da,DadaSiba and 
;D-al. Keg@ w e  to rht aid ofhis cowherd f r h d s  when two of them were swallowed by 
tht mat s m h  k h g  Kaliyr who had his abode in the river. He then chastised the great snake 

Fig. 17 Domfal, ground Jloor-'Co:o~.ard/ronodhiirn!lo. 

and danced on its hood, an episode which is known as Kiil@damana and has been illustrated at 
Narmadehara and D d a  Siba. 

Qsxi 's  victory over Kamsa is portrayed with great dramatic effect ir? the wall paintings 
of the piikurdviira of N-ur (Fig. 1) and in the Moti Mahal palace at Pafida. The depiction of 
the life of K w  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 Krana as an associate of Arjuna 
in the Mahabharata war at Damtal (Fig. 18), Pindori and Shogi. Krsna's marriagr with 
Rukmini is found illustrated in a number of paintings in the Narmadeevara and the Pindori 
LPlate XIV) temples. 





~ - p o u a  W W ,  PAINTfNG3 OF THE W W l 3 l W  HI[?VIALAYAB 

*..a $latiBbi son, and as s rEija hwoe+t s e m  28 h~ve inspired the (aqhtm of 
~~ $& &on, bar his marriage and k m  .Ersr3&ti, km shduction and fin J *WE, 

BR Lt other hand seem to have stimulated a Lgreat deal d artistic effort. 6$~ '8  
~~lylamp f~j1wtir.m d a  husband by the bride) is illustsat.$dla all its lyrical charm in DamM where 
R- 58 shwa b e g  the great bow to the consternation of the other unsuccesfid candidates 
d delight of Ss% This legend is dso painted in Nardc4vara. In these paintings are 
s b  of $re arrival of* in jmakpurl, the susycrt3rww ceremony, the maniage pmemion 
of Ram&, the a m a l  wedding and finally R- and Sitifs happy &tallation at Ayodhya. The 

that the conjugal bliss of Rairaa and Sfta did not last long was alao taken note af by the artists. 
The jealousy of Kolikeyi, Rana's stepmother, drove him to exile with Sita and his brother 
Z a h h m a ~ .  The exile's life in the forest is presented in the paintings of the first floor at Damta. 
There they are shown taking to siidha or just sitting peacefilly in the jungle. The confiict 
be-n Rama and Ravana is also illustrated in the wall paintings. Siirpanakha's visit 
to the abode of the exiles and the cutting of her nose by Lakshmana is found painted in Damtd. 
At Damtal is also painted the abduction of Sita by Ravana. At Narmadegvara there is a ~ a n e l  

Fig. 19 Sujln/wn Tirl, .Vntmndcirv~ra Tc~n/i/c-'&rf~bondho.' 
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given to the build.ing of the brid-ge (selubandhn).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 Ayod.hya of R m a ,  Sita and Lakshmana and the coronation of Rama and Sita. The 
best panels are at Damtal and in Ran-gmahal palace, Chamba (Plate XXVII). 

Visnu's other avatiiras besides Krsna and Rama, though not as popular with the Pahadis, 
arc not altogeth.er rare. Paintings of Visnu rcclining on Scsanaga with Lakshmi pressing his feet 
are found. at Pindori Darbar, Damtal, NarmadcSvara and Shogi. Visnu as Narasimlia is 
painted in Rangmahal, Chamba, and as Variiha Ava/iira in NarmacleSvara and Mani Majra. 

Krsna and Rama arc both gods who have their homelands in the plains. Siva is tracli- 
tionally associatecl with the hills. Megasthen.es,I7 a Greek ambassador to Chandragupta Maurya, 
observes in his Indicn that the two gods 'Herakles' and 'Dionysios' werc worshipped respectively 
by the Indians of the plains and the hills. According to Prof. J. N. Banerjee,'B Megasthenes 
identified the two Indian deitics K ~ s n a  and Siva with his Greek gods 'Herakles' and 'Dionysios' 
rrspcctivcly. 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 Basholi19. It is natural 
that the people of the hills who were more exposed to the adverse rlcments of nature like thunder 
and lightning fclt deeply the need for divine protection. I t  can only be expected that they found 
grcater kinship in a god and goddess who have their abodes in the hills than in the gods of far off 
p1ain.s. Moreover Siva was conceived as an eternal yogi and in his detachment was thought to 
listcn morc readily to thc praycrs of his devotees in contrast with the less detached gods of the 
distant plains. Siva's popularity is testified to by thc different names given to him in this region. 
111 KulG hc is known as Ni1akanth.a Mahadeva, as Kamaleivara in Jwdi, NarmadeSvara in Sujan- 
pur Tira and Bilikesvara and JameSvara respectively in Nadaun and Mahasu in the Sirnlalills. His 
popularity is further provcd by the fact that almost every village in these areas has a small Sioiilaya 
enshrin.ing the Sioa Lifiga. The royal families paid tribute to Siva by building some of their 
granf.est temples in his honour. The Narmadeivara and GauriSankara temples at Sujanpur Tira, 
the Siviiluya at Nadaun and the Baijnatll 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 
Gurd.aspur district that they were widely respected. X very large number of endowments were 
made to them and their landed property was at one time spread over a comiderable area from 
Jvalamukh~ near Kangra to Parol in JammtiPo. 

I t  scems that thc worship of Siva in his phallic emblem was the commonest practice preva- 
lent in the hills during the eigllteenth and the nineteenth centuries and perhaps this was the 
practice in earlier centuries as wfcll. All the Siva temples in which the wall paintings of this region 
arc found are dedicated to the Siva Liiiga. I t  was incidentally the oldest form of Siva worship. 
T l ~ e  worship of the Rudra Siva, the I~usband of Sati, was also prevalent because the Jvdamukhi 
shrine is said to have been dedicated to onr 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 penancesof 
h a ,  the greatyo,qi, 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. I n  
N;irmadeBvara (Plate I \ ' )  Siva and Parvati are shown seatrd on Mount Kailaa watching the dance 
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of beautiful apsarls (I~eavenly fairies). The apsarfi are also painted in a Chamba Rangmahal 
panel. 

Siva's roma~~ce with Parvati was brought about through the intercession of deuatiis and it 
reprc>sents 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 thepajEa performed by her father Daksha. In this mood he was impervious to the prayers of 
Parvati, the daughter of the Himdayas 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, 
\%.as in meditation. The deuatiis felt that only a son born to Siva would be able to destroy the forces 
of evil. In this predicament the dtualiis headed by Indra succeeded in the strategy of disturbing the 
meditation of Siva through the allurement of songs and dances of the apsarac and ultimately Siva 
and Panrati were united in marriage. These episodes found portrayal in many Pahadi paintings. 
The sccnc of Siva's marriage with Parvati seems to have been a favourite theme with the Pahadi 
artists. r2t Dada Siba there is a panel depicting the dance of the ap5arii.c before Siva at the time of 
his marriage. The marriage of Siva and Parvati itself is paintrd in a series of panels at 
NarmadrSvara and Mani Majra temples. 

The worship of Devi as manifestation of ~ a k t i  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 (UmaHaimavati) 
in the Kena l$anisad (111, 25)¶'. During the period of Pahadi wall paintings, Devi is worshipped 
not only as the Sakti ofSiva but also in her own right as the Brahmavidya of the Yedic times and the 
hlahisamardini of the Puriinzr. She is also adored as the Kanya Kumari or thc 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 Dcvi which were know11 in the Western 
Himdayas, the most important are those of Kali, Blladrakali, Sri and Bhavani mcntionrd in the 
.l~luRdaka lJpani!ad. She is also referred to as Chamuiida, which is also a form of Kali. Devotion is 
also displayed to her here as Tripur~sundri or the most beautiful woman in the three worlds. 
Many othcr forms of the mother goddess are also known, mainly as a hcaler of diseases, namely 
~ i t a l a ,  Masani, Basanti, Mahamai, Polamada, Lamkawa and Agwnni-these seven being known 
as sisters. There are numerous temples dedicated to her, t l ~ e  most famous of which arc the 
Lakshmana Devi, Sakti Devi and Chamufida Devi temples, all in the district of Charnba and at 
Mani Majra in Chandigarh. It is interesting to note that she appears along with hcr husband Siva 
in the Gaurifankara temple only in Sujanpur Tira; elsewhere she appears only but in her married 
status. At Lagpata in Himachal Pradesh, there is a templc in honour of Kanya Dew or thr 
virgin goddess. 

I t  seems that the favourite subject of Dev~ illustration of the artists of the wall paintings of 
the \lrestern Himalayas was the four Deui Slulis-namely, Brahma Stuli, Sakaradi Stuli, I.'itnumqii 
.Stuti and .Nii:iilyani Sluli of the Deui Mahiilarnayii Khanda of the MZrkaiidtyn Puriino. Accorcling to 
this legend, Mahisasura, a powerful riik.rhasa-, had defeated the gods anc! ruled heavco in tileir 
placr. The gods appealed to the holy Trinity o f h a ,  Vispu, and Hrahma aod out or their anger 
and energy and those of the other gods, Mahisamardini Devi appeared and destroyec! Mall-isa- 
sura r8k.rhasa. She is seen performing this destruction in thr Rangmahal palace, Chamba, Narma- 
deivara temple (Plate VI) ,  Shogi temple (Fig. 7) and aLso in the Mani Majra templc. 'I'l~e gods hat1 
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another occasion to appcal to their protectress Visnumaya when the two Asura brothen, Sumbha 
and Niiumbha troubled them. Devi is seen punishing them in Narmadeivara templc. 

Although the pcoplc in general in thc Western Himalayas werr dovoted to Siva and Devi, 
yet in thcir day-to-day worship they paid their most intimate homagc to nature and a whole horde 
of deui.r and devatiis which do not form part of the .rn~iirta-pauriinik forms of Hinduism. As in all 
mountain regions, in the Wcstern Himdayas, the grandeur of thcir natural features and the magni- 
tude of thc physical forces displayed led the inhabitants to deify the natural objects by which they 
were surrounded. Thcy also tried to assign to each o l  these natural phenomena its presiding 
genius and to attribute to them a more or les? malevolent characterg2. Every day religious rites 
and observations were confined to thr chas or genii of the trees, rock  and caves and local spirits or 
demons known as deoatiis or godlings. There werc also devis who were apparrntly corresponding 
female divinities, r!is, munis or local saints, siddhas of the hill-tops or high places, and yogintr, who 
arr,  according to Prof. J .  N. Banerjec, objccts of worship in the Tiintric Siikfa ritualismPJ. 

The worship of :he snake-niiga and niigini-was prevalent in various f o r m  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 werc thought by some to have power over milch cattle and also over 
fevers, others thought of them as water spirits typifying the alternately bcncficial and destructive 
powers of water. Howrvrr, it is safer to regard them as emblems of fertility and reproductionm. 

About two-thirds of the women and some of the men in Kangra district were believers of 
Narasimha, locally called Narsingh. I t  was believed that he gave sons and assisted in all 
difficultirsra. Guga Pir (local deity), stones and trees were also worshipped in small way-side 
shrines. It  is surprising that evrn the burial grounds of Mohammedan saints were worshipped by 
the Hindus. Ganesa, Hanumana and Bhairon were also gods who had worshippers in this area. 
Sometimes different occupational groups had their own special deities, for example, the chamiirs 
(cobblers) worshipped Guga Pir, while the lohiirx (blacksmiths) and larkhiins jcarpentersj worshipped 
\riivakarma. 

..\ favourite location for a shrine of these popular spirits, gods and goddesscs was a forrst, 
a mountain peak, a lake, a cave or a waterfall. Many of these non-anthropomorphic, aniconic 
gods and goddesscs \\.(.re local, each locality or group of villages habing its own deities or griirna 
devatii~, the boundaries between their jurisdiction being clearly defined. Further, almost every 
villagc had its own temple and the local men themselves, and not Brahmins. officiated as priests. 
These shrines had thrir own standards or flags. their own vehicles, feasts and festivalsP6. 

Thc  wall paintings of the Western Himalayas do not give any indication of the plebian reli- 
gion of the pcoplc of the hills. There are no rrprrsentations of thc village devatls or devi.r nor 
cv~drnce of nature worship or thr other minor gods and goddesses, rxccpt 'Ee' in hiani Majra 
(Fig. 20). 

.4 rc-~iiarkable 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 brtwccn t l ~ c  followcrs of the L'aisnava 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. T o  
Inany of the hill men p;iYinp obeisance to K ~ s p a  did not exclude homage to Siva or the Devi and, 
ol'course, the lesscr gods :irtd goddesses. 



Fig. 20 dfa!i Mfijrz, Afamz Dnl Temp.&-'&.' 

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 ofien 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 
i ~ t h a s  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 Gauriiarikara and the kivii19a at Nadaun, which are all dedicated to Siva and 
in the Mwt Majra temple which is dedicated m Devi, most of the paintings illustrate Vai?qwa 
themes. Similarly, in the V a i ~ ~ v a  temples of Shogi, Niirpur and Pindori, ilIustrations of Siva 
legends are not at all infrequent. 

The art of the wall paintings of the Western Himdayas seems to have generally followed the 
W t i o n a l  thematic pattern as Iaid down in the fklpailistra texts. They obeyed the basic classi- 
fication about what shodd be painted and what was a taboo in residentid houses, palaces and 
ternplediD7. Only those themes with pleasant rasm or evocative ofhappy 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 ofthe Western Himalayas just as it was in the miniatures. Looking at  the representations 
of this theme it is perceived at once that the artists followed the well-known iconographic 
and thematic pattcrn 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 feathcr in his hair. 
Interesting iconographic variations are, however, provided by Krsna's facr. Some of the feudal 
royal patrons were vain enough to get their own face painted as that of Kysna 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. \%'hen depicting the scene of the Govardhanadhiirana 
by Krsna, for instance, a sct iconographic pattern was always adopted. In  all such illustrations 
Krsna is generally secn in proiile, usually standing crosslegged; he always lifts the mountain on 
the little fingcr of his right hand. Even the position of cows and human beings in relation to the 
central cl~aracter is generaly the same; all figures are shown converging near 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, howevrr, to have gone into painting the figurcs of Radha, 
the gopis and subsic!iary characters like maid servants, the parents of Kysna 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. 8j and in Pindori (Fig. 15). Tlle 
go@ arc also dressed in dilferent stylcs as seen in the Devi-ri-Kothi murals and in Rang- 
mahal, Cllalnba (Plate XXL'II), two centrcs of wall paintings in close phlsical proximity. 
Similarly, some themes associated with Krsna's sport (lilii) with the gopis are repeated in the 
dilferent ccntres but they display some amount of iconographic variety. For example, there are a 
number of va.rtralrara!ia scenes painted all over thc Wrstern Himdayas, in the NarmadeSvara 
temple (Plate 1x1: Rar?gmahal, Chamba (Plate XXI\.): hlafidi (Fig. 21),  Dharamsaland at Nadaun, 
for instance, but tlirir compositions are different. In  NarmadeSvara temple Iirsna is not 
illustrated sitting on a tree but is sllo\\n hidden behind it, while two peacocks, representing him 
symbolically, arc sren on the branches of the trec. 111 all t11c other centres Klsna is depicted 
seated on the branch of a trec. In  NarmadeSvara an old lady is trying to cover up the gopi, \\.ith 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. I t  is also interesting to note that in 
somc of tlic ~~a.vlrnllnra!~n scencs the gol~is are seen on the river bank as in Chamba Rangmahal 
(Plate XXI\'j, \vltilc in Maiid~ (Fig. 21 j some are shown still s\vimming whereas others are 
standing on the rivcr bank. 

In tlie illustrations of the Kan~a lcgend too, as far as Rama himself is concerned, a set 
iconogr:lphic 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 Narmadejvara or with a crown on his head as in the darbar 
scene of L);imti~l. No rigid iconographic rules w'rr, however, applied in painting the atten- 
dants ol' K;um;i. X few curious representations are also known; in certain scenes at Damtal 
and Dharamsal, K;lma's attcrtdants are dressed and coifTeured in the Sikh fashion. 

Visnu is gc~lrr~lll) pnintcd in the Western Himdayas as lying recumbent on the han tanaga ,  
tltc nlythological s~l:ike, \\it11 Lakshmi pressing lus feet. thc iconographic emblems prescribed 
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Fig. 21 .21014i, .%lin'n Rl;,ig Si~izh'v IIlo,,rli . 4 lnndi r - ' I 7n~ lmdn~. '  

for such scenesz8, 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 P&@i artists. They followed 
the conventional icon.ographic pattern as laid down in the Pratimiilakshap texts. He is invariably 
drawn in a very flat line and the body completely lacks muscles. J. N. Ban~rjee'~ has pointed out 
that the Indian habit of not emphasising the rnuscles on the body is according to the mcient 
ioonogrsphic patterns. $iva is moreover always painted in a fkantal position wearing the same 
type of clothes, a tiger skin and snakes as seer! in the Chamba Ra~.gm&.al (Plate XXIX) and 
NmmadeBvara. A very unusual iconographic variation can be noticed ir? the M a g  Majra temple. 
Hat, in one of the scenes Siva i s  shown riding a dog. 

Devr as P w a u  emerges as a graceful lady wearing diffirent kinds of clothes in different 
situations. The Parvati of Shogi (Fig.7) is very different from the P-ti painted in the Ran.gmaha1, 
Chamba, paintings (Plate XXIX). In most of the scenes the D e a  appears without her consort 



hva. In her hzm as Mahigunardini, a weU4aown atid cohm- i-m& parrern h a  
been adopted; the text describes her as a young woman with a complexion of gold in an angry 
mood sitting on the back of ir lion, with twenty hands, the right ones c w q h g  resptiveiy the 
wla, &&a, SatWzu, cliakm ham, dakfi, najra, 4bhaya, $amam and an utrrhHa; while the l& 
hold uaga+Sa, kkaMa, $MWH, & &mm, ghm#a, &&a, g&@, ,mirror a d  the rnudgaM. It & 
also laid down that &e buMo part of the asura would be shown lying ~ ~ ~ a e d  with the 
real asura c a d  apt l the neck with a sword and a shield. His eyes, hair and brows maid be red 
and he would be shown vomitting blood. The lion of the bevi would be seen ma,&g him sad 
the Q w & ~ f  wnM be illustrated t h t i n g  her trikla, a paint~d iron rod, into Ss FE&@. A!J 

e m s  are faithlily observed in ~~~ iUustnrtion S o d  at S.bagi (gig. 7). 

A very interesting iconographic departure is n o t i d  in the cast metal image crf Sva and 
.'arvati at the GauriSankara temple of Sujanpur Tira. The 6gww of the couple are mod%Eled on an 
ordinary hill mup1e (Fig, 22). They are dressed in the c m m e s  of a hill and his r@a &a 
wearing a tu@kxgaJ b a t i  a skirt, blouse and o d h q t ,  usually worn by hill women. 
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CENTRES OF WALL PAINTING 

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

the Westrrn Himalayas. Remains of wall paintings can still be found at  van ing  stages 

of decay and disintegration in the c!istrict of Gurdaspur at  Damtd ,  Pindori, Kalmaur 
and Dera Baba Nmak;  in  the Kangra district a t  Niirpur, Nadaun, Sujmpur T ~ r a ,  D h a r a m d  
and Dada Siba; in  thc Kulii district a t  Sultm-pur; in the Cl~amba  district a t  Chamba; ir! the 
Simla district a t  Shogt; in  the Mahzsti district a t  Arki; and ins the Mafidi district in the Mafidi 
town itsrlf. It  is not unlikely that such remains may come t d  light elsewhere as well. But the 
paintings of the crntrrs that are referred to above and which are described in this chapter may be 
said to rcprrsent the cond.iticrn of wall paintings in general in the \Vestern Himalayas during the 
latr c-iglltcenth ;u?c! thc ninctcentl~ centuries. 

K ~ N G R ~  DISTRICT 

Niirpur h r t  co~ltai t~s  ;l 3 8 k u r d ~ t i r 8 ,  illso kno\vn as Krsna's shrine, the walls of which 
arr  covcrrc! with paint i~gs.  .\c-corcling to local tradition they arc said to have bren p a i ~ t e d  on the 
orc!ers of Raja Jagat Singl? ji\.l). 16 19-1646). Kar1 Khandrl\\-ala'. ho\vcvcr, thinks that thcy were 
p;lit?tcc! on the orc!crs of Raja Rliir~c!ll.ita (AI) .  1661 - l  770) and that in one of the panels there \\.;IS 

a portrait of Rqja Rd~ndll-ata hin~sclf \vhich has brcn whitr\\~ashec!. O n  stylistic grounds, ho\\-ever, 
thc paintings appear to brlong to the last cluarter of the righteenth centul? and thcy lvere, therr- 
fore, prob;lbly cxccutcc! c!nring the. rc-ign of Riija Hn Singh I:A.L>. 1789-1846). 

I ' l ~ c  tc,niplc ; ~ t  NB~.ptlr is a c!ouble-storeyrcl structure. 011 the grc)m~cl floor therr is a 
\.~riludall. wl?ic:l~ is c:omplrtely covrrcc! with paintings, but most of tl?esr hilvc, been rubbec! out or 
rcycatcd.ly whitc.\v;lsl~c.c!. The. artist of tllesr pair?titlgs is said to have brcn a t n ~ k l ; d n  called Golu 
\v110 scc.nLs tc) l?avc 1>e(.11 n \.cry \.c.rsatile tnaI?? architect, nlason ilnd cnrpentrr brsides being a 



painter. The drawing has considerable power and strength. Although most of tlie pigments used 
in tllesr paintings have faded, what does remain shows that they must havr oncr been fine 
rxamples of the art, since even now they reveal a  leasing delicacy of line and colour. There is an 
abundance of blackish maroon, locally known as naswlri,  and pastel shades or light blue, yello\~., 
orange, pink and white. I t  is quite evident from an examination of the methods of 
colouring adopted by the artists that they had a very fin? se~lsc of colour and a delicate touch in 
applying it. 

O n  the left side of the vcrandah are painted three rows ofpanels, one on top of the other. 
T h r  main tlleme seems to be Kys~s ' s  fual  victory over Kamsa, his maternal uncle (Fig. 1). This 
incident of Krsna Lila is painted in difTerent consecutive panels. Thesr panels seem to indicatr 
that there was a n  earlier tradition of wall painting in this region. This is seen by the fact that 
figures of Kamsa and Kysna are drawn in fairly big sizes in a few scrnes in broad swccps in tllc 
tradition of classical mural painting of India. They also demonstrate an awareness of thc narra- 
tivc. form of painting which again was derivrd kom the classical tradition. The illustration of the 
Kamsa theme does not exhibit an undue concern wit11 the time sequence. Krsna, for csamplo, is 
sllow~l as a full grown man dragging Phtana by her hair, wht.rcas according to legend, he was a 
mere infant when this happened. Therr is a breadth in the composition which, combined with 
tllc narrative manner of illustration, makrs it a remarkable Pahadi mural. Kamsa's palace is 
painted on the left hand side of the painting. O n  the right hand side, his darbiir, with an elaborate 
system of seating arrangements for the courtirrs, poets and musicians, all according to their rank, 
is painted in a formal fashion. 111 the lower portion of the panel, Kysna is paintcd lvrestling 
first with the court wrestler and then with Kamsa himself wholn he kills. A pictorial element is 
introduced in the painting by thr  presentation of a group of five ladies watching the entrance of 
Krsna into the palace. Tlley are all beautifully dressed in garments of light blue, red ancl 
maroon (Plate I j .  I n  the centre of thr first pancl there is a door and on its two shutters arc 
painted two exquisitely fashionable ladies in coquettish p3ses (Fig. 10). 

'Tllcrc is a horizontal painting running above the pancls illustrating tllc victory of Kysna 
over Kamra. This panel is subdivided into many camcos clcpicting the individual's reaction to 
the fight. Moving from Irft to right arc seen lovely queens in red drrsscs gazing down from their 
palace balconies and p3or women dressed shabbily sitting in thrir Iluts, staring questioningly at fate 
\vIlich seems to have separated them from their lovers. The adjacent scenes.contain illustrations of 
armies marching with ricllly caparisoncd elephants and 1zor.ies of thr noblrs, and ordinary solclicrs 
on foot. Even in war the romnntic artist felt that llusbands or lo\,crs do not forget thrir beloveds ;it 
home. I n  a small psnel a lonely rii~ii is painted with a sad look in his cyes, \vhilc in the nest 
sccnc: the riini is illustrated receiving a letter fiom the rTjii. A few pancls of lovely 11rroint.s arc 
followed by small psnels illustrating rTl-shasas and siifiiir as a n  obvious attempt to i~tdicatc the 
struggle between good and evil. Finally, the lovers arc shown together in thrir balconies and 
victory is celebrated in a s~nal l  darbiir scene. From tllc stylistic p+nt  of vic*\v, thr drawing of tllrsc- 
panels is very refined. The painting is done mostly in maroon, pink, ycl lo~. .  green, chocolate, 
white and, above all, in various shades of 1)lue. The colours havc ;I clear trar~sluccnt qu;ility 
which is rarely seen in Pahadi paintings. I n  tllese p ~ u e l s  vrry tlc1ic;ltc pastel shades of light bluc. 
y l low and pink were e~nployed to illustrate the p3ignancy of the Irlcxll  going out to war ancl \vonicll 
remaining hc.hind to wait for their return. 

Above the second psncl, thcre arc three illustratio~ls showing rrsprctivrly t l i c .  ~ o ~ . o ~ l ; l t i o ~ l  01' 
Kysna, \'isnu killirlg the boar and K!.sna sitting with the goj,i\. 



Plate 111 

ThZhrhZra, N?i@~lt 
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CENTRES OF \VAI.I. PAISTINC; FOR'N-FIVE 

O n  the panel above the one illustrating the celebration of Kysna's victory over Kamsa, 
is again a horizontal panel with small illustrations of a fully armed r!jZ standing in a chariot, below 
him are his courtiers in darbiir (Plate I I ) ,  a riijii in a forest, the god Agni, &i Vasudeva teaching 
his d.isciples in a forest hermitage and the VarSha .,lr~a/iira (Plate 111). Most of these illustrations are 
~ a i n t e d  in lrmon yellow, light blue, orange and maroon (Platc 111). 

Behin-d the right wall on which the seventh panel has been painted is an arch leading into a 
small area enclosed within a dome-like structure. On the walls of this rnclosure are a few paintings, 
consisting of compositions drpicting pink hills in the Persian idiom, siidhus around a sacrificial 
vessel, a tejnple of Krsna and Krsna in his Gorardhanadhiirarra pose inwhich the mountain, held 
on his little finger, shows images of the Devi. 

The cleaning ot'somc of the walls of the tcmplc has revealed a few more paintings but the 
colouring as well as stylc of these paintings are crutler as compared to the paintings already des- 
cribed. They appear to be later in origin but arc, unfortunately, not very clear and only the figure5 
of Klsna, Radha and two princesses can just be made out. 

Nadaun 

h.lar?d.ir ~ iva laya ,  otherwise known as thr Pattanwala Mandir. because it was situated on 
the Fat&an or dockyard wherc the country boats of the Beas river were anchored, had its walls 
covered over with paintings. According to local tradition. this temple, dedicated to ~ i v a ,  was 
I~uilt  by Raja Sansar Chand of Kangra (A.D. 1776-1823). The style of the paintings indicates 
that thcy arc quite early creations of the Kangm stylc patronised by Sansar Chand. 

Most ofthe paintings foul7.d in this templc have become indistinct with age; there is, however: 
o11.c very powerful p a i ~ t i n g  which is still somewhat clear. I t  depicts two riijiis iFig. 2) mounted on 
elephants emerging fiom the tm.0 corners of an arch, accompanied. by their cavalry and h o t  soldiers, 
all fully armed to do battle. The  d.rawing is very espressivc as it succeeds in depicting a very tense 
i~tmospllcre, by employing the modelled line in drawing the faces of the warriors and using similar 
lines to dra\v elephants and horses. Unfortunately, most of the colours have faded and only the 
black of tllc clrphants. the brown of the horses and the pink of the human figures arc still clear. 
Its drawing as kvrll as painting shows that this panel was executed in the best traditioll of the 
c:arly Kangrs stylc. 

On rhc outer tvall of the templc, there is a solitary figure of a Bhairon (Bhairavaj painted 
in black and ).t.llo\v holding a banner in his hand. Among tl1.e not so distinct panels are scenes of 
t\vo riijiis playing cltariliir or drafts; Krsna and Radha milking tllcir cows; Krsna h(?lding the arm of 
all apparently arlno)~cd Radha and also I~olding a darbiir and listening to music; Siva and P a ~ v a t i  
sc;ltcd in a k~rcst; Hanumana; Devi on a tiger and elephants paying ho~nage to a n  invisible deity 
\vith flo\vcrs. Floral designs have bcrn painted on the ceiling and thr ivalls, but most of them are 
again indistinct. 

Sujanpi~r  'l'lra \vllich was the capital of Sansnr Chand. happens to be the locale of tllrer 
inlportant trmples; thc Gaurisai~kara, the i\.lurali hianollara and the Narmadeivara. Escept for 

t l ~ c  hliu;lli Alanollara, tllc other t\vo tcmples bear clcar traces of paintings on the \\.ails. 



~armadeivara Temple 

This taqk was built by Wi Prasani Devi, wife of Raja Saxtsar Chand of K w r  
(A.D. 1776-1893), in V i a  Sahvat 1860 curresponding to A.D. 1802. It i~ located in a beauti- 
ful set* on the banfrs of the river Be@. The architecture of the temple is in line with Rajasthmz 
architecture and has traces ofthe iduence ofthe later Mughals (Fig. 23). 

Fig. 23 Sujanpur Tira, 
Nawa&it:nro Temp&. 

~ & a  ~ t t rOa -  
'Siua and hir &MW.' 



Plate IV 

Nannadeiuara Temple 

'S~M and PIiwati in their abode on Mount Kailaia.' 
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CENTRES OF \V,\[.]. 13.\rX'rIxc; FORTY-SEVEN 

The temple is full of paintings wllicll local traditio~l. attributes to various artists. According 
to Paridit Diwan Chand, the venerable old priest of the tcmplr, the painters came from Delhi a t  
the requrst of the Rani. .i\ccord.ing to another tradition2, these paintings werr cxrcutcd by a 
family of local artists belonging to the caste of Bujheri~ Brahmins whose descendants are still living 
in Sujanpur Tira. A few miniatures found in the possession of th.is family (Fig. 24) have the same 
fineness of drawing and sense of colouring which is found in the Narmadelvara wall paintings. The 
name of one of the artists, Daitkir, 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. Thrse differences of form cannot be attributed to difference in 
themes or the stories depicted. I t  is oftrn found that the paintings of essentially the same subject 
and placed in the same row of the samc wall shokv differences in style. These variations can per- 
haps be explainrd by thc en~ploymrnt of a nurnbcr of artists, each o11e following his own style. 

Thc temple is dedicated to ~ i v a  who is herr d.epictcd in his gentler mopds. O n  the right 
side of the outer wall of the inner sanctum, there arc a series of scenes showing Siva's wedding with 
I'arvati in tllr latter's home in the Himalayas. hfost of them have become blackened with age rnd  
the u5e of incense in  the temple, but those that are still slightly clear depict the arrival of Siva 
with his marriage procession consisting of deva/ii\; a graceful Parvati being brought fonvard for the 
cc-remony; the actual wcdding cerrmony of the divine couple; the bride and the bridegroom receiv- 
ing congratulations fiom their guests and finally their return to Mount Kailasa on the back of 
Nandi. The artist has laid emphasis on the use of gold and maroon in these panels, perhaps to 
heighten the emect of drama and grandeur., In a somewhat difkrcnt style of painting are two 
littractive panels in the temple illustrating Siva's life in the forest \vith Panrati. I n  one of the 
panels Siva is rclaxirlg with Parvati in  his home in ?cilouut KailaSa. In  the adjoining panel, 
Ravana, in  his annoyancc at  being ignored by ~ i v a ,  is trying to sl~ake Mount KailaSa tvlvhile Parvati 
is clinging in fright to an unperturbed Siva (Plate V).  ~ i \ r a  is seen \\.caring a garland of skulls, with 
his arm protectively around Parvati and with one leg controlling the movement of the mountain. 
Thc trees have been shown in movcnwnt, 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 sylvan 
surroundings. I t  is painted in subdued dark green, maroon, bro\v11, rust and white. Onc of the 
arches of thr temple contains an illustration of ~ i v a  and Parvati seated together on a cushion of 
flowers. Finally, we l ~ a v r  an illustri~tion of ~ i v a  dresscd as ayoxi roaming thr korrsts alone after 
thc death of Parvat1 (Plate L'). 

The artists of NarmadeSvarii seem to have portrayed the gentlrr aspects of ~ i v a  reserving 
as it werr the power and vigour of the god for liis ~ a k t i  (Plate \'I). TheDevi's confrontatior~with 
the Mahisasura, Sumbha and Nilumbha are painted in t\vo sets of distinct panels. I n  both series 
t l ~ c  Devi is illustrated fully armed and doing battle with riik.sltn.ca~ \\-ldlc her devotces are praying 
f i ~ r  h(-r final victory. 

;2 thcmatic preferrnce for tllosc the~nes in tlie Rama legend in which Ranla figures \\.it11 Sita 
is ~ioticrahlr. Three different episodcs of his life. painted in different styles. arc illus- 
trated in this templr. Near the inner sanctu~n is a series of panels paintrd in rrd,  gold and black, 
on the thenlr of Knma's marriage to Sita. In  the first pant.] he is seen in a palace attendrd by t\\.o 
women, indicating l ~ i s  arrival in Sita's home town. I n  the second panel Rallla is shown bending 
thr unbrt~ak;\blc Irctrttd/tor,rt (the bow of Siva! \vliilr Sita is garlanding him as Iicr cltoscn lord and 
J;ln;ika and \'iSvamnitr;t ;trr cnlbracirlg each o t l ~ ~ r  in happiness. T11r third panel illustrntrs the 



arrival of marriage procession of Rams and his brothem inJanakapuri? I)Y men on 

hones and elephants 
foot, dnging and dancing. i n  the last Pancl of lhis is shorvn tllc 

palace of DaSaratlla in a\yodllYa in all its grandeur. In onc 
rooms are shOhm Rams and 

evidmtls in convmatio~ with their rvives; in another room K a u h a l ~ a  is portrayed 

alld h a l l y  in t l f i r ~  room, Rams and Lakshmav scrn talking to their RiijaRuri, 

A gep.rra] air of jubilance marks the elltire series. 

temple also contains two otller separatc panrls on Kama's life. O n  one of the \v\'alIs is 
small paintinq illustrating Rams's happy life with Sit% in Paficllavati in the cornpally of siidlris. 

R ~ ~ ~ ,  sit2 arc illustrated talking to the siidllu~ in this pancl. A very sophisticated 

portrays tllc army of Rams and Lakshmana led by Hanulnana a ~ . d  his monkey hordes who 
are thro,,ing big stones in \vater, indicating their attrmpt to build a bridge to La&a, while on  
the o t h ( ~ ~  sllorr the riil;.thasa army of Ravana is ~onfr0ntin.g thrm. Sits is seen in a palan. 
quin in tllc right hand corner of the painting (Fig. 19). The grouping of figures, their 
moven~cnts and espression.s are all very vividly painted.. The colour scheme consists of 
pastel colours like blue and pink rclievcd by olive grecn trees and the red d.ress of Sita. X small 

illustrates Rama and Sita holding a darbiir in .iyod.hya after their return from exile. 

The artists of Narmadcivara \\;err vcry fond. of the Krsna Icgend.; they havr painted 
the episodes from liis life ~citli, a grrat de;il of zcst and with display of colour. Three of tllr 
best pan.els of the Kcsna legend found here are given to thr episodes of his infancy.. In the first 
panel (Fig. 4) Yaioda is sitting holding the nr\\ly born. Krsna in her a1 ms \vh.ilc hcr  friend.^ and 
servants are fluttering ar0ur.d her in great excitement, bringing medicines for her and clothcs b r  
the child. There is a grrat deal of grace and feeling in thc drawing of the female ligurrs. 111 the 
second panel Nanc1.a is ho1din.g Balarama's hand and looking with. great astonisllment along will1 n 

few gopis at Krsna s u r h l g  the life of Plitana (Plate 1-11). 'The most striking Ccaturc- of this paint- 
ing is a big tree treated very naturalistically. In the third pancl Krsna is dcpictcd sucking his tor 
while Balarama is clinging to Nanda (Plate 1'111). Thr  colours of all t11.e~~ panels, except for 
the maroon and the black, have faded but their d r a w i ~ g  is vrry clrgar?t, gracrful and full of ;l 

feeling for movement. 

Thcrc. arc two otli-er small panels which also illv.stratr K ~ s ~ a ' ~  chil&ootl but th.cy ;lrr \'cry 
different from th.c paintin.gs scen in the abovr thrrr panels, 

r .  

1 he artists serm to have takrn some intrrc,st i n  pain,tin,g near the ceilill,g thr tcmplr. ;I 
string ~ f c h ~ r m i n g  cameos ill~lstrating Krsna and R ~ d h a  in a forest looking a t  each ()tl1cr or 

Ilands, ~la!.ing his flutr for his f r i e~ds  and finally ;L vcn. depictioIl of the 
castra"arana theme. Here, Krsna is not alone with the go/~is who srrll ill \vater 

with their cows \vlile an elderly lady is frantically tr),ing to protc.ct tllcir n,odcst)., K ~ S P L  
is not portrayed as sitting on a tree; his place tlxerc seems to havr brrll taken b,. two peacocks. 
Kr?na bclund the k a d a m b  tree ant1 is talking to Radlla nld a fe, ~ ~ ) ~ i  of colo"rr 
Of the pairlting have faded and on]!' gl.c.en R I I ~  black : ~ r c .  (.\,idenr, but tl,c. (lra\\.ing is 
powerful (Plate 1x1. 

At Narmadefrara there are t r o  panels depicting tllr falnous ]rScld of ~ o ~ a d l ~ n n ( ~ l / ~ ~ ~ " ~  
I n  0n.r painting Krsna has lifted on ;I fmgcr the Mount (;ovardllan;l \v]licIl looks like a bik' 

umbrella under which animals with men, \vorncn and clliltlrcn llavc takel, fioln the deluge 
lot hose by 11l.dra. Thr  mountain is, intcrcsting-Iy ~noup1~., s~l()lnl c~)nsistil~g ofscp;lntc YIIs as \\rll 

part"Jf f t ( ) \~n .  111 thr second panel Indra is brgginp G)rgirmcs ,,f Kysn;r for causing ndil', 



Plate V1 

Narmadejiura Temple 

'Mal~isamardini I>evi.' 
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UENTRES OF WALL PAINTING FORTY-NINE 

Fig. 25 Sujanpur Tira, Narnradti.ara TmpL-'Kfrpa Iirfrning b w k . '  

NarmadeSvara is one of the few places where Qsna is represented as a king. He is 
seen there sitting on a throne and listening to music (Fig. 25). In two other panels 
the frien.dship of Kqpa for Sudama is very touchingly portrayed. In one, Sudama enters 
Kpna's darfiir with a great deal of hesitation, holding his humble bag of beaten rice behind his 
back and looking at Qsna seated on a throne along with Rukmini. In the second panel, Sudma, 
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 Sudiixna's wonder and hesitation> as w d  as his fear of his 
possible welcome by his old fiiend. The colours of the paintings are not distinct, but the 
expression on the faces of the main figures is clearly indicative of their fee*. 

Scenes from the U b h m t a  associated with %pi are also painted. An eloquent 
depiction of Draupadn's chiraharqa is hund here. A q+pical Kmgra Draupadi is shown wearing a 
black dress and praying to K q ~ a  while a man is p d h g  her sdhag~. In the background stand the 
Ptifidavas with averted gazes, with the Kauravas in h n t  led by Duryodhana smoking a hookah. 
The G O ~ O U ~ S  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 Paiidavas had 
retreated after their defeat in gambling at the hands of the Kauravas. 

As fondness for the R m a  and Krsna incarnations of Visnu did not preclude the artist 
from depicting his other incarnations, a comparatively unsophisticated painting depicts the VirZila- 
r a p  of Visnu in which he is shown as balancing Kai  on his nozzle. Visnu as Rimana Avat7iro 
visiting the court of Raja B&, is also illustrated here. In it Viimana is portrayed as standing before 
Bdi asking for his boon of three steps of earth, and in the next, B~ l i  is seen lying on the ground 
offering hi body. The Nishkalatika Auatiira of the future, the Narailha Avatars and the Cajcndro- 
moksha legend arc also found painted. 

One of the most expressive and technically superior paintings at Sujmpur Tira illustrates 
the renunciation of Raja Gopi Chand (Plate X) in a long narrative panel. In the left hand 



-a &&U p&&qg OQpl Cbiad is dtthg with W h a d  in ffo9.t of the fh%e m 
S&' afas. The .Mh advised him thYt he should w e  to them for this pu'~$rm 

~ ~ ~ b w d d a ; n d b ~ & r a l s n s ~ w h i s q n e e n s .  OnEhcri&thandgidstil~ 
b &piet& fm &mph gamaats Begging afms fiomhie youngest and newest et while the other 

queens arr; leofrmg down from the patace apartments in a distraught condition, wi&.&ahevelled 
hair, an8 beating their head6 agab~ t  walls md throwkg down their ornaments. The 
eos Pnly e % p d v e  but oh0 gives m rhe palace a three d i m m h d  eflmt. The colourhg of &e 
p 4  is cmie of the highest erooonrp-ts in paint 6Imd in temple. Pale blue, pink, r d ,  
cmmge kad gmm are used dth.  su~h ~ ~ u c e n t  effect that they give a pearly glow even to this day. 

The thee ~~ effect is also sma in a painting of Ganeda seated on a bright carpet 
@g. 26). 

Fig. 26 Sujrnpur Tira, Narme&iuora TcmpIs-'Ganria.' 

An interesting mythological illustration relates the story of Raja Sriyansls fondness for 
chaupiir. In one scene he is seen playing chaupar with Raja Risdii 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 lus new 
born daughter. Raja R i d i i  is shown in the next panel riding away with the infant on horse back. 



Plate X 

Narmadduara Ternfile 

'R2j2 Gopi Chnnd's palace.' 





NarmadeSvara paintings indicate an awareness of the Sikh religion as seen from a painting of 
Gurii Nanak talking to Mardana. 

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

~ a u r i i a n k a r a  Temple 

On a hill top above NarmadeSvara 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 Samvat 1862 corresponding to A.D. 1804. 
Architccturally, the GauriSankara temple is somewhat unconventional as it d o ~ s  not follow the 
norms laid down in the ancient treatises on temple architectufe. 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 Rajpit woman of the hills (Fig. 22). Its non-conformity may 
be partly explained bv the fact that it was not meant to be a temple for the public b ~ t  only a private 
chapel. 

Sansar Chand lived in this fort after lus 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 tree standing in 6ont of the royal apartments and depart, having paid their homage through 
the tree to their prince. 

These paintings are locally believed to have been executed by artists from Delhi or by the 
Hujheri~ family of Brahmin artists who are supposed to have painted the walls of the NarmadeSvara. 
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 lovr in a frank and open manner without any sheltering behind the curtain of an) religious 
symbols. Hcrc lovers are shown seated on balconies admiring the beautiful sceneq or (Plate 
XII)  taking a stroll through the garclens where rnhvined creepers and pairs of birds seem to echo 
their love., Like all conventional Indian lovr~s they arc raptu~~usly  happy in listening to music 
wllich is shown in one of tlle p;mels (Plate XIII) .  I t  is perhaps as an apology or an afterthought 
of their sheer abandon to passion that ;l few other themes were introduced. Near the ceiling are 
floral dcsigns, interspersed among them arc- vely small panels showing Siva and Parvat1 in the 
forcst ~ 4 t h  C;aile$a, a lady playing on hcr virrs, the Devi and a few beautiful rZ?ls. 

'l'lle cir;i\ving of thc Gauriiarikara paintings is very similar to that of the NarmadeSvara; dle 
style is qpici~l  of the Ksngra school patronised by Sansar Chand. Most of the colours of these 

paintings have liltlctl 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 
b u t  also in  drawing anti painting them in a vely naturalistic fashion. For the first time, in Pnhadi 



B1P]rY-~'O WALL PAINTIW OF THE WESTERN BlMALhYA6 

4 p&* me h d  ~ o u n t a h s  and M h  painted aa they are ab~erved in nature. The fmt- 
hills are painted En rich green shades; little higher up the mountains become brown tinged with the 
orange afthe m ' s  rays, and k I l y  am shown the mow covered peaks (Plate XILI). The paintings 
sf these mno~ntains are so realistic that when one visits this temple, one finds almost similar 
mcmtabmape ouiside the temple as was painted by artists nearly a hundred and seventy yeaB 

b i d e  its precincts. The m of' light yellow, orange, green, red and blue gives the effect of 
&ping, the season oflove whiiih the patrons and artists wanted to portray. 

Damd is situated in the Niirpur tehsil of the Kangra district, about 16 or 17 km. 
from Pa!hadco!. There is a or a monastery here which contains beautifid paintings. 
fbmdhg to the present m&&tat Lal D&, this matha was built by Bhagwm Nwayqaji who was 
a Vdgam vairH$ of the W a n a n d a  sar@radqa, in about Vikrama Samvat 1500, appxknating 
b A.D. 1M2. According ID local badition, however, the matha was built in the reign of Jahngir; 

Fig. 27 DunlaCLBhogudn h'ir@a~qiidri&ng~uon m1 ty JaMrrgir.' 



Plate XI 

.ArarmadcSrrara Temple 
'Rof is  and nobles on a hunt.' 

Plate XI1 

'9s- Ohand and Jam%lo 
aiming in a balcony and 

willrifig wch other.' 





CENTRES OF WALI. PAINTIPiG 
FIFTY-THREE 

one of the paintings depicting the Empcror enticing Bhagwan Karayanaj~ to driuk poison, is 
supposed to prove this assertion (Fig. 27). On the other hand, J. C. French3 who studied the 
painting 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 execL ted 
in carly nineteenth century. It is quite certain that the Goomtal described by Lala Ganeshi 
Lal in his Siyahat-i-Kiishmlr' as lying about 8 km. from Pathankot, was Damtal. "This village," 
he state, "belongs to the Noorpore Chiekhip and is held rent free by Gopd D% a Byragee. 
The Head medicant, Baba Gopal Das, has a large home like a fort, and is erecting another which 
~romises to rise into a noble building. The hand of the famous painter of Noor~ore, Bishan Das, 
has shown utmost persrverance of his art at this place." It is possible that Bishan D& may have 
executed these murals but this cannot be supported by any dermite 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 \\aUs of 
this verandah are covered with paintings done in niches in the Mughal fashion. The painting 
are executed in panels varying in size and, though they may be as large as 90 cm. x 105 cm. the 
figures are all drawn as they would have bren 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 tlie entire wall of the verandah and are painted in an arrange- 
ment of horizonlal and verticlc sub-divisions. 

There are no paintings found here which have preserved all their colours; yet whatever 
remains of the colours indicates that thcy 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 suKer from monotony. They contain illus- 
trations from the 1cgt.nds of Siva, Krsna and Rama along with an interspersion of lesser known 
deities. Unfortunntcly, these compositio~ls arc not done in distinct blocks or rows but are mingled 
wit11 c;lc:l~ othcr. I t  is quite common to find one panel depicting the idyllic life of Siva and in the 
othcr tllc i\l;llral)l~ar;~ta \v;lr. Tllerc is also no observance of the time sequence in the illirs~ration of 
various lcSc.ntls. '1'\\0 possible cspla~~ations can perhaps be regarded for this rather unusual 
collection of talcs; lil.st, i t  lnigIlt have been due to the fact that all these paintings were not painted 
in tllc same period, o r  secondly, t1i.c panels kvere perhaps distributed to various artists who painted 
suljrcts of their own choice in tllz same stylistic tradition but without any thematic coordination. 
T11c lirst explanation seems unlikrl~ bcca~~sc of the stylistic similarity of the paintings. 

'1'11crc arc two pancls illustrating thc ~ i \  a legend. In  one, Si\.a isseensitting\\;ith Parvati on 
hlount K;1i1;14;i aloug \\it11 Ganeia, Nandi, a pracock, a rat and a bull. In the other Siva ispainted 
alone. Ncit1~c.l- oL. tllcsc paintings are distinct and only traces of green, black and maroon are 
dcciphcrablc. 

The pictori;il ~.c,!)~.c,sc.~ltations of the K p > a  saga have more variety in Damtal. The 

c~n!)l~;~sis: Ilo\ve\,cr, scclns on thc 11-arrior aspcct of Krsna. ib a young boy, &sna is 



sliown holding aloft the Govardhana hill (Fig. 17) . The drawin.g of tlle animals has been done 
naturalistically, but most of the colours have faded and only light green, nlarooll and black yig- 
ments are still evident. In anotller panel Kysna is depicted touching the fret of Radha who is 
sitting on her becl as a tniininz ngvikii. Kysna as a boy playingwith his cowhercl friends, tclldcrly 
watclwd by Yasoda, is also painted here. Thr best preserved panel is an illustration dealing wit11 
Kpna's role in the Mallabharata. I t  contains a painting of Kysna climbing into a chariot and 
leaving for the Kun~kshetra war while Rukrnin~ is bidding him a respectful farewell by touching his 
feet (Fig. 16). In anothrr panel hr  is shown giving his famous discourse to Arjuna. Thcrc. are 
many scenes of fighting between the Kaurava and the Pafidava armies. To add poignant), to the 
terrors of war, there is a panel where a woman, drawn very tenderly, is seen praying in a temple for 
the welhre of her loved ones who havc gone to war. There is an interesting panel wlGch drpicts 
Krsna seated as a warrior on an elephant in a battle field surrounded by soldiers on elephants and 
horses, althougll, 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 m g a m u d m  depicts her garlanding Rama who is bending a bow, 
wl~ile Raja Janaka and ViSvmitra arc 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 
are a few panels exhibiting R m a  and Lakshmana making preparations for war and actually 
encouraging their armies in the 6ght with Rava!~a. Ravana is also depicted in one of his palaces 
in the company of his queen and princesses. R m a ,  Sita and Lakshmana, returning wit11 their 
armies to Ayodhya after the period of exile, are also painted. The most significant painting of the 
R m a  legend which is preserved in a very good state is an illustration of R m a  and Sita sitting on a 
tllrone undrr a canopy inside a shiimiiind surrounded by the ladies of the palace, while Hanumana 
and Sugriva are paying homage to them. -4 very effective use has been made of space in illustrating 
this small panel (Fig. 28). R- and Sita are in the main shiimiiinii anc! the courtiers are shown 
seated in a separate slriimiiinii in the compou~d. In  another corner of the compound, fclnale 
musicians and dancers are performing. On both sides of' thr colnposition are palace balconies 
from which royal ladies are shown observing the festivities in the compound. 

A beautiful illustration of the .ramudrarnantllana or churning of the sea for !lectar by the 
deuatiis and rakshasas is also found here. Two panrls depict Visnu reclining on the Sc.!anr!,oa \vhilc 
Lakshmi is pressing his feet. 

There are only t ~ o  panels illustrating secular scenes. One illustrates Bl~apvan Naraya!la 
DZS (to \vhom the execution of the paintings is attributed by the matha authorities) convcrsi~~g with 
Jahmgir. In the other panel is painted a marriage panda1 decorated with leaves and parrots, \\d~icl~ 
is very similar to a scenc illustrated in thc Pindorl paintings. 

~ a m t a l ,  First Floor 

The walls of one of the first floor rooms of tlus tnathn havc numerous paintings on t11c.m. 
'I'hel-r is reason to belirvc that thesc paintings were later than those which are fourid on the wi~lls oL' 
the verandah of thr matha. They seem to havc been donc when t l~c  Sikh impact in thcsc hills \zas 
already on the decline and Europeans had madct their appearance in these regions. I t  is, tllcrc-hrc, 
likely that these paintings were executed after .4.D. 1850. 



The room in which all these paintings are found had its walls covered by thirty rows dp&- + wMeh contain mostly vertical panels while near the ceiling we a few horizontal ones. Them 
illns~std Itwe Mude episodes from the Ramaya~,  particularly in regard to the exile of Ram%. 
The pronoume~t  ofRamaxs exile by Kaikyi and RBma. h k s h a r p  a d  SitH departing to 

areas. 





Apart from illustrations donr on thc Ramayana theme, thrre arc- a few other panels given to 
sccular subjects. A European couple, both wcaring hats, c!riving in a horse-drawn carriage and the 
Mugbal Emperor Jabangir offering poison to Bhagwan N~arayanaji (Fig. 27) deserve to be men- 
tioned in this connrction. The worship of tbe Drvl and GaneSa is also paintcd in two separate 
panels. 

There is a matha in Dll.aramsd, which is located about 40 km. n.orth of H o s h i q u r ,  near 
the famous Chintpurni temple in Kan.gra. The present maltaiita, Lakshmana D&, disclosed' 
that this matha ],ad been cstablishec! by Baba Nakodar Das in .&bar's time. He was a local reli- 
gious leader, a Pfliuhadeva-upiisaka who gave the pride of place to th-e worship of Visnu. The 
mahaiita has a sanad which. is believec! to have been given to his pred.ccessor by Emperor Aurangzeb 
in the ninth year of his reip., corresponding to AD.  1667. It is, therefore, very likely that the 
~iiathn E.as a long history behind it. 

Tl!erc are hvo bui1din.g~ in Dharamsd, containing murals. The stylc of the paintings in one 
is entircly difierent from that in the other. The best and rarliest paintings are found in what is 
krlown as the hoithak which Il.appens to be the sitting room !6 m. X: 4.75 m.) of one building. hfost 
of the painti11.g~ have d.isintegrated but those which remail1 have a graceful charm of their own. 
1l;hat is most rrmarkablc abo~!t thrm is their fine, graceful anc! lyrical lines anc! their refined colour 
sclxmte in which pastel sli.adcs prrdominate. According to Mallafita Lakshmana D a ,  these 
pailltiags \vcrc rxccutcd by a rnistri jmaso~z) from Haqana  in his grandfather's time, which would 
place tl!en~ at about tllr end of the nineteenth cc~tul-y. 

The paintings in the haithak b.ave not been groupec! ir? any thematic sequence. There is, 
as in most other crltres of wall paintings, a ~rofi!sion of panels dealing with the Knna legend. 
Krsna's hfc, as a cowherc! boy is paintcd with great fondness for colour anc! movement. Krsna's 
love for cows is seen in a gentle scene where h r  is shown as rnilkb.g a cow while the cow looks 
tc~tderly at him. The artists also took de1igll.t in depicting Kysna's playful moods; in one panel 
h r  is seen tcasi13.g the gobis and tl!cn ret~lrning to the protection of Nanda and. Yosoda, and in 
another Ilc is sllown ill~!strated stealing buttcr from the gopis (Fig. 14). In both these panels 
thrre are landscapes with an attractive rural setting. The grass is painted in parrot green, with 
undulating hills in the background. The red blue and arm-ge skirts of the gopic lend a vivid 
contrast to the gr~~tlt*nrss of the landscape. 

A few panels drpicti~?g other mytb.ological legends arr also present. A not very distinct 
painting of ~ i v a  and Parvat1 shows them riding their mounts into the woods. Two illustrations of 
tlzr Rams legenc! arc also found. Here the artist prcfers to concentrate on depicting the grandeur 
of Kama's coronation dnrbiir. In a darbiir scene Kama is sll.own as watching court dancers. I t  is 
curious that Siva is depicted attend.i~g the coronation of R m a .  The Visnu legend is represented 
in one painting in which Visnu is s h o w  as rrclining on the SernaiiXa, while Lakshmi is pressing 
his feet. 

The most rrmarkablc aspect of the paintings found in the Mahafita's baithak at DharamsJ 
is the variety ofsrcular thrmrs. They seem to be paintcd to illustrate the colourful and romantic 
aspect of the lifi- cof'thr common prople. There is a vrry attractive painting of a beautiful village 
clnnlscl dressed in colourful clotl?es, sitting besides the village-well and orering water to a passing 



gallant. The b m b u n d  rural Bcethery is as delicately phted a9 the set* &r Kr@bs play- 
fulness with the &Q$@. The people's love fbr music is seen h the beautiful illustrations found on mm 
of the doolle of the baitksk, which contain f d e  mugicians playing on diflkrent musiaal 
instruments. A channing and exprassive painting of a lady snake charmer playing on her pipe 
is also an attractive piece (Pig. 11). A delightful panel illustrates four male dancers beating their 
sticks in rhythmic movements (Fig. 6). The artist also showed his awarenesi of the anivai of the 
S t i sh  in the hill areas. There is a mall illustration of an Englishman seated on a stool and ~~ j d c e  to a few locals who are standing in front of him with folded hands. A soldier 
standhg with a dagger is dso seen in one of the panels. A naked f&r is also painted near one of 

doots. 

There is a 4 temple in the ma#L in which the relics and photographs of some of the 
~~ rnBa@ttw of this denomination are preserved. The walls of this temple too are covered 
%jth #@q+ There the whole, a clear impress of folk art on these pain*. The 
f&whg ia smzwbt omde w b  one canpares it with the lyrically graceful drawing of the rwah 
on the walls dtb QdfM dthe snaflra. Since the Sikhs were at this time an important component 
d the hill society of these areas, one notices that in many paneh legendary chara~ters are also 
shown with beads and turbans worn in the W khion (Fig. 30). This is again indicative of 
the fiict that the paintings are of a later origin. h the colour schexne there is a preponderance of 
maroon, dark green and black. 



GBNTRES OF WALL FAINITNO P m -  

Fig. 31 D W  Md~Ir&-'Kr$p - && dk *: 

. t 
Fig. 32 Dharmal Mdcvifa~-'M&?amrdini Dai.' 



WALL ---E wr "--RN HIMAI.AYAS 

Fig. 33 Dbommdl .*lahoiilait-'Dud nirbb. 

Fig. W Dhannlal Mahairlmi-'GmW Ninat blking 10 h u  &~y~Ins.' 



The~w~&;appmlo8xrrs~botheamistglbiesewas~~mr&&r~a;Wer~W 
been a b d d  3ay Ewap.  A big pd dram with a 3saow1et4gs sf @zrd paSatbg 
illustrats$.m a mx~tinuoas m a t b e  shows mm's armies o2-m btw engaged 5s- 
c o a t  k&h the r i i . & b  a& of Ravspa, In the: right side mmer d&a painting Rma is 

as &oothg m mm at the goMt?n deer aenst by Ravspa. T i m e  is an intefesw 
pdafing of%w on hodee back, followed his Ssrother Lakdumw glrd an atmtrtsnt cafiyirig an 
umbrella. Ehmmana carrying lbma and L&* m sbddem h& a pfam in one of the 
pan&. . 

' 

-. .,.<B; 4s painted here as, %ying a kite W& R d h ~  by l& side, and steslhg butter 
&S &is (Pig. 1 4) and playing with the gqts (fig. 31). He is also showlt as one of the hmow 

d&eWabh&ata,  ha* over an arrow to Arjnna. 
The Siva legend as illllgrtated here lays emphasis on the who is portrayed as fighting 

with the Mahi~mra rijkshm (Fig. 32) and subsequmtly ~ e ~ e k r k g  homage from her devotees 
(Fig. 33). Qiva and ~ ~ t i ' s  mnmnce is aho illustrated im a panel, both riding on Nadi  while 
returning after their w d m g  in rBe Bn&aya;n abode of Pilwati's fither. 

A d&q~ ~ p y ~ ~  panels illustrate the 3egmde of Srawqa Kam~ta, N W  
A-4 CbfVbu, PlFLd V k u  seated on a ladus recekii the hcm~geofhier devotee&. 

fn s number of panels there are repmsenbtiom d m ~ m - s r g  or near o~atemprswy 
h h i d  i@m &ern &B hie~oly &$he SiWls. Them is a clear d p e n y  drawnpand depict- * @@mmepd I@&a$ h p t  Singh sitting on a stool, with an a - t b w -  and &ten- 
& to &h 00~'m. S& aobleg going out on hom back, f&owed by && atxdamtg are s & ~  
shown; and W l y  a m41 panel illustrating Gut3 Naistalr seabed uPded a tree md talking his 
qlevotees (Fig. 34.). M d a u  can dim be n o W  in the ill-- dihiale mig& 
QV, preseated in thp: M e  kxhbn. 

D&& Sibr was a small state whose ruling dynasty was an oflTshocrt d the house of K-, 
Raja Ram Singh who ruled over the state about two hundred years ago, was a man of refined taste6. 



  he of his palme on the top of a hill and the R&aKF!p temple built by hi* in the 
g r e  &i&~ess ofrr wooded place2 seem to indicate that he had a sense dbeauty. The walls d 
tBis t~mp1e ase m'lrered with IIIUT~~S. 

. ';She name of ,the artist (or artists) af these paintings is not known. These are somewhat 
i ~%dm in style to the paintings at D h a r d .  A medley of themes are illustrated here. Tbe 
drawing is flat with an accent on squat figutes and the colouring lacks in lustre; it consists mostly 
of &U shades of bottle green, rai, orange and bmwn which are covered with a lustreless 
d $ i .  

As elsewhere in the hills, the legend seems to have been very popular here aa well. 
He is painted in mciation with the gopis and the cowherds and with Radhg with whom he is shown 

in dalliance. The theme of the subjugation of the Rd9I (Zig. 
35) snake also finds a place here, so does that of K-a's 
marriage with Rukmini, which is seen in the Pindori Darbar 
murals too. There is besides, one panel given to the theme of 
Klliijm-Kaminr which is but + guvp of women (Ram&) 
ananged in the shape and fonn of an elephant (Kuijara), 
a theme which is quite popular with the contemporary 
miniaturists. 

The Rama legend was also quite popular with the 
artists of this iem* as is evident @om the representations of 
Sita's svayamvara, Rama and Lakshrna~ killing rakshasas and 
Rama's cornnation with the other ha tas  paying homage to 
him. An intermting composition wnsists of an illustration of 
the &&Tit. of Sugrrva, where the monkey king is being offered 
homage by otber monkeys. 

Pig. 36 Dada Sibr, Palace -"A d in . '  

Sikh influence had already penetrated deep in the hiUs by the time Dada Sibr paintings 
were executed. A general reverence for GurO Nanak is indicated by a panel portraying the Gurii 
sitting alone under a tree. There is also a painting of the Sikh ra jb  meeting Paha& r i j b .  A panel 
with the romantic theme d L d a  carrying water in a cup to an emaciated Majnii also finds a place 
here. Assorted themes like Vippu reclining on Sesansga while Lakshmr is pressing his feet, Devi 
Lacdviug homage, the VurZha AtultZra of Vipu, and $iva and Pmati  seated in a forest are aim 
qpmwnoed but in a very indifferent manner ; the quality of drawing and painting is poor. 

I"he palace at IMda Siba must have also been originally covered with paintings. It is now 
cmqlctely in ruins and only one painting of a soldier (Fig. 36) is intact. Large in size and with 
blload sweeps of brush, ihis paintinv seems to have been done in real mural style. 



Plate XI11 

GauriJatikara Tmpla 

'Lovers admiring the beauty of nature and listening to music.' 





S I M L ~  DISTRICT 

Fig. 37 Shagi, C@ Mandir, fie kiq%. 

This temple is situated in a valley located about 7 or Et b k&w Sb@, a 
village on the Kalka-Simla Road, about 10 km. before Simla. The taqhia,bYiP~ of d awt its 
awhiteomtt is wt v- mn~eh d i k e  wooden atmctures d &G m, 

wed p & h p  are fosnd on J thefoltr W& d W  tmpk. 
im@%Wk&~'M*. -4m*b 

~ h a r e ~ & ~ k m m ~ ~ y h ~ m ~ o f h - d ' m d % ~ &  
fadd. Thiar is most am.&mwte the W&& are gtill rdativdly vi$Me are veq dried tudl 
wphla'e~d. Th ~ ~ I W P S  b1W p t l y  && &eh other and do not &ad eut in harsh canmmts. 
WMR marnon, blue, Q-, bkk, b w a  and red ate the nEain colours used here. 



fiml'Y-Fm-m WALL PAXNTINW OF T H E  WtSTBRN BWALAYAS 

an the wall on the lea side ofthe central door leading to the d v h e  cort-ng the i m a p  of 
9a,d &eie am a few hdigtin~t paaels whkh seem to have beon executed much 

sgrne of the better paintings of this temple. They consist of small compositions of 
V*u agei9a seated in their traditional poses, Rama and Hanumana dmoring arrows at 
Rstvqaa, RmlM offering a betel to E~frpa, a man in h n t  of a house and a lady with a red rose in 
her hand. The cdours of these paintings which are still visible are red and yellow. 

There are twr, amall panels ill~ts'tsadng the child Kpna. h one of them he is lying on &e 
lsafof a m, sucking his thumb, while an old man stands with fb1dt.d hands in silent salutation in 
&oat of him d in another standing as a cowherd (Fig. 38). -IQgaYs Goaardhanddhrirana episode 
and l& departare in a chariot to take his place in the Kurukshetra war are also painted with 
ha@nation and task. Kbga azld Radb holding hands and reclining on a cow are also 
painted (Fig. 39). 

Although this temple was ddcamd to Radha and Qga, episodes from the Devi and Siva 
legmds also fhd their place here. One of the best paintings at this centre is aniIlustrationofDuqp 
kilting MA-@mma (Fig. 7). The B$upes: of the & h a  of Mahigasura and ~f the aevi herelf me 
pawerfully drawn. The expression &wrath on the face af the Devi has been admirably brougftl: 
out. Devr is dresgad in a pink sad! whereas her tiger i s  painted in yellow and Mahismra in 
contrasting black. The background of the painting is white. 

graceful painting illvstrares Siva and Parvati seated on Nandi (fig. 40). ~ i v a  

Fig. 91 Shogi, &)a1 Mandir-'A hunting SMM.' 





Plate XIV 

Darbiir, Phjori 

'KBqa's marriage party in Rulanini's home.' 



is hold* a &wnrm (musical instrument) in his h a d  while Pmaz is him a dink ia a $4 
cup. Pawati wwearing a dress of pink and red and &m is weawhg a W& Kkae;E with black dots. 

T h e  is a painting dmvirxg Vigu mHaing on the S~9catzZgu and Wlmg Hirpayaka@n, 
A panel h m  the asJEayatqa depicts R- m horse back, &llowed by his thee brothem and 
Hanumina and %gr~va. R%mays 0 0 ~  and Sawwatt seated cm a wan are a b  5md 
painted here. are two very interest@ painting& h which dearly point a8t to M& 
influence. In one of them Ldla is a mp of drink an d a t e d  MajnG.  In h ather 
panel thme is a most tmder illustration of the 704% RQid fond -here in P- painting. 
(Fig. 9). It is painted with exquisite delicacy of b e  an$ colour. The lovely heroine m t e d  &m 
her lover is depicted playing kdorn ly  on her small srringed instrument, while an equally beauW 
deer looks at her with sympathy. Unti,rtunately the colours of both h e  panels have hid bdy; 
traces alone of light blue and green remain. 

Two very intereshg panelsseem to have been attempted as s t u d i i  in compogitian of crowds 
and of movement. In one of them a raja is seen going out on a hunt with his courtim, J of them 
on horses, and accompanied by dogs (Fig. 41). In the other, two armies with, P& ehphaab, 
cavalry and intbtry are seen in onfrontation. In both the scenes the drawing of h a m  filS"EJ as 
well as o f a n i d s  is precise and conveys theihpression ofmoment, dtemmt and tenaioa. T h  
colours of these paintings are black, brown, green, maroon arid yellow, while thebackgmd are 
white. 

About 10 km. from Gur- I &pw town there is a big n@h, 
I known as W o r i  DarW or 

Pindori d & t a i  or the gdddr of 
B h a g ~ n  NarayqaDas (Fig. 42). 
According totradition,avai~nava 
sampra&iyn was established here 
by ~ & a v a  saint, known as 
Bhagwaji, who was a coatempo- 
rary of J a h w r .  It is reported 

I that the nodha was constructed 
1 by Jahangir in Vikrama Samvglt 

1679 corresponding t0A.D. 1622, 1 in admiration of Mahaiita Nxra- 
PIE. 'U f Y I I ~ ~ O I C  h v b a r .  y a y  D-S who had swallowed 



. . of piem admmsmeb by J- test hh wx%12-gowers. R a g h w l ' a  
ta@s Meh e~w&&rs aim of the pa4ating-s i %b&, m bd& h Vikramsr Srtl$wt 
1Bg2S o~~esptxdiag te AD, 1815, ddng the gad& of hhh&aita NarotWix Daa (AD. 1807-1849) 
s v k b h d m b r n  the m k s b J ? r ~ g r a  W s  as well W* the ?PB of Ihhmtr a& Maharaja 

& g h B P  The walls df  BE temple a& eovmerd ~4th phih.gs. St$iNAoally gpbt&&, the 
pW&Erqp ican p q h p  be d a d  bbmeea AD. 1816 ausd 1890. artist or artis& reqmwible Eor 
~ & a m u b m W o . h i t b b a m m ~ W E h e ~ d  mtht my km 
Wmged to the &mily &PMit&t h dWer. On %yWC ~ n d s  &ere does aat seem to be any 
p@#'& such m -don as fw me SlightZy &@emit 4- the typicd Ka~gra ~tyle of p a i n t k  
as huad a* NamdcSvars, Wg4avn and Shag?. 

The d ~ W g  of Raghun~~djSS's temple paintiw is fairly advanced itr tech9qau cmd quite 
cwqetent IBhtive use has been d e  darchiteahlral perepdve and mcwesnent ofthe figures 
f9%B been dd in a dramatic manner. There is evidence &Mugha1 influence on the d m w h  
ap seen in certain d fern& angels d r e d  in MugM fashion (Pig. 43). 

Fig. 43 Pinp'ori Dadar-'Angels dre~sed in l r  M q h a l j ~ ~ I r L , n . '  



q y  
S,, . , 





The & c o ~ ~ r o f h ~ a i n ~ ~ a a a r m t o ~ b ~ ~ d ~ h & a B e r m a o l n ~ ~ r a c ~ d  
marmn mm&iy green, black and yellow wMoh m S@ fbudd on the walk of this temple; A 
smoocb aard Wehed &at is also fairly noriceable. 

Pidori, more than any other centre of wall paintings in the We- Hk&agas, mcont&s 
narrative p d 8 .  of these illustrate a sequence of legends Eiwn the li& af Kgga. A 
series of &S &m+ his birth in prison; in oQen Vrnudevpl is iIbtr%ted t m h g  the Yammi 
carrying KEigpatcla lrisheadinabmht andplocbg the ~ y ~ m  t k r , b e d o f Y a ~ i a  
V&&-. -B&& J & & ~ B  r~aen are seen byfrrg Ya$ud~'s daughter who is  rrlm #,@eted 
q* away (S.. l@). 

t g & n m ? l ~ s % t a f & .  h~~~~ is 
Qqa &wm figwxxgeae- mqtmwiththre 
&MW@$. ~~*~~~ . IZartXhaMaap- a-KwaeDd 

his W s  w h o W : d & ~ :  h ~ , a d h i p p ~ h g b i i t e ~ s e e l c  are aim a)llnxa R%BSamrd 
-p enjoying t M w  in, a fbmt, cr =a& on a gtod ot. sanding under a hgle mb* 
(Fig. 15) or just lookbig at egch other (Fig. #), are portrayed in all the e d w m t i q  6 0 h s  of I&& 
m w c e .  

A remarkable series of paintings illustrate Kysna's nxarriage to Rukmini. K m %  
tarriage procession with canopied and caparisoned elephants and his relatives mounted on horses 

or walking on hot, is depicted in a mood of great excitement in the b t  panel. In the second panel 
the procession has arrived at Rukmini's house which is tastefilly decorated to re~eive the guesfs 
(Plate XN). There is an adjoining painting showing Rukmian doing &igiiru for the occaJion in 



ail ha. & m y  and ornaments with 
the hdp taf hkr friends while o m  of 
the ~sressqpm Ilo.tdlIng her of the 
arrival of the procession (Plate XV) . 
The actual rnarfige ceremony is 
also illustrated in a especially set 
up M &cprated with &wet9 
and W. The procession is also 
painted retltmbg to w a y s  home 
where he 04 %is bride are *l- 
corned (Plate X W  and are lodned 

Them are two panels fEom the 
Brahma l&, In one Samsvati 
is painted -appxwoWng Brahmr 
with a book Fig. 47) and in the 
other 9;he is sitting on a swan, her 
customary vehicle, with a book in 

. - ** ,  
111 sep&ate mi-, 'i$iz-e is i&hY 
a tendet . ~ u & i ~ ; a  of %%a send- 
ing R to Rufornini infor- 
ming hsr of %$ ifitp~tioa to visit 
her (Fig. 451. *B pmoeedhg ?o 
Mahiebhsrae (Plate XVII) and 
actually 4Bdng (Fig. 46) are deo 
iHlustrated here. 

her hand. There Is me panel 
depi- women pesforming 
GaqedapBJa (Fig. 48), and in ano- 
ther $iva and Parvati are shown as 
seated in a %rest. There are two 
illustrations of the Devi, one in 
which she is seated on a tiger by 
herself and in anozb.er, sitting on a 
stool with two elephants showe~ing 
water cla her. V@u reclining on 
the $esan&ga with Lakshmi pmw 
ing his feet is painted here as well. 

There are two $tmsting 
secular paiatingsaf unusual themes. 
In one of t h q  bg@~&fil riini is 
smakng a @#gh (Fig. 49). The 
other & ~ 3 .  the left hand side of 

Fig. U Pimjws Darba~-'Kf$~n in as Mrrhabhwro.' the w&ng of the ternplc is an 







Fig. 47 PinQori 
D~rbrir-'Sarmuli 
approaching Brahma. 



SEYENW WALL PAINTINGS OF THE WESTERN HIMAI.AYAs 

illustration of two female angels wearing Muslim style clothes and caps, sporting wings and playing 
on stringcd h~strurnen.ts (Fig. 43). It is a rather unusual theme as women in hlIuslirn 
style dresses and of this nature are rarely to be seen in Pahadi wall paintings though thc1.r arc onc 
or two exceptions. The composition is executed in maroon, black and white colours with traces 
of green and blue. 

Thh smai is fbmd within rhe compound of the PinQrI Dsrbgr, located 10 km. &om 
Gwdapur. &ba Mahesh ID% was, according to local tradition, an asPoGiate of Bhagwmji, ehe 
%U& of the Ph&n% Darb%r. He is supposed to have refused to ascend the gad& &m Bhagwanji, 
but newrthdew is still venerated as a great s a i n t ,  ?"he architecture of tlxs scandht indicates 
that it amaft have bear b d t  iis the last decade of the nineteenth century or the first decade of 
the Wend&. It is possible that when Mahesh D& died, which should be about the middle of the 
@wenteenth century, only a samadhr was cosstrucbed over bim ; the present structure is relatively 
a md;em one. 

The contains illusrrations which resemble, stylistically speaking, some of the later 
hgmaha l  paintings of Clhamba. The drawing is rather crude and the human figures are rela- 



Plate XVII 

Dar&Zr, Pindori 

'Kaga proceeding to the MahSbhPrata war.' 





Pi 51 Baba Mahuh 8is sma- 
'Kr$?a and Ra&-. 



inly M a d  mtd. G e  gmerailly tend toward. rhi*  he W ~ W ~ S  U& am . ~ o  
limttd, oodting mostly of maroon, green and yellw. These pdntkga were most prabbIy 

exmured by local artists. 

There are two panels here which depict Kr~ca plaping with the gopu (Fig. 36) and with 
Radha @g. 51). The bravw of is illustrated in Wee series in which he h shown iighting 
wit& riikskw, Visa in his jKit~~firlita and Matsya A~atam is also found 2 l u d  here. FhUy,  
there is a stew iBustl.athg the m h ~ ~ s  talking to eat41 other, 

D& ~ i b i  ~ i a a k  

This E~mdv&& was G h ,  accoPdisl;$ to local tradition, &er the death, of G n S  Nun Dev, 
which is purely mjectural d e  Ga& hjm Dev W matyred in &.D. 1606. According t~ the 
Cirrd&qr Dista  Gq.cttclv'\ the k d i s  who claim descent from @wil N a a k  started its coa@mc- 
tcm in AD,  1965 witit a gram d RS 50,OM &OBT Dimn Nand Baksh, WazW to the Bhw&b of 

Fig. 52 Dna Eabdl 
NarU&Lictmi 
NIMk as 4 ' p y  
man nrdifabn& 

Hyderabfid in the Deccan. Subsequently Raja Chando Lal also contributed towards its construc- 
tion. In A.D. 1825 Maharaja Raqjit Singh offered a large sum towards its completion and the 
maple was hished in A.D. 1827. The paintings on the walls of this Gunrdvara seem to have been 
exmted subsequent to this date. 

Stylistically, the paintings of ?era Bztbti Nmak are much nearer to &e wall paintings of the 
PPUI.~& Hhii laps than h a e  of the first flmr ofllamtal and of the satniidhz of Baba Mahesh D%. 
Th~draWitkg is imaginarive and there is a certain amount of grace in the delineation of the lines. 
The ddazt delight and feeling with which the common people and their day-to-day life have been 
sedemd  em to indicate a relatively higher level of creativity. The colour scheme is, however, 
Emitad to the use of maroon, green, blue and yellow. 



Although B BikZI &rime, the Wee ofpaiathgs &pl@ys the ,9d&hhdbag& 
h e  them* ?pe.pmmtd include the Dm, the X*dwmm ;epi& of %W'S li6e; ZQp1 
daUcedwl'thm~d.tlhe@15,laisplahthe&*, aiPdevmGqiehwhofadtmstc~aqofa 
pdnthg sf Gurtl Nm& as a pmg man meditating under a tree (Fig. 52). A~frlAa steendedby his 
dh%pde and a fwr-arrned -1 and ap-I c iqh i~zg  the nether world full of deer are two d a 
&w unusual themes whiCEl find their p b  here. Amolag the s d a r  t h a w s  we h a &m&q 
princess who is  attended by her a i d  a fhmer mitking h5e ww which 16 eaEy Iicking ha 
d (Fig. 53). 

Fig. 33 DUB Wbzi Ninnk-"d fmmw with his W.' 

Kalttmur is a mall d5Tw~ in 8vxdarrp~r dkttiat where A;frhais war cm,*& Ewgamr. 
AQ-g W hcd tradition, howevpr, it h& by a ~ a a ~  dGtmQNm&. hml!&mb 

it does not seem to h 4 ~ e  ben b d t  b & ~  nineteen& cm- w h  t h e w d a d  
ceilings tm to have been painted over with vegetal and geometric designs. 



WALL M m  OF W&%?%W4 ZUMXI.AYM 

It haa 'iltmmt&w p& with mrar ~esigae p&Ed r&ht 6 - m  the floor m the c-. The 
*.p &t~ with ihd -S. The right rucd the l& mmparkmeats an the two&& 
&e PIWE \&prayer am patinten! in one deaim whexeas in fh crmtral panel, in h t  of&!$& 

*Wy the ctrawhgp mmty geoaetdcd Pig. 54) ; they are, however4 different fKim 
ShE. gametriad ihd h WU ttnylb. The m& colours employed ara red, naroan, 
Mtm, green and yt4.w. They are similar to the colours used at the Pindofi Darb9r. We may, 

m d s e . ~ t  them p$neIs were painted towards the middle of the nineteenth otmr)r.  
-er, although in consonance with Idantic injuacdona the p&* do not portray any h u m  
figuration, itis nevertheless in the Pahixdn tradition so far a8 the d o u r  scheme and the floral 
designs are concerned. 

K U L ~  DISTRICT 

D& Mural, Sultanpur Palaoe 

2he U .  of Kulii had a palace at Sulmpur. 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. Radh~wa.  
They were executed d e r  the patronage of Raja Pritam S i h  (A.D. 1776-1806) a Conmzporarp 
of =j@. m =and. There is a view that they were painted by Sajnti who was originally 
employad by EUja S-P Chandll. On stylistic grounds, however, this assumption appears to 
be iaccu~ect, M the utyk ofthe drawing as well as colouring revealed in. the rnipiatures by Sajnii 
aw; quite &&rent k m  those of the Devi r n d  of ELulB. There is a painting in miniature of 
a M y  giviag water to a traveller (Fig. 55) which was painted by Saw and bears the following 
igscriptian : 
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SEVENTY-FIVE 

" V W t y a  s&linmt 1865 
Sarllvat 64, Jefh $4 a-ja 

18wsr1-1 Srnghj di Fsrmayaii m 
Line  Chitrahm Sajak" 

~t was painted by Sajnii, at the q u m t  of Ihari  
Sin& :h VVikrebma S m i ~ ~ t  1865 [ --- &l). 1808). 
A ~p~ of whatever still 
& of h K* TPI.XW~~ would reveal 
diffwences k the facial types and in the drawing 
of the v. I t  also shw5 the contrast between 
the g r a d l m  and fluidity in the lines of the 
&@hut: and the comparative stylisation of the 
&als and the dihent type of human figures 
in &e wall painting;. M o m ~ r ,  the miniature 
is tha production of a highly mphisticated artist 
working in the true Kan@ tradition of Rqjr 

Chand's court, whereas the Devl mural 
&OWE that it was the product of an ~ t i s t  'deeply ~ i g .  55 R& ~ i n i m t - ~ ~  mgiving ~ l n  lo 0 rr.ak.' 
involved in the Iacal avim119 and art fbrms of Kulii, 
It seems to haw beeh executed a f h  AB.  1806, the date commonly given to the wall paintings 
ofthe Narmadehara temple at Sujmpur TEX, &ce the drawkg as well as the colouring are 
1ghtly inferior in quality in the a s e  of the Devl mural of Kulii as wmpared to the pain* d 

The Devi mural of KuIB hw now been ghiffed to bre Natiod Museum, New Delhi. It 
habigpand(3.78rnx2.26m)andco~theeatirewd b r n  the promdtothe &ling ancl 
rqraeats the goddess Tripur&m~dafl, an aspect of nu@ or ihe D e a  XVlll') . The theme 
dates i e l f  to the three wor1&-marga, -a a d  pPiZIb-paying homage to thR goddesar who 
wasthe most beautill in all the three worlds. In order to iUusmte this &c artist ttid ~o create 
a ~niveme in motion with entire humanity coming to the palact of the Devr or ptthg ready ta 
do m, or just meditating on her or singing her p&. In &is pintkg fourid the cornman 
peopie on foot, prixxes and princess in their &o&, h a l e  and d e  drliers mte m, 
other go& and goddesses in their &riots along with their dmteesa p m *  in mwds t~ 
the p b  of Tripurhundari (Plate XX). Elephmts, horn, deer etc. m atso seen in this 4. 
T ~ E  primacy of the Devi in this t e q l e  is sought to be sham in other ways as well. h one of 
the w e b  her consort, Siva, is represented as perf- the r d d a  dance while she sits at the 
@p of the panel on a low pdestal. In another panel Brahma, the creator o f h  h e  worldg, 
is skown in attendance with a book h his hands. The central panel of this enormous mural is 
occupied by the Devi presenk-d in a well-knit and effective w-osition. At the fbur m e r s  of 

panel m presented fbur palaces painted in white and slzelbe- in each of them a seased 
figure of the DeM who is being ~tteded upon by female shwbbearers or sumunded by fePlaEe 
dmbes. There is also a place h the centre in which a fiw-headed Devl is seated OR the body 
of a W t r a t e  $iva. In h n t  of her the heavy, rounded and obese form of a Y$V stands with 
W e d  htm& wearing a Mrbao. and an a c k n  (l- coat], W &dh~ to the ~~a~ in cant-- 



p q  use m. $$b. T& *re ewidently represeats the donor or of the pahtbg cu: 
h e  teapb W &!m&. W the Devl stands an dd,pyJh9id queen with a crown oa hw 
M in W of* dPrsrnd two pwg prjncease~, again with mm m th& h&. Bebw &e 



FIate XIX 

SulHrybLbt Fdm, Kulti 

9Dnnrms of 7Mpdundari 
pmmdhg aB her palace.' 





Plate XX 

Sultinpur Palace, Kulii 

'Dcuatirs and kings proceeding to pay homage to Tripnriisundari Devi.' 





wo&ipfial positions. On tllr lcft hand side are seen many princesses and theil retinue of women, 
aU de&d 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 a& 
tocracy, the artist made use in his composition of the emunon people and their daily round of 
I& @%g. 57). They are pmmtd in thR txmtmt of their lowly enVimma s o m h e  taking to 
s2i& and taking their advice, at &b,m go@ &c& n o d  dw-tmtlay pursuits like 
tm&g cow. There is a m r L &  lpdmhg d a 1aay just aittiag in her h'oW d d d m r l y  
gossipitlg with her fkiends (Plate m, S&olara bath XI& and female A r e  &oWa reacbg h m  
m a n d p t s  and reciting m a f i h  from them. The siiMiis were accepted as n o d  human 



SEWiNA"E1GHT WALL PAINTINGS 01' THE WESTLItN HIM~I.AYAs 

beings forming a segment of society, and werc not considered as any special group or class tllat 
demanded any special attention; in the paintings they are not extended any u171~sual veneration. 
Tllc. artists have shonn then1 on river banks or in huts or under trees seated in mcditatio~~. Thev 
are also depicted in ordinary human pursuits like washing their clotl~cs after a bath or warming 
themselves in front of a fire (Fig. 3).  Ibginis or women yogis have also beell painted. The artists 
of the Devi mural have taken a gea t  deal of interest in presenting their tllematic content 
in the colltrxt of nature. But while they presented vegetal naicre and the world of a~ ima l s  in a 
sonle\~l~at  naturalistic manner. flo\\-i~-.g water like streams and rivers and hills werc sllol\.r! very 
conventionally (Plate S S I I )  . 

Considerable attention has been given to t l ~ e  d r a w i ~ g  of arcl~itectural details. 
The huts of the common people, the llouses 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 h red and white toproiuce the 
effect of sandstone and marble. The palaces of the Devi are provided with columns, turrets and 
towers which were so common in RZjastI~ani palaces. There is one interesting technical point 
to note in this painting, namely, the use of the design of cubes witllin 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 paintcd on them. For example, 
whcn the backgroundis green, the dress of the Devi in the foreground is in red (Plate XXII); 
when the background is in blue, yellow and orange predominate in the foreground. When 
small self-contained cameos are painted on the background, the erect is one of total harmony as 
seen in a painting of a woman sitting in her house (Plate XXI). The strips of dilferent back- 
grounds blend harmo~.iously with each other. The colou~s 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 renderi~g a quality of vigour and 
vi talit) . 

~ u l t a n ~ u r  Palace 

The Dcvi mural \\.as painted in the verandah of the Sultanpur palace. On  the walls of 
an ad.jjoining room there are other panels said to have beer! painted by an artist known as Ehagwan. 
One of these paintings contains an interesting illustration of tl1.c marriage of Ralna and Sita. 
The whole scene is laid within voussoir arches resting on pillars on both sides. Sita garlancli~.g 
Rama in the presen.ce of Daiaratha and Janaka is quite clearly visible. Anotll.cr small pancl 
illustrates the thenLe of Ruknlinihorana. 

The wall to the rigl1.t seems to havc bcen given altogciher to the well-known \'aisnava 
theme called N~viXiibAeda. At various places on the wall ille following niiyikiis havc I~een pi1intc.d : 
Abhisandhi~ii, Khaiiditii, Utkii, Abhisiirikii, Suiidhinapatikii, VipralubdhZ, Y~oiitakatiXii and L~~ii,crXa~ojjii. 







Plate XXII 

SullZnpur Palace, h-ulu 

'Devotees proceeding to pay homage to Tripuri%u~tdari Devi.' 





isalso s b m i a  rkr~~ee&thcuppmwk, nidbgdrh hjsu- 
riding 3& &&oiahe in h a t  ofhim a d  b&y riding tct tb fieW. 

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

"In the year 30 (the month of) Bh&o 2 1, on that date the illwtxious Maharaja Umed 
Sjngh has built the temple of goddess Charnun&. The Superintendent (Sardar) of the 
temple, the ~lusttiow Mikn Bish.an Sigh; the Scwtid~m, Ghmh Nilheri and Jhag& 
of Sungal; the carpenters, Gurdev and Jhanda, the m e  mamns, Debii of Halt and 
the Clrela C?) DyB1. Written on 29th of R. Poh. Bliss." 

It is possible that this temple may have been constructed by Raja Umed Singh in AD. 
2754, but i t  is very unlikely that the pdntings were also executed under the patmnage of tl& 
raja. I t  would be more correct to place them, on stylistic gmunds, in the first quarter of the 
nineteenth century. The temple is dedicated to the Devf and contains illustrations of the exploits 
of the goddess Durga. But there are many panels given to themes taken &m the Bh@ewta 
h a w .  Three panels illustrate IQya and the go@ playing with the  go@ (Fig. 58), a gt@ 

Fig. W C W P ,  Dm~.lt.K?#slfi-'Ky(p and #I &h IhrSDpbsDPbsDPb 
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CENTRES OF WALL PAINTING EIGHTY-ONE 

standing by a fire on which something is being cooked (Fig. 59) and a lady taking water h m  
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 ofthe Rangmahal a t  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 Sans% Chand. 

Rangmahal 

The construction of the Rangmahal palace was begun by Raja Umed SinghlP (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 ninetesnth century, 
fist 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 riijiis of Cl~amba 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 ~ i v a  Singh (A.D. 1844-70); a few panels may be still later in date. The assumption 
that the paintings do not all belong cl~ronologically 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 thc quality of the drawings and paintings is not unifomally of a high 
standard it follo~zfs perhaps that these panels must have been executed by a number of artists 
with vaying degrees of skill. 

The Kangmahal palace contains, after the NarmadeSvara temple, Sujanpur Tira, the 
largest collection of existing wall paintings in the hills. Most of the themes illustrated are reli- 
gious in charactcr and show the religious eclecticism of the times. The legends of Krsna, 
Rams arrd ~ i v a  are thus all narrated side by side. 

'The romance of Kysna's life seems to lravc CV-joytd an irresistible appeal here as elscwllere in 
thv IlilLs. A considerable nu~nber of panels are illustrated with such themes as infant Krsna play- 
ing wit11 Yasoda, IV;nlda and Balarama and being patted by her (Plate XXIII) ,  Krsna's life as a 
cowherd in \'pdavana, his romancc \vith R d h a  and dalliance with thegopis, his playing Holi 
with them and stealing their clothes (Platr XSIV) .  B!.sna as tlre p ~ ~ t e c t o r  of Vrndavana in his 
Cu~~ardhanadl~iirana role is also illustrated in fine, harmonious colours (Plate XX\'); Gopis bathingina 
\illagr stream amidst a beautiful forest and a half dark and half \vIl.ite faced Krsna being saluted 
by thc gopis are also painted wit11 loving care. In the love scenes of Racl.ha and Krs?, great attention 
is given to [!etail; they arc depicted standing in a forest un.drr an umbrella, looking enraptured 
at each o~ l~c t . ;  and in many otlrer environs (Plate S S \ ' I )  . Their love is also echoed by nature 
\z,l~icl? is painted in the bright colours of spring and symbolised by entwining crtepers and relaxed 
COWS (P~;LLc SX\;\'II). Kadt~a dressed as a mall apprehending Kpna for stealing butter from 
the or Inore sophisticntcd themes like looking at each other whilr a gopi holds up a mirror 
(Fig. l5) ,  or tlic couplc gasing distantly from a balcony, all find articulation in mall! a panel. 



EIGHT1'-WO M'ALL PAINTINGS OF THE WESTERN HIMALAYAS 

Radha as a rniinint nqvikii with Klsna placating her, and doing hcr S~rigiira by combing her hair 
are other interesting themes painted by the artists (Fig. 8). 

There is only one panel illustrating an enthroned Rams ancl S ~ t a  with Lakshmana and 
llariumana standing in front of thcm with folded hands (Plate XXVIII) .  'Tlis illustration 
perhaps represents the coronation of Rama and Sita aftcr their rcturn 10 Ayodhya. 

Compositions of \:is?u reclining on the Scsa~ii~a while Lakshmi is pressing his feet, Visnu 
standing with Brahma and &\.a and in his .Nararirit/la rlccl~iira tbrm killing Hiran!*akaSipu, thr 
father of Prahlada. 

~ i v a  is portrayed in those stories alone where Ilr has to appear along with his wife par vat^. 

The biggest panel at Rangmahal shows him seated with par vat^, GaneSa and Kartikeya and 
their mounts, under a big tree in a forest (Plate XXIX).  'This composition is repeated in a 
few other panels. He is also sl~own riding with Parvat1 and their two children in a forest. In an 
unusual composi~ion he is illustrated playing his danraru (drum) \vl?ile his disciples are dancing. 
In a very interesting picture Siva is shown in decp meditation while dancing girls are exerting 
their utmoct attraction to break h a ' s  concentration. Even a Siva with five heads is ~llustrated 
hrre. Thr \vorsllip oiSica Lifiga is also illustrated (Plate XXX). 

As in most other centres of Palladi wvall paintings, thr Dev~  finds herself portrayed 1:erc 
too in more than one form. She is shown setting forth on her mount, thc tiger, to fight her enemies, 
or just sitting on a pedestal or lotus seat and rcccivi~lg the llonlagc of her devotrcs. There is also 
a scene illustrating \'isnu, Siva and Brahma and threc other clcvotces standing in salutatio~l to 
her. These panels are compositionally simple and the d r a ~ i n g  and colour are direct and url- 
sophisticated. 

.4 f e ~  illustratiolls of Ganesa arc also noticed, but thesc arc without any distinction. 

Four of the best paintings found in the Rangmahal panels illustrate secular themes. Alnong 
them there is a charming picture of twro girls on a swing \vhile a third girl is pushing it (Plate XXXI).  
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 pancl two princesses with chi1drt.n on their laps 
are shown playing chauliir. Although the riinis are beautifully drawn, the figures of tl~eir children 
are disproportionate to their own size. A tender panel illustrates a niiyikii writing a letter to 
her lover while her diisi (maid) is kccping a watch to see that no one entcrs 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 Paslion. She is portrayed wearing jewcL and a bright red dress bit11 a yellow odhani. 'Tllcre 
is besides an illustration of Todi R@inr with a niiyiX-8 playing on a stringcd instrument with ;L 

deer listening to her. 

The quality of drawing in thcsc paintings does not maintain a uniformall y good staildartl. 
In some of tlic panels, for example 'Girls on a swing' (PlatcXXXI), the drawing is of a high stan- 
dard of excellence, but in others as in 'Kysna playing Holi with thc golis,' it lacks in firmness. It 
may be due to the f x t  that tllc latcr panels wvcre executed by artists of lesser calibre. Raji~sthar~~ 
influrncc in drawing is quite marked as seen in thc general angularity of the line, the shapr of the 
eyes, the styles of hair, jewellery anti thc pointed lines of tllc drrsscs oTtllr human figurcs. 
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A chemical analysis of the colours of the Rangmahal paintings by D ~ .  Cairo]& of the 
xational Museum, New Delhi,'' indicates that the mast favourite colours here were red ochre, 
yellow ochre, and blue made both out of ultramarine and mdigo. Four panels contailling green 
colour were analysed, out of which three turned out to be malacite and the fourth, criscola or 
green earth, black made out of carbon and white out of chalk as wellas clay. Green ip. its various 
shades is the most popolar colour-trees, grass lands and undulating hills are all painted in  a 

,\.ide variety of shades of green. Orange and yellow are not used for landscaping hut primarily 
for the dresses of female figures. 

These paintings indicate three or four different styles in thc use of colour which is perhaps 

to the emplo)ment of artisb of varying skills and attitudes. The colours used in one 
set of the ~ain t ings  are very dark and sober like bottle green with a touch of orange, for example, 

in thr panel depicting Radha and. Krsna in the forest (Plate XXVII). In some of the panels 
the colour scheme is very simple; th.e Devi painting, for instance, shows the use of )re.ellow and 
maroon alone. X third set of paintings, of YaSoda and h s n a  (Plate XXIII) and of two girls on a 
svrin.g (Plate XXXI) for esample, has a rich. variety of colours arranged. in a b.armonious scheme. 
Finally, we have paintings showing ~ i v a  and Parvati in the forest (Plate XXI) and the Lrastrc- 
hara?ra themc for irrstance, 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 NarmadeS\lara 
paint in,^ or the clcgance of Shogi. 

MAKD'~ DISTRICT 

Matid~ which is quite near Kangra must have been an ilr~porta~lt 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 lus palace. He \\,rites : 

"I derived some amusement from the inspection of new pain.tings on the walls and of 
these onc in particular attracted my attention.. . . . . In the centre of the celestial city of mised 
Hindu and Saracenic architecture, was a courtyard surroundrd by a plain octagonal wall; 
its circumference such as the perspcctivc could not have csceeded one hundred yards. Kali 
sat in tl~c- cratre and therr was also Kailala14." 

The paintings of the rajii'.r palace have been completely damaged and no traces of them 
now exist. The only paintings now left in Mafidi are in the house of hhan Bllag Singh who was 
the minister of tl7.e last rajii.1 grandfather. Om Chand Handa who has written on Pahadi 
paintings, thinks that tlley \\.ere painted between .\.D. 1839-184615. There is more than one 

local tradition about the authorship of these paintings. According to one tradition, these pain- 

tings were csecutcd by a hfuslinl artist called hLohammadl who might have perhaps come from the 
court of Raja Sal~.sar Clland. .\p.otllcr source attributes these painting to Gl~aiya Karotam who 
"as one of th.e best p;lilltcrs of hfafidi'e. There is also a belief that Sajnu, one of thr important 
painters of Sans;lr cllall.d's colrrt, lnigrated to RiaAdi a d  was prestimably wsponsible for these 
paintings. Tllr p;liIltings arc ratJler con\rentional and stiffand their d r a ~ i n g  is weak. It is thrre- 

lmlikrly tllzlt sophisticatrd al.tist of fjansar Chald's court could have esecutrd them. 
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~ ~ ~ e l k U m ~ ~ y ! W s W d ~ e 4 a p - & v i e w o f  lifkin Mafi&, 
There am iSln- harc of* r1Rr coutt, d t h  e w ,  mrvanfa mid women-folk a l l  grouped 
t~@3~er. Ambr p1 h w  the d@'s i-try d cmahy f o m t i ~ ~ ~ g .  Groups of coutiers 
d rawicima aawdl m mmmmpople dsif* are dscibund in them paintings. 

illustra~es Kepa seakd o n  a 
tree (Fig. 61) with the stolen 
clothes of the go@ who l& 
abashed and ashamed with- 
oat them Pia. 2 ). The d r a ~  
wing of& wail pain- 
tings is rather wooden and 
imitative and is not of the 
best Pahaa style. Most of the 
colours used in these pain- 
tings have Wed with only 
shades of green, black and 
maroon still evident. 

MAHXSD DISTRICT 

Here paintings have been done on the walls of the ancestral home of the r@Us of Arkr. 
The former rqii, Shri Rajendra Singh, stated in apenonal interviewly that the construction of the 
palact was b t  startad by Raja Mehar Chand (A.D. 1670-1727) and was built upon again by Raja 
man Chand (A.D. 1838-1876) who also commissioned the painlings. Raj& Krsan Chand is 
b e l i d  to have aided with the British during the revolt 0fA.D. 1857, and had along reign. It is, 
&m&ke, likely that the paintings were made after the revolt during which he came in close contact 
4th the British a d  can hence be dated to approximately between A.D. 1860-76. This is evident 
tram a wmber 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 
abost of the major ports of the world. There is no proof that any of the Arkl rajas or artists 
ever went abroad, it is, therefore, likely that these paintings were copied, rather v q  indifferently, 
from European prints acquired from the markets in the plains or Rom British individuals. To the 
M rajas they were interesting curios, without doubt. 







CENTRES OF WALL PAINTING EIGHTY-FIVE 

According to Shri Rajendra Singh, thc palace was constructed by an arcllitect fiom 
Rajasthan but h e  was not able to tell an-g as to the artist of the paintings. According to one 
source18, an artist by the name of Hastxi, was responsible for tllem. There is no evidence to support 
this, because Hastxi merely means one who works with his hands. I t  is quite likely that the artists 
were of local origin. Arki lay on the main route fiom Simla to Kangci 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. Thc riijii of Arki also gave rchge to Sansar Chand's son who fled from the Sikhs. 
I t  is not, therefore, unlikely that the artists ofArki may have belonged to Kangra. 

All the paintings in the Arki palace are found in the Diculian KhZnii, where the raj5 used to 
sit with his nobles for transacting the busincss of the state. Thc artist or artish divided the whole 
hall into eighteen different compartments, each containing two to three panels of paintings. 
Famous episodes from the Rmayana,  the Bhiigazlatn and the Mahabharata and scenes depicting 
Siva and Palvati with GancSa and thesiddhas 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 ha1.e been placed side by 
side with the scencs of cities and ports of the world, Europcanciviliansand British army for~nations 
on march. 

What is, I~owever, somewhat rcfieshing are the representatiolls of certain purely secular 
scenes illustrating the life of the common people. One panel of painting captures the considerable 
excitement and gaiety of a group of villagers, of all ages, watching at a rural circus, particularly the 
antics of a lvornan tvalking 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 rii?1s going out for hunting, riding horses which are made up of human figures joined 
together, and a riijlia similarly riding out to a hunt with his courtiers are subject matters of two other 
panels. Tfiere.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 Himdayas. 

The drawing of the Arki wall paintings is not uniformly effective. I n  a few panels, like 
the circus scene, for instance (Fig. 5),it is quite adequate and effective 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 Mans; ~ e v i  at   an; Mijra 

The shrine of Mansa Devi at M q i  Majra lies about 10 km. fiom Chandigarh. M q i  
M.sjra formed an i n d ~ p ~ n d e n t  principality during the eighteenth and the nineteenth centuries and 
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had feuds with its neighbours, the states of Sirmfir and Patiala. There is an inscription in one of 
the galkries of this temple which can be translated a s  follows : 

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

Dr. B. N. Goswami'g thinks that this Angad must havc come from Sirmfir becausc at this time 
SirmGr was in a state of great confusion. Raja Saran ParkaS20 was forced by the British to 
abdicate because of incompetence. At tl3.i~ lime Mani Majra was being ruled by Gopal Singh, a 
chicf of great zeal and ability, who did exceller~.t 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 Ilave been executed by A.D. 1816 at the latest. This hypothesis seems to 
be somewhat cofijectural. First, there is no evidence to indicate that all th.c paintings of the Mal~i  
hlajra temple were painted by tb.e same artist who was known as Angad.. The figures arc sh-ort 
and squat and the drawing is of a quality which is inferior to the general run of Pahadi murals 
of this time. Secondly, the arcb.itectura1 designs in these paintings do 11ot Il.ave any proportion, 
altl..ough Pahadi artists as a rule took great interest in drawing architectural details as accurately 
as possible. I t  lvould thus be quite safe to assurnc that these painti~\gs \ \we d.oi7.e in tl1.r later half 
of the n inet r r~th  century. 

The drawing of tl:e &lama Devi temple is ~ . o t  of a high standard. In  fact some of tl1.c 
drawings are as crude as those of the paintings found in tl1.e sanliidhi of b b a  Mahesh Das in the 
compound of the Pindori Darbar. Thr  colour application is also of a poor quality. The artist 
does not appear to have used fast colours, as a result of wl~ich th.e colours of one painting secm to 
have seeped into the adjoining paintings. Moreover, in many places the colours b.ave faded. 
There is also not much variec in the fiumber of colours used; traces or bottle green, black and 
orange alone are found. 

-4 great \:ariety of themes arc found illustrated in the Mani Majra temple. 'rh? rnain 
temple contains thirty-eight panels; besides there are floral designs painted all over th.c 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 Brahmas~ra raksharo stealing tb.e banglrs of 
Parvat1 and then returning them at the intenrcntion of ~ i v a .  The marriage of ~ i v a  and Parvati is 
also dcpictrd in a series of paintings. , There are many panels showing Dcvi riding on her cijhana, 
the tiger, rccei>ing homage fkom Siva, Visnu and other devalijs (Fig. 62) or just seated on 
her throne. Athough, therr is no separate panel given to hiva as he is invariably paintcd along 
~ i t h  tllc Dcvi, there is, however, a very peculiar panel which shows Siva riding a clog. In a fcw 
panels here the children of hiva and Piirvati, GapeSa and Kartikcya, are also prcsc-ntcd. 

Krsna, the most popular hero of the Pahadi artists, could not certainly bc. forgottc.~~ or 
ignored. There are ill~~strations of Krsna as a chilc! sitting wit11 his brotlrcr H;~la~ama and 
parents, Xanda and YoSoda, his romantic dalliancc with thegokis including the. I.'cl.~trcilrnrcina tllcnlc., 
tile! episode of the Gouardhanadhijrana, his residence at Dwarka (Fig. 631, and his fricrl.dsll.ip \\.ill1 
Sudama. The Kamayana tllemes represented here include Kama's visit to Ja~~.ilk;t's court, 
Slta's mayamuara, thc wedding of Rama and Sita, Rama and 1.akshmana going to \var in :L c.l>.;triot, 
Ayodhya looking desolate after the esilc of Rama, Rarna, Sita and Lakshmana crossi17g [I!(. ri\fc.l. to 
e11tc.r a forest as a prrludc to their exile, thc- abduction of S i a  by Ravana ancl tl?c. killing of 
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WALL PAINTINGS U8 m e R N  BXM%AYAS 

Than are ~~ in the h hdahal of the old Motl Mahal palace which, aooording to 
&4&wmmd Haman, were wdspimd by R@ W d w  Singh about A.D. 184011. 

Aithwgh, these paintings are found in the plains of the Punjab aPd quite far from the hills, their 
rrcyfe, dour ,  drawing and themes are all m the same P&& tradition. Dr. B. N. go swami as^ 
resem&a in the 6tzM.r (account b&) of the F ~ P S  of Haridvilr have led him to conclude that a 
painter by the name of Devlditts~, son of G w W ,  grarrdson of Raiijha, great pndson ofNdnsukh 
and great, great grandson of Pafidit Seu of Guler, settled in Patiala in the serivce ofRBj~ Mohinder 
Singh. I t  is not unlikely that he was responsible for the $is Mahal murals. They are in the 
typical Pahadi style and show acquaintance with Paha# idiom. 

The wa& of the Si9 Mahal hdl in which these paintings are found are covered with rows 
d vertical and korimtal panels. The cdfing of the palace 3s covered with a profusion of %oral 
&&gm seem to submerge the main themes. The drawing of these panels is very good, 
&ally speaking, but the outlines tend to be more angular and less curvaceous, which has 
d c e d  in a-certain amount of rigidity in the stances of the human figures. A rich variety of 
colours ranging k m  red ochre, mmon, orange, blue, green, yebw, purple, pink, black, white, 
brown, chocolate and gold as well as innumerable pastel shades of theiae colours have been used. 
Goid is used Erequently, not only &r the borders of clothes and jewellery but also at Dimes for the 
ba~wounds. There is also a multiplisiry of themes. All theae elements combine to produce an 
art which is doubtles pictorial but lacldng in grace slnd feeling. These paintings are indeed the 
'baroque' of P&@ art. 

The main t h m  found in these paintings is the life of K p  as a cowherd, his adventures 
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Fig. 65 Pa+iki, Moli Makal Palace-'Kr$na ~iriling Ra& at nishl.' Fig. 66 PatitE. Mofi Mahal P&'R&a miring fir Kr'~(p.' 

with the gopis and his dalliance with Radha, his frolies with the cowherds and his heroic deeds in 
Vrndstvana. There are scenes of Krsa  as an infant being looked after by Y a m .  He is 
illustrated stealing butter from his mother's pitcher, and going out of his home with hip cows while 
mother YaSoda i tenderly watchkg him (Fig. 64). There are attractive panels set on a background 
of green grasslands and trees in which m is shown playing hide and seek and tbR ball game 
with other cowherds. K ~ g a  as a lover is portrayed playing with the go#tsin the kt, stealina; 
their clothes and in separate scenes with Rsdki either doing her WgTim or looking at her while she 
is having her bath, or visiting her at night (Fig. 65). The dyaka-~jiki~bhdt~ t k m o  is illustrated in 
many interesting panels showing Radha sitting alone at home waiting for -a (Pig. 66), or 
gehg out to meet him ar night, or sadly playing on a musical instrument, or lybg on a bed, torn 
by the p a w  of separation. 

Besides the Radha-Kppa legend, there are many illustrations of Paura+c themes. The 
MahifamardinT theme showing the Devl fighting the W a s u r a  happens to be one of the most 
powerful compositions. There is also a scene of the Devi seated mder a red canopy on a thfone 
made of gold while the gods are paying homage to her. An interesting illustration depicts Siva, 
Kartikeya and G v d a  on their respective mounts. The Narasimha, Matsyn and Vmiiha AvMru 
themes are shown with dramatic effect. There is a composition of Hanumana paying homage to 
Rama and Sim at their coronation. The famous mythological tale of samudra-mnthama or the 
churning of the ocean by the davatas and rzikshasa~ for nectar finds a place. The most dramatic 
panel in U s  hall is, however> of the Yamaloka with the darbar of Yama, the god of death, He is 
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seen seated on his th --,- ,-..-, nded by and good men, while below him or~..-dry rnortals are 
b&g punished for their sins on earth. There are gruesome scenes of women being boiled alive 
and men being beaten by rakshmas or bitten by snakes (Fig. 67). 

Fig.68 Am'brrr, W n  Tmpb-'Cm- Gobind Singh on horn back: 

Golden Temple 

Z?le Golden Temple at Amritsar was 
founded by Gmii m m  Das s o d m e  in 
A.D. 1577 on a plot of lend gifted to 
him by Akbar. The odanal temple 
was added to and embellished mare 
than once by the time of Maharaja 
Ranjit Singh W& the d l s  of the 
temple sew b b ~ e n  painted. 







CENTRES OF WALL PAINTING NINETY-OXE 

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. WC have, however, a typical illustration in the Yahadi fashion depicting Guf i  
Gobind Singh going out on a hunt (Fig. 68). 
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TECHNIQUE, FORM AND STYLE 

T HE CLASSICAL TRADITION of bhitti-clzitra or wall-painting, examples of which are 
s d l  to be seen at places like Bagh, Ajanta and Ellora, does not seem to Il;lve survived long 
after the iifth century in India exccpt in the South. Even tllere, the form ancl style of murals 

appear to have mldergonr considerable change. In tlic North, it seems that the stylc of 
miniature painting became more popular. This can bc scnl fiom tllr manuscript illustrations 
of the eleventh, t\+elfth and subsequent centuries in Bihar, Bcngal and Nepal and ill thr elcventl~ 
to fiftcentll century in Gujarat and Ra~astllan. At the same timc, it apprars likrly that tllc wall 
painting tradition did not completely dic do\\m as can sccn fiom the mragrc remmants of 
Sulmnate and ~Mughal paintings at Mafidu and Fatellpur Sikri respectively. Dating from the 
eighteenth century onwards, wall paintings are found in Rajasthan and thc Wcstern Himalayas. 
l he i r  eslstence also presupposes the posibility of a continuous mural tradition having cxistcd in 
Northern India from classical times. It is but natural that in tlie murals of tllc Wcstcin Himal;lyas 
and R4jasthan \ve witness man) changes of technique ancl style from what \\-as prebalcnt in classical 
times. 

The technical formulae adopted by the artists of Ajanta and Bagll for preparing tllc- walls 
for executing frescos are well-known1. The method ,and technique of preparation of the ground 
employ.cd in the Western Himalayas is quite different. Unlike the earlicr wall paintings ~vllich 
were painted on rock surfaces, the paintings of tllc Western Himalayas were cxccutctl on man-madr 
\r.alls. The technique of preparing the plaster or ground for thrsc wall paii1tin.g~ has I~rell scic~~ii- 
fically analysed only in the case of the Rangmallal paintings of Chnmba ancl the Kuli~ Devi mural 
by thc chemists of the National Museum, New Delhi. 

Dr. Gairolaz, Chief Cllernist of the National Museum, Ncw Delhi, has analysed Inany 
specimens from the Rangmallal paintings of Chamba. Tlus analysis shows that the lvall, mk~tlc OF 
stone, rubble and mud, was enclosed in woodcn battens. 12ftel. that, a layer of mucl i~ntl s t ~  .I\\ 111) 

to a thickness of 5 mm. tu 31 mm. was applied t.o tlle \valls. Then lime or hlal;arll1~1;t\((.~ i l l  1ayc.1.s 
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of 6mpa. to 44 m. was applied to the surface. Samples d lime plaates erglven fbm these pr$n&ga 
indiorrte chat it was usually pre~eded bythe application of a coat dmud on &c walIs after which a 
mixture of lime and mortar was applied. Whm t$is pooes was complgoed, occasionally a limp 
wash wan given. Otherwise, a thick layer dlime was added stzaight on the wall without any 
intermediary mats being applied, 

The DevX mvral of Kulii has ~ K O  been analysed by Shri 0, P. Agg~pwalI of the Natibnal 
Mwevn He has found that only line plaster of two type$ wa8 appfied-me -h in texture 
containing mrwr  and other fine. The plaster varied in tMclraed~ &tr it was n~~ma31y 
40 m. to 50 mm. thick. 

Many other scholalg have triad to investigate the methods ofpreparing the pda d t ha t  
walI paintings, For insta?lce, Shn K. C. h a  has analysed the wdbc ofthe Nibpur wall pain- 
tings' d JagdiBh Mittal has studied the Kulil Dwi mural and the walls of hnxt8F. Thm 
analyses are, however, based on cm&cture and agt on any scientific bar, It  would be safe to 
presume that the walls of the &er @~tres af mum1 paintkg in the Westem Himalayas W- 

prepared in the same m m e r  as &W d the Rgngmahal murals of ChamM a d  h e  Ku13 &ui 
mural, on the lines suggated by the scimi& analysis carried out in the case of the fbmm. 

After the wall was prepared, the drawings were executed straight on to the wrface with 
brusha which were almost invariably made of squirrel hair. They varied in thickness &m fine 
brushes to slightly thicker ones. l%ere does not 
appear to be any evidence to support Dr. Mulk Raj 
Anand" rmntentiona that the sketched oo& of the - -- - - - - - - - - - - - - - .- -. -. . -. - 
khakii or drawing was made by 8priddhg charcoal 
dust on a stencil. While micrompic dots on the 
out~hcs 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 
ni~cr nf nanw and thea enlareed it on the wall. r--- -- C-r -' --- -.-- 

A set of nine such model paintings varying in size 
from 11 cm. to 15 cm. have been &und7 (Fig. 69). 
Thev are executed on DaDer and the drawing is 
- I  - - - . * 
rough as is generally the case in making preliminary 
sketches. Thev were also meant to indicate the - - - - -- - - -. --, TV--  

composition and the colour scheme which had to '13 . 
be employed on the walls Their borders are out- F -.A 
lined in black, orange or maroon instead of the 
floral embellishments fbund around Kangra mini- 
atures. The designs of these models have been 
espied. in toto in a &W ofthe W& paintitlgs. In 
three of thew models, Lakshmi add V i ~ u  are 
illustrated seated on a lotus seat. In one of them 

Fig. 69 Moddcfin lurU$dklinbr. 
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& $h& maim@-the bllfl and *d in a x W h  t h q  are seated lwrder 
pree pig. ;l@), &a& iqMGas dQw rwo modeh are h a d  ia thd GhambE h g m a h a l  mumb. 
W d dnne M B b s  seat pki*p tm her uWB $8 fitlltnd at mbi. JFhlly, a Shogs 

Fig. 70 ~ ~ d r t r &  &I*@J. 

painting of Radha and Kpna in which they are shown standing leaning against a cow has many 
~eaemb1ance.s to a sidIar model found in this collection. 

It appears that in some of the wall paintingsthe actualdrawingwwdoaewith brushes where- 
=L ofhers with oltarwal. Traces of charcoal lines are found in the NarrndeSvara and Cauri4ai1- 
Lara templeoin Sujmpur Tsr& in Nadaun and in Shogi. In mamba, however, there are no traces 
of charad and it $he draw* were made either with the colours to be used inside the 
paintings or in a red outfine. 

The drawing b the wall paintings of the Westem Himillayas is basically linear. The 
n r t b  were conyemmt wlPh the ulre of straight, curved and munded lines. The use of straight lines 
is remarkably e&ctive h the Kulii Devr mural (Fig. 57). Curved lines are, however, more popular. 
In the Namadeihmra temple painting of Yaloda holding the newly born K ~ M  in her arms 
wide her &&S are fluttering around her with various medicines (Pig. 4) a very effective use is made of 
wch lines. The amhed back of a &a holding a piece of cloth over Yabda's head in this pk t ing  
demonstrates a masterly use of the curved flowing line. The drawings of the RSljasthan wall 
pain* Bund at Bairat, Bhaupu~j~, Jaipur, Alwar, Mewar, BiIrHner and B d  have a pronoun- 
& angularity of line. This i s  best illustraded by the sharp jaw line, eyes and skirts of the beautiful 
nB@ fbund in Gala in Jaipur. In the What$ wall paintings, angular lines are rarely used. 
The attempt i s  always to employ rounded lines. A beautifizl illustration of the use of rounded 

is Ibund in the Shogf illustration of a d h a  and K p a  -g against a cow (Fig. 39). 
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h ~amtal ,  Pia$m el;Qa G'hmW in some af the pmeb '(@@L 17 a d  35 anti mate XPLXXI) Bntsawj 
metimes aagakrbut t h y  40 not %pm& the angul&ay&&j@&&@ drawhgs. 

Mo&Ring and dw%qg are sigdic~rrt e1ments of drawing. Tlte ~~ plastic h 
was vcry popular in the &&a1 tradition. The use of this lime was, howeverI ~ I . t t e 1 y  
up in &e Jaimr, pd@ng of Western India which was &~teFi;red sharp ~~ & angles. 
The Mughals wm to have integrated the lrhafp Ikrsian h e  d t h  the plastic modelIed b afthe 

hdition. The modelled line is not 8s pmnmncd h the d ~~s of* 
as in Mugha1 painthgs. It is d y  used in the EWE Devl mural (Ei. 57) 
1). Everywhere eke flat, sharp lines are used. Tfme &at of contple$e h e s s  
and in most of the R&jasthsn% schools, is avoided h the We@w H&h"pw by 

&e bquent use of rounded lines and, what is even more inportanto by the use of &ci& 
as in later Akbari and JaWn@r]l miniatures, Shading irr empbyed to give. a slightly rnoddkd 
effect in Wii (Fig. 571, in N d d m s a  (Fig. 4) and in Shogi (Fig. 3). 

The quality of the drawing varies from centre to e r e  and it can be g e s l d y  said t&t 
there is mo* power and strength in the drawings of the easlier wall paintings than h the km 
ones where th5Jtnes tead to bmme more unsure and gat. 

Fig. 7 1 Dhmemal Mahafilofi-'A fakir (rsllewus rnmd~rmI).' 
~ ~ h b g t h e d r a w i n g ,  thearaisds 

sct about oolm&ng thair paintings, 

F: 
'P 
'h- 

all the ~ 0 1 0 ~  me& were mrne~als except for 
blue which was &her etitmarhe or indigo. 
Red was made from an iudigen~~ls clay knowll 
asInrmecRioslimm; M a c k w a a ~ ~  
bon or prepared froIll comnus shell; 
was pepaxed from- a S- call4 sai9;;-srrk, 
yellow &m ye.&wdue.  As a h t  stage in 
the mlaudq ofp&Bngs the master & irir 
dicated on various p&ns of the dta- 
the m10urs which were to be painted on them. 

Thispracricecanbeseenhm eome af 
the uxdiubhed pain* at D m ~ l  on whkh 
coloum are mitten. At times the colbm wlere 

applied in Wer a k r  layer to get the req$d 
shades. By rsrking photomimgmpb ~k&h 
reveal diffkent Jayemof pigments, Dr. Gabhi 
has d i s m d  three layers d pain*, d@g 
ting the m e  tbme, in one of the panels of 
Chamba lbngmahal paintkgs. 

Re&, @ae mid gum appear to have 
been used as &~ves fa pigmmts h pain- 
tings of the W&em H~~&~)PEIs.  Thesem&a 
do not, howem%, occur in their absdute pdap 
and camp-b done are found mixed &B 
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anodler. This Inay not llave been done intentionally but is due to age, vandalism or deliberate 
efforts to improve the paintings. It is, therefore, wry dificult to rstablish in isolatior~ the parti- 
cular adhesive for pigments which was used in an), given centre of wall paintings. 

Brush strokes are not sccn in an)' ofour paintings. In  all probability, the ingenuity of tllc 
brush llas ceased to be evident, iirst brcauscs liquid colours \ver(' U S C ~  alld secondly because so 
many colours wcre applied on top of each other. Tllc finislwd colour application looks smooth, 
evrn and ccmpact. 

The quality of the colours and tllc style of colouring itself diKer from one centre to 

another. On the whole, it can be said that the artists of Pahadi wall painting laid stress on 
the usi. of all sllades of red, nlinrral grcen, brolnl, orange and blur. 'The touch in appl!,ing 
colours is very light in thc earlier wall paintings but it becomrs rather gaudy and heavy in tlle 
later centres like Patiala, Mani Majra and Anlritsar. 

After the drawings \\,err coloured, varnish was applied to the paintings in a few centres. 
This was made out of shellac which \z as dissolved in spirit and thinned according to thc require~nrnts 
of the artist. Sllellac varnish has been applird to the paintings in Kangmallal, Charnba, and in 
5loti ~Mahal, Patiala. I t  is quite clear that the paintings ofSujanpur Tira, Shogi, Nfirpur, Pirldor~ 
and the ground floor of the Darntal rnotha wcre polished citller by rubbing cowries or shells on 
them, or by a dilfererlt polish wllicll has not yet brcn technically analysed but which gives a 
brilliant and blooming finish to tllrm. This is a departure from the wall painting tradition of thc. 
sixteenth and seventeenth centuries which have no traces of varnish. 

In composition, the artists of the wall paintings follo\ved the older tradition of Pljarlta and 
&gh. I..ike their predecessors of Ajanta and Bagh, many of tllc Pahadi painters kncw the i ~ n -  
portance of maintaining the continuity of narrative in compositions. In Nfirpur, Krsna's cntry 
into Kamsa's palace and his final victory ovcr him arc all described in a narrative form in the same 
panel (Fig. l j .  The Devi mural at Kulc is one contirluous narrative panel describing pilgrims 
travellir~g to Tripurasundari's palace and then paying homage to her. In the first floor painting 
of Darntal, ~ f i r~anakha ' s  visit to Rams and Lakshmana in the forest and the cutting of hrr 
nose by Lakshmana are all illustrated in consecutive panels. K!.sl1a1s wedding with Rukmiru, 
with its ditrerent ceremonies all painted in adjacent panels in Raghunatliji's temple at l'indor~ is 
again llandled in the narrative form (I'lates X\-, XVI and X\'II). In Dew's tcmnlc at Mani 
Majra, scencs illustraling ~ i v a ' s  marriage are repeated in continuous panels. Thr  In&rity of thc 
panels in M:rstern Himalayas, howcver, follo\v tllc miniatures in the principle of compositiorl, in- 
asmuch as they contain indrpendent compositions. 

Another important point concerning the compo~ition of the wall paintings of tllr LVcstcrn 
Himalayas is the fact that great cmphasis is placrcl on the accurate depiction of figures in tllrm. 
Each figure is separate from the other and no figure crossLY: ovcr thc other or overlaps it. 'I'his 
is also a characte~istic of R%jasrhani painting. 

Grouping or figures is important in thc construction of colnpositions of paintings in tlw 
\Vatern Himalaya~. The most sipiiicant 01. the central chararter of the tllrrne \vllicll is bring 
illustrated is always displayed in the centre of the composition, wherea the other figurc.s 1n~rc1); 
convergr: to\vards it. A NamladeSvara (Plate IV) painting of ~ i v a  seatecl on hlount K,~iln<.~ \\,itl~ 
Dew, surrounded by his disciples and wihlrssing the perfonnancc of a daricrr ill~l\~.r,t~cs tlus 





Plate XXIX 



TECI4NIQCIE. FORM AND S1'YI.E NIXETY-SEVEN 

point. In  the Govardhanudhiirana illustrations, Krsna is invariably seen in the centre of the com- 
nositior! (Fig. 17). I t  is also interesting to n.otc that, as in miniature paintings, the chief character 
.f the story is not only drawn in the centre but is also painted larger in size than the others. In a 

painting of Nanda rescuing Krsna who is sucking his thumb at NarmadrSvara (Plate VIIl) ,  Nanda 
is drawn much bigger than all other human figures. Anoth.er important aspect in the grouping 
of figures is that their social status can be easily determined by their distance from th.e central 
figure. This can be witnessed in the stiff court protocol of seating arrangements made in the 
court of Kamsa at Nfirpur (Plate 11) where the nobles are shown seated next to tb.c riijii and 
th.e musicians come at the very end of the pan.el. This practice was in consonm-ce witE. the earlier 
traditions as well as contemporary Rajasthani painting anc! the ancient litcrature on this subject. 

Details of architecture, landscape and animals in the various compositions are never 
allocved to take 1h.e pride of place, although. architceture is often used as an instrument to lend 
perspective anc! background to the composition. Krsna's palace in Pindori (Plate XVI) and-Nanda's 
home in NarmadeSvara (PlateVIII) illustrate this use of architecture. I t  was also employed to give 
a 17.istorical perspective in a few of the paintings, for example, in Nfirpur (Plate I )  the style of the 
architech!re of the fort painted in this panel gives an air of antiquity to the entire composition. 
Trees are always shown in the d is ta~ce  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 meart to underline the emotional content of the compositions. Cows are invariably intro- 
duced in Pahad~ wall paintings to evoke tendernes as seen in the various Goz~ardhanadhiirana scenes 
at the different centres, deer found in Rangmah.al and Shogi paintings impart pathos to the loneli- 
ncss of ladies. Horses are generally meant to create an atmosphere of excitement as seen in the 
Narmadesvara hunting scene (Plate XI) .  

This is 
his big 

The optical balance is tb.e primary bala~ce  used by th.e artists of these wall paintings. 
clearly seen ir! a NarmadeSvara sccne showb.g Nanda rescuing Krsna while he is sucking 
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. 
Tl7.e 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 XI) .  

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 irur tli.at tb.c sizc of most of these wall paintings is a little larger than miniatures 
ant! there are architectural Limitations of space but still an idea of space has been well created. 
In the Damtal Mal~.abli.arata illustration of Krsna setting out for war (Fig. 10) this depiction of 
space is seen at its best. Similar is the case of the Debi mural itself, where, although the 
~nurnl covcrs on.ly a small p1:ysical area, yet by th.e device of having vertical and horizontal 
paljcls, an illusion of a huge coficounc of people spread out over a vast space a11 moving towards 
the DCVI has been very S U C C C ! ~ S ~ U ~ ~ ~  creatcd. 

For irli  rrnc!crstancl.ing of tl?r tecllniquc of wall it is very essential to appreciate 
its rrlation to i11.cl1.itrcturc a ~ l d  to asqcss thcir ~nurual interaction and influence on each orher. 
In fact, it is ;I trvisrn to .;:I? that the art ofw;lll painting rises and falls with the state of architecture. 
lvery great stvlr in arc~llitc,cturc. has had a corresponding style in wall painting. There was no 
4gnificant tlevrlopn~t~lt il! ,r~~cl!itrcturc during the nirlctecllth ccntuq- in the \Vestern Himalay~s. 
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Except for the tenlple of Shogi which has a woodcn roof and slighl Tibetan overtones (Fig. 37), 
the rest of tile buildil?gs are either in tlie Mugllal style as at Niiq~ur, Damtal or Pindori or in 
Rajastl~ani architectural moulds asat NarmadrSvara (Fig.23), GauriSaiikara, Nadaun, AlIanl M ~ j r a  
and Dllaramal or even in a hybrid or these two styles as at ACaiidi, Ilada Siha, Chamba, !)era 
&ba Nanak and hloti hfahal, Patiala. The architccturc of the timcs was on the whole imit;ltivc; 
Ilcllce it was devoid ofany capacity to inspire nrw departures in tl1.r field of other artistic activities. 

Not only was thcw no interaction bet\vecn tlic style of painting and arcliitecturc but therc 
does not appear to have been any coordination either brtwrrn thr arrhitcct and tlie painter. In 
fact, l~lost of the paintings seem to have bcen done ~nuch later. It is perhaps due to this that the 
architect \\.cnt alicad ~ i t h  building innumerable cornices and niches, even on the walls of sm;lll 
roo~ns, little realising the elrcct it \r.ould have on brcaking the continuity of the paintings. 

Tlus lack of coordi~~ation bct\v~en the architect and the painter had sigiilica~lt influcncc 
011 the composition, balance, rhythm and style of these wall paintings. As far as composition 
is concerned, the artist knew tlie art of composing in tlir truc wall painting style in big panrls 
portraying continuous narratives as seen in Niirpur (Fig. 1). Gradually the limitations imposed 
by the small spaces leit by tlie architect necessitated compositions in small panels. In fact thcy 
got so accustomed to this limitation that, when later on comparativcly larger spaces \yere available 
as ui Damtal and hloti Malial palace, they still painted small panels. 

The architectural limitation had another cliiect on thcsr wall paintings in the scnsc illat 
the artists became so accustomed to painting in spaces lefi within niches and coniiccs that, even 
when the arclutcct did not construct niches, thr paintrr painted likenesses of niches within tlw 
pancl and painted the main scene in them ;IS can be seer1 in many paintings of Narmadcivara, 
(Fig. 4 and Plate 1'111). Such architectural influences arr also in cvidrncc in R%jasth;ln~ wall 
pai~~tings where aj:ain the artist was forced to compose ill small pancls. 

.An inlportant rrsult of tl7.i~ unimaginative architecture, as far as wall pai~itings werc con- 
cerned, \vas that the artists, in an cfTort to crcbatc unity, made cstc-nsivr usc of geonlctrical lines 
so that the eye could travel rasily fiom one part of tlic composition to the otl~cr. Tllc artist of the 
wall paintings \<as left by tllr arcliitc-ct with the I~orizontal linr b ~ ,  tlir i~ltersection of tlir \\.all ancl 
the ~eiling and the \vertical linr created 1)). tllc conirrs of the room ; ~ n d  other interruptions 011 tlle 
walls. These lines esisted in all tllc buildings from time immemorial bccausr from the point of 
view of Indian mental geometry thr line of rest jhorizontal line) is contrasted with tlir line of 
aspiration (vertical line). This principle of empllasis on horizontal and vrrtical lines was prac- 
tised in medieval sculpture and in our dance and m u s i ~ . " I ~ n  smaller rooms thc horizontal line is 
emphasised in order to crcate intimacy in tllc room. In Damtal, l'indor~. Narmadcsvara a ~ l d  tlic 
~ i r i i l ~ l a  of Nadaun, llorizontal sub-divisions arc prefcrrc-d. Vertical pancls exist, but o~rl), 
to avoid monotony or where tlir spacc left by tlie architect requircs the paintingof a vrrtical parwl. 
In places like Dada Siba, hioti Aiahal palacc, Patiala, Chamba ilnd i l l  the earliest tclnplcs of 
Shogi arid Nurpur as well as at Gaurisailkara, vrrtical sub- division.^ were cliosni I~ec;lusc tlic 
architect had left comparativcly larger frcc spaccs on \valls. But Ilerc also, horizontal l>anrlc 
exist in order to i~ltroducr variety. I t  has I ~ e c ~ l  noticcd that gcnel.ally t l ~ c  11orizont;il ~ ) i l ~ ~ ( , l s  

were painted on the space nearer thc ceiling and vcrtic;ll panels lo\\trr down on tlic \vall\. H o ~ i -  
zontal and vertical panels are combined in equal importance and wit11 equally striki~lg cllcct 



h the DM H of Kulfi. Howevm* on the dole  it cmmt be tleaid that tw mu& 
ho- and verticals tends ta makc &W szmnpmW dp&fkg~ ~ ~ h s a  n n c ~ w  

wd mtinwm a~rrpztlm w h m ~  h the la~erpdn- atore impmeam b 
&wt. At S h e  and NSqux, elaborate h d  desigw were* aq the wbh* 

p a m  h a m a y  aad unity in Ehe scben;ze of pa?n* Ia p k s  &Ice 
and Nadaun the delicacy and eIegance of dze oalom d pmmw the 

floral d&igns &m ImLing crud t and jyriq or detracting 6n. thc buEc k m 0 . n y 9  1hopahhqi 
In the later paintings as found i s  the Rangmahal palace, Chwmba, Dad& Sh, the &st oE 
D a m ~ l ,  Deffi Baba Nanak and especially in &ti M W  palace, Pa$ida (Kg. 721, the &lral &@JM 

are jarring and purely decorative. 
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. i t  tIlis stage, the question ilaturally arises as to wl~cthcr thcse pairltings were part of a 
harmonious creation of art or were primarily intended to be dccorative. In thc wall paintings 

of tllc \Yestein Himalayas, as in the Italian murals of the Renaissance, the attitudes an,d acsthetic 
collcepts of tllc patrons of these paintings arc one of the determinhg factors contributing to their 
nature and quality. Unlike the princes of the Italian Rcnaissancc, the 7ajii.r of thc Western 
Himalayas did not have a vci>? evolved aesthetic philosophy. T1.e royal patrons of Pahadi 
painting did not look on it as a significant constituent in the making of a bcautihl templc or 
palace. Tllcy sal,. it as an art wl~ich decorated their walls. These p a h t i n g  which should have 
blended with tlle arcllitccture \yere treated primarily as objects of ornamentation. This could 
best be illustrated by a local tradition prevalent in Nfirpu~. --.carding to w~hich Golt, the carpenter 
and architect of the Th7rl;urdviirii at Niirpur, was ordered to cover up the bare walls of this temple 
because it was noticed that they wcre leaking and looking ugly. This story also shows t l ~ r  
seconda~y part that wall painting played in the total execution of a work of art. 

Tllc ritualistic religious beliefs of t l~e  royal patrons and the artists also tended to reduce 
\,;all paintings to tlle le\*el of mere decorative works. As a result of such beliefs and due to an urgc 
to rciorm and propagate them, they tended to chooae the most popular legends from the Ramayana, 
the Mah~bharata and the B/ziigavata Puriina which wcre evocative of imnlediatc response from 
the coinnton people. The celebrated legends like the love of Radha and Krsna, R a n ~ a  
and Sin and ~ i v a  and Parvati naturally lent themselves to very decorative presentation. In 
the actual technique ofpainting also, the patrons and the artists chose to depict the popular themes 
in small panels so that an ordinary visitor could appreciate them \vithout taxing his imagination 
too much. As a further concession to plebian taste, they embellished the panels wit11 a variety 
of floral designs. These floral designs helped, mole than anything else, togive adecorativecharacter 
to these paintings. In the choice of floral motifs, the Pahadi paintings were not alonc as a similar 
tradition prevailed in Rajasthani wall paintings. There is great similarity in dcsign also. ?'he 
paintings in the Divanji-kl-Haveli in Alwar have floral dcsi\gns very similar to th.osr found. in t1j.c 
Narmadeivara temple at Sujanpur Tira. 

.4nother important contributing reason for the decorative character of these wall p;lintings 
was the lack ofgood sculptures which could be employed for dccorativc purposes. Unlike medicval 
architecture which is invariably decorated with sculptural friczes, the temples and palaccs of the 
Western Himalayas in \vhiclz our paintings arc found are almost dcvoid of any sculptural cffcct 
except for the main statueneeded as an object of \vorship. I t  is also significant to n.ote that hardly 
any furniture was used inside the buildings. Thus painting came to bc used as thc only important 
method of dccoration of buildings. 

In  gl~ort, the aesthetic concepts of the patrons, the ritualistic belick of the artists and the 
princes and the lack of effective sculpture all contributed to makc Pahadi \vall painti11gs very 
decorative in character. 

i t1 important issue which has to be raised for a corrcct appraisal of tllc wall paintings 
of the Wester11 Himalayas is to assess the quantum of originality and irnagillatioll versus convc~ition 
in the composition of this art. Tlle analysis given so far in this chapter illrows more indications 
of the convcmtional nature of this art than any breadth and vision of irnaginatiorl. 11 dihcus'iio~l 
of the sources of its inspil-ation would also tend to lead us to thc same conclusion. 
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One of the main springs of Pahadi paint in^ was the current literary tradition of Rzti Kiila. 
This tradition had as its principal emotive mood Srngiira Rnra or the fceling of love and eroticism. 
Love, however, was not cxpressed in a straight-forward manner as an end in itself. I t  adopted 
symbols for its cxpresion. Symbolically speaking, it madc use of the concept of prema, the love 
of the divine to the exclusion of everytl.ing else, which was preached by the Bhiigavata Puriina, 
the ascendent PurHfla, from the fifteenth century onwards. Who could be better examples of 
prrma than Radha and Krsna, the divine lovers? Poets naturally adopted them. This is best 
illustrated by the dolrii : 

This dol~ii states that in the past poets wrotc spontaneously ~ l t h o u t  hiding behind the 
symbols of Radlla and Krsna. Gradually, the language of literary expression itself became 
conventionalised. The devotees of Rama wrote in Avadhi deriving its name from Avadh: the 
birth place of Rama. The follo~vcrs of Krsna gave vent to their feelings in Braj  Bhiisii- 
a name derived from Vpdavana where Krsna had his romantic exploits with Radha and the 
gokis. In Rajasthan these languages were ho\ \ .n  as Dingal and Ptngal respectively. The Rajptt 
migrations to the hills from the ninth century onwards brought to this area influences of Raj=- 
thani language as wellg. It is also possible that further social, religious and cultural contacts 
between royal fanil ia  belonging to the same social milieu in the hills and Rajasthan strengthened 
these contacts. For instance, Moorcrofi states that Sansar Clland of Nadaun heard Braj B h l ~ i i  
songs in the morninglO. Although not spoken by the common people, this dialect came to be 
u~derstood by thcrn. This can be scen from the fact that the tradition of hearing Braj Bhiirii 
kathlir under the village ban~fan tree survives to this day. 

The royal patrons of Pahadi painting were circumscribed by the prevalent literary tradition 
to a great cxtent, in thr choice of the subject mattcr for illustrations on the walls of their temples 
a11d palaces. They felt tb.at there could be no better themes than hose contained in the Bhiigacqata 
Purhna-thr Sarva Pratharna Purhna of poets. Riti Kalo poetry roused their passions and desires 
but as straight-forward indulgence was not in form, they wanted to see love depicted symbolically. 
Hence t1i.e); impressed on the artists the desirability of painting Vaisnava legends, particulatly 
rc1atin.g to thc love of Kadha and Krsna and Rams and Sita. The artists wcre thus themati- 
cally circumscribed by their patrons. This conventional choice of themes made for a limitation 
on originality in artistic rcprcsentation. 

The social conditions of thr iimrs wcrc also responsible for the production of a conventional 
L .  Cb.iva1r-y ar!d romance, war and lxnting were the main preoccupations of RajpGt society. 
T l ~ r  r5jii.s and ili,eir courtiers were fond ofwine, women and music. Life was on the whole inhibited 
:rlrd conhncd in the Weste~n Himalayas. Conditioned by cramped patterns of behaviour, such a 
religious, rigid, conventional and traditional socicty could ncit be expected to produce a robust 
altd I?igIl.ly inzagil1.ative art; hence conventional and mechanical presentation of limited themes 
ill painti11.g was t1i.c rcsult. 

T l ~ c  Lct tll.at t1i.c art of miniatures prectded the wall further conttlbuted towards 
ili.rir convcniio~~;ll cl?ar;~ctrr. The sizc of t l ~ c  mural paintings and even their compositioi~s 
cl\\.etl a great dcnl to t l ~ c  ~nii?i.ltr~~.rs. I t  was, tl?ereSore. natural that when miniature size composi- 
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tiom &opted h the walls. the drawing was to a certah a t a t  
1~ *d, ]ia;td* *tic a d  convenrienaliscd. Inwndvenw ddi -  

dgid adhemce to the old stylm rsid forms of miniatures 
bemane customary. 

Tk extent to which the style of painting itself became unrea- 
&tic is M e r  seen by the fact that it adopted mat% and styles of 
representation of themes which largely ignored the beautiful topogra- 
phy of the Hidayas.  For example, this region is full of rugged, 
sun-bunnt peaks and mountgins 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- 
gazions of found in this region are quite conventional. 
The artist, while showing the abode of Siva in Mount KailrAa at 
Nmaddvara (Plate IV) 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 K a i U  or even the majesty of the great y o g ~  I t  is ody in the 
Gaurisahkara temple of Sujanpur nrP that the Dhaola Dhar peaks, 
as well as the low hills surrounding the valley, are paintcd with some 
degree of realism. Even here, the representation is more lyrical and 
depicts the gentler side of the hills rather than their dange&s and 
rugged character (Plate XIII). The representation of rivers too is 
extremely conventional. In the Devi mural of KuM (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 sllow that a river is supposed to exist on the spot, whereas 
actually in Kulii the river Beas is so beautiful that its grandeur has to 
be seen to be believed. h the Bhiigauata Puriina it is mentioned that 
when Vmdev-rr, carried the newly-born Kpna across the Yamuna to 
leave him in Vrndavana in Nanda's home, the river is mpposed b have 
receded when his footsteps touched it to make way for the journey of 
mna. In a Ph.dori scene depictkg this theme, the river Yamlma is 
shown as totally lacking in turbulance of any kind (Fig. 13). 

Pah.aQi painting is the subject of a controversy with different 
proponents claiming that i t  can be divided into distinct Xahm or 
styles and definite schools whereas according to others the whole 
complex of Kag* painting was inspired by a siagle family and its 
r a t i o n s .  Dr. B. N. Goswami, Professor of Fme Arts in the 
Panjab University, has put forward an idea that there ia a po~ ib i l i t~  
of the entire painting of the hills of the last quarter of the 
eighteenth century and the first half of the nineteenth centuq having 
been i&wn-d by the creative efforts of a single family". He gives 
thin unique distinction to the family of Paiwt Seu, an artist belonging 

Fig. 73 Kulfi, Sulrayur Palac6'A riwr.' 







1.ec~myr.l:. r o ~ a r  ANI) STYI-E ONE HCSDRLD THREE 

to thr tnrl-lriin or carpcntrr caste and a rcsidrnt of Gulcr. He had two sons, hlanakii and Kainsukh. 
Tlie hrmer with his sons Fattii and Khushala continued to work in Guler. Sainsukh, the vounger 
SOII, srems to have brrn more mterprisin.g and hund eniployment in Bashol~. Nainsukh in turn 
had four sonr--Kama, Gaudhii, Nikka and Ranjha. ?'he older two sons u.orked, in all pro- 
bability, in Gulrr. N i k h  migrated to Kajaul in tchsil Rihlii in Charnba and his family continued 
to live there escept for his grandsons, Saudagar and Jauliar, who may perhaps have migrated to 
Tehri-C;arhwal. The youngest son of Nainsukh, Ranjlia, seems to have continued to live in 
Uasholi after his father's death but his grandson Deviditta seems to have migrated to Lahore and 
then to Pat~ala. .4ccording to Gos\cami, 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 ~ . i t l l  having originated the famous Bhagavata Face of Kangra painting and of having 
tllcir ~ w r k  being treated as a model by other artists in various places. 

Dr. C;os\varnils thesis has some degree of plausibility. But even hc does not go so far as 
to suggest that one family could be responsible for the entire gamut of paintings executed in the 
Pahad~ rcgion during the late eighteenth and ninctcenth cmturics. No member of the family 
migratcd to the Simla hills, to Kulii nor to Mafidi which were centres of a rich and varied artistic 
activity during this peritd. Dr. Goswami's view that the svle evolved by the family of Pafidit 
Scu and his desccndants seems to I~ave acted as a modcl f o ~  the paintings of this period does not 
apprar to be correct as fiir as the wall paintings of this region are concerned. 

Stylisticall) speaking, the wall pai11tin.g~ discussed in this book fall in the same genre in- 
;~smuch as they have many basic similarities. The artists responsible for them, as pointed out in 
Chaptrr 12, brlonged to different castes. Hence the possibility of their coming from the same 
family dors not cxist. It is also to be noted that most of the paintings found in different regions 
of tllc \.\'estcm Himalayas arc quite distinct kom each other in many respects, mostly depending 
on their geographical location, although some of them can be grouped together stylistically 
bccausr of thcir physical contiguity. Sllogi has by far the best drawing and it has a style of colour- 
ing \vliicll is quitr distinct from any otli.er style of painting in this area. Similarly, even bvhm 
there was.just ;l singlr patron or a family of patrons as in the case of Raja Sansar Chand of Kangrj 
for thr temples of Gaur~sankara and NarrnadeSvara in Sujanpur Tira and Sizliilara in Nadaun, 
the colouring or their paintings as well as drawing are quite diffrient from each other. Xot only 
this, tB\.cn in Narmadeivara itself there are two difirent styles of drawing and three stvles of 
painting. 'l'llis point can be further elaborated by giving the esample of si~nilaritit-s in drawing 
;uld painting that rsist b,.t\vcen tlte styles of' Niirpur. Darntal and Pindori. Broadly speaking, 
thry fill1 in the sanlc stylistic patten1 and geographically also are quite near to each other. But 
c\.cn in this casc tlir drawing and colouring of the Ntrpur wall paintings is quite superior to the 
\cork done in the other two ce11trcs. I t  seems that the line lost somc of its purity and hlencss\vhen 
it r.:tnIc down honi the heigllts of N t r p ~ ~ r  to the plains of Damrd and Pindori. I'he eyes of the 
1i111n:~n hgures and moustaches of incl, arc similar in these centres but Niirpur drawings llave more 
v In colouring also, N t ~ p u r  scores irl variety and quality o\.er the other centres. 

Son1rti111c.c tltr principle of similarity duc to continuity did not operate a t  all as in the case 
of KGlu m ~ d  i\tafid~ pninti~~ss whrre there is I~ardly anything in common bet\veen the sophisticated 
;ind vital lin.cs 01' Kulu ;111.(1 t l ~ e  wooden drawings of hfaii?~. 'Tile conclusion that this principle 
i \  not uni\~crsal is also illustr,rtatl by the Fact that tllougll C11a1nba is quitc fa1 from Pindoll ;~nd  
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Pariala there are some similarities of style between the Rangmahal pa inhgs  of Chamba and those 
found in Baba Mahesll Das ki SarnZdl~i in Pindori and hloti Mahal palace, Patiala. 

The above analysis of the technique, form and style of the wall paintings of the Western 
Himalayas indicates that it was essentially an art form greatly influenced by thc miniaturc pain- 
tings of this rcgion. It was, on the whole, conventional, decorative and limited. I t  is, of course, 
trur that thcre is an element of grace and lyricisnl in these paintings like the Pahadi miniatures 
which is quite unique. I t  is like the people who produced it--delicate, gentle, beautiful and 
graceful but lacking in the vitality and robustness of the earlier wall paintings. 
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WALL PAINTINGS AND MINIATURES 
--A COMPARATIVE STUDY 

T HE INTENSE URGE for artistic expression in the Western Himalayas from the seventeenth 
ccntuly oll\vards produced miniatures as well as wall painting. Available c\ridence 
points to tl1.c fact that ~ ' l l i le  the mirliaturcs wcrr produced here from the second half of 

tllc scventeen.th ccntury onwards, known \zrall pain.tin.gs cannot be dated earlier than the last 
quarter of t l~e  eigb.teenth ccntury. However, it is quite possible tllat, as in some other parts of 
India, a painting tradition ]nay have esisted in the Westeln Himalayas earlier than the datable 
remains. Th.r fact that the artists were well acquainted with the technique of preparing plaster 
for wall paintings seems to lend support to this view. Unfortunately, not a single painting before 
this period cxists for purposrs of our study. It is difficult to say, at tlGs stage, wll.ether the miniature 
or the mural style of paintin-g was older in tb.c Himalayas. \Vhat can, howevrr, be surmised is that 
both these styles deeply influenced each other. 

The impact of th.c classical wall painting tradition has already been discussed in Cb.apter 5 .  
The dilrcrences bet\vcen the older tradition and the Pahadi wall paintings mainly exist duc to the 
profound impact of tl1.e cxistin.g miniature tradition on the latter style. It was further through a 
rnastcry of the Paha?~ ~niniature that tb.c artists of our wall paintings absorbed elements from the 
carlicr miniature tradition of tl1.e Pala, Orissa, Jain, Mugll.al, Rajasthani an.d Nepali styles. 

'The difTerent schools of Iridian miniatures did not spring like mushrooms after isolated 
inonsoon showers. They \yere t l x  products of hothouse cultivation practised by subsequent 
generations almost conti~~uously. 'lYb.cir scparnte gcographjcal locations are to be explained by the 
shifting bal;ulc,c- of political power changing t 1 1 ~  sources of patronage. T l ~ c  eleventh century Pala 
lniniatr~rcs of I!~.II~;LI \yere the earliest to arrive. Their most important contribution to the 
tradition of inil~iaturt. ~)iunti~lg \vas tt1.e symbolic use of colour. For instance, the use of red by the 
Pnla artists for p a i l ~ t i ~ l ~  I);tckgrounds has, according to some art critics, come to be associated, in 
tllr subsequerlc tradition o l  11ltli;tn painting, with being a symbol of sensual longing for passionl. 
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In Pala Ilowe\rer, colour s).lnbolism was takcri from lartlric ritual wllerras in Pallad1 and 
RaJastl~ni paintings the use of bright backgrounds is purely for pictorial effect. The Pahadi 
artists were not influenced by religious symbolism in the cl~oice of colours. The erective usc of a 
deft and silluous line, modelling the fonns by delicate and expr~ssi\~e variations of prcssure and to a 
lesser extent b! depth and liglltness of toneP--the other lialln~arks of Pala painting, also left their 
impression. It is also possible that the natural colour used for painting skins of human figures in 
our lvall paintings and miniatures liarks back to Pala times. 

Tllcre is practically no evidencc to indicatc that Orissa paintings had any elfcct on Pallad1 
artists. The \Vestem Indian Jain lniniatures have, lio\z.ever, left an indelible mark on subsequent 
Indian painting. Jain religious themes and motives did not inspire copyulg but their influence wac 
011 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 e)?es and the vast square shaped hands 
find their echoes both in Rajasthani and Paha?~ paintings3. They also cast tlieir spell over Mughal 
and Deccam painting. 

The sixteenth century was creatively speaking fruitful for Indian painting. Thc art of 
miniature painting came into great prominence both under the hIughals and the hIuslim kings of 
the Dcccan and Maltva and under the Hindu 1iJ2s  of Rajasthan. All tllese schools came undcr the 
magic spell of the classical tradition of \vall painting as well as tlie Jain miniature tradition and 
the Persian style of painting. The Mughals were instrumental in introducing elements of Persian 
tradition in contemporary Hindu painting a? ~ ~ l l  as the subsequent style of Indian painting. The 
credit for introducing \Vestem elements in drawing and painting in tlie Indian style also goes to 
tlie hlusli~n kingdoms. Culturally, religiously and content-wise, Palladi painting ~ ~ h i c h  followed 
the Rajasthani and Mughal scliools absorbed a great deal from Rajastllan~ painting. Technically 
and ~t)~listically, it also o\\es a great debt both to the Mughal and Rajasthani scllools. 

As already emphasised in thc first chapter, the Hindu rajas of thr \4;estcrn Himalayas had 
close political contacts with the Mughal courts. Mughal painting could have influenced Pab.adi 
painting either by its actual example, the Pahad~ riijii~ seeing and acquiring these paintings and 
sllowing them to the hill artists, or by the imnligratio~~ of artists from the Muglial courts to the 
employment of tlie hill riijiis. The theory of immigration is basrd on the I'.istorical fact that the 
hills have always acted as a refuge for the political and religious victinls of the plains. Karl 
K1iandel\vala4, Douglas b r r e t t  and Basil Gra)" all believe t11;lt artists trained in the later Mugl~al 
sqlc ofpainting migrated to the llills to seek refugc and patronage in the wake of political distus- 
bances, more spcciiically after the sack of Delhi by Nadir Shah in A D .  1739. According to t l ~ r  
local tradition6 prevalent in Sujanpur Tlra, the artists \vlir, paintctl tllr ~valls of tlie Narmadcivara 
temple came there from Dellii. \Vliile it ma)- be possible that later h4uglial artists miglit have 
migrated to the Ilills, they cannot be considrred a5 the immrdiate causc of Pal~acl~ painting. 
Pahadi miniature painting can quite reliably be datcd as beginning from the second half of the 
seventeenth century, which is beforc the break up of tlie A,lugllal a~plir,:r. Ilelinitc evidence of tllr 
migration of blughal artists to the hills is not availablr as yet. As rven tl1.c carlicst Pnll;ld~ paintings 
came under the impact of Mughal painting, it seems Inore likrlv that this i~ifluencc was rxcrtcct b)- 
the artistic tastes of the local rajas bring moulded by seeing Mughal miniatures. It ia also possil~lc 
that these riijiis hl-ought M~rglial miniatures \vitll them on their rc-turn fiom visits to the R Z L I ~ I L L I  
courb. \l'e have already noticed in Chaptc~ 5 the dccp intluc~lcc of the royal patroll:: 011 1 ' . ~ 1 1 ; ~ ? 1  

painting. 'The possibility of changrs in tastc influcnci~lg changes of tcc.1i11iquc-s is f i~ r t l~ . (~ .  s~~l)l)ortrd 
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by the fact that there was no sudden and abrupt change in techniques. Jfughal influence was only 
gradually felt in the lulls. At first it was confined only to nominal changes in the style of dressing 
as seen in Basholl 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 Pahzdi miniaturists, 
althougl~. plaimarily concerned with painting themes from the Bliiigauata Puriina 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 -4janta and Bagh are remarkably expressive but there does not 
seem tc be a conscious eflbrt at portraiture. In subsequent Indian tradition, including Jain 
painting, there is practically no attempt a t  character delineation. In Persian miniatures it is 
diflicult even to judge the sex of human figures. They seem to have the same appearance; slender 
and elegant, 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 to the hlughals to perfect the art of figure drawing and portraiture. 
Few exarrlples can be hund not only in Indian art but in world art of such unruffled tact and r e b e d  
sensibility as in the hlughal portraitse. Mughal paintings are models of fineness and finish and in 
the a~nount of character that they exhibit they have not been excelled3. Never before or after has 
there been such shrewd psychological observation, portra)-ed with such economy of detail as 
during the heyda) 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 
anotl?er miniature, both exhibited in the National Museum, New Delhilo, tb.e line apFears to be 
clearly inherited from a National Museum hlugllal miniature". The various Rajasthani and 
Pahadi portraits of riijiis and noblemen \vhich \vere painted after the artists came into contact with 
Mugha1 art have made these painting syles so much more infused wit11 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 Kulu Devi mural (Fig. 3) tl1.e esprcssion on the faces ofsiidlriis shows Pahadi portrait- 
ure at its hest. 

Composition on a grilnd scale after the manner of .4janta had long becn a thing of' the past. 
In the Pala, Orissa and Jain ndniaturcs it tended to be simple, not overcrowded with figures and 
not o\.el anibitious in the arrangement of motifs. hlughal pa in t i~g,  on the other hand, conveys a 
selw of greater viole~ce and grandeur" t h n  that which csistcd-in the Persian or tlre b'estern 
Inc!inn miniature tradition. This concept of composition 011 a grand scale was passed on to later 
Rajasthani a ~ r t l  Pahad~ artists. \Vhcn we compare, for example, Jain n~iniatures'~ (Fig. 74) uith 
those from B;uigr;~'J (Fig. 75) we ri-alise the diHert-rice in the panoramic vistas, vitality and \iolence 
that now d.istilrguisll.cc! Paladi rniniaturcs from the p r c - b l u g l ~  miniatures. The artists of the wall 
paintings of d?.c l'all.a?~ rrgion also liked compositions in tlre grand hlugl1.al manner as seen in the 
ill~lstraeions of thc dczrbar of Ka~irsa in Ni~rpur (Fig. 1) ant1 Rukmini receiving a mcssage From 
I.;!.s~?a in Pindori (Fig. 45). 



ONE HUNDRED EIGHT -ALL PAINTKNOG OF TNE WESTERN HIM&LAYAS 



WALL PAIN I'INGS AND MINIATURES-A CO'--' RATI-"- ' I'UDY o l ' m ~ ~  

Q&@ d t l r  learnt Xkrs 
M q h * ~ . a  lx$k&bg ldnl d- 
the W&& LW h a d  i-8 onrp e a r & ~  
miniatut.es. The hbg- in- this 
Case 8$&3 ~ & s d t a d  the of 
Ajmts io! t 3 k v i q  p e w . -  fn 
Ajjanta shc m&& mplqai wbot k 
remd $ && tCsa&~cfr as. &E 

multiple pmpmiwe@. This amble8 
UP to g& a bid'seye view ami t~ 
see what is happahg behiad the 
wall or the r0C.k. this way 88 
almost ph*cal h e  is drawn b- 
the nearex and the mone distant ob 
jecis. An exceHent iilustratioh of this 
perspective can be %een h a Mughat 
miniature h r n  the A k b a ~ m ~  show- 
ing a dejected Akb~r in the hua- 
field, fbund 31 the Xnf a Office U b y n  
London @g. 761. its intiuence can 
also be 6 in B Eot& d a t u r e  
fkom Rajas- 3lltmating princesses 
hunting". In die! Gaur14atikara pain- 
tings of S~IXS&T Uhmd and $ a d o  

Y 

(Plate XTff3 the maple perspdve 
is again ef&&&ly emfl~yed. 

portrayed in Mqhd art was tmriva- 
Ued in the prc-Mughd Indian &a- 
ture tradition. The sense of wonder 
and intimacy W& wseh nature is 
depicted was primarily inherited &m 

Fig. 76 MNglrel Afin~uIurr-'Akbarin the hunll -- d.' PC&~II Pain&g. +&c &- 
ways aim& at d n t d h g  the beau9 

and harmony of nature even when portrayhg violent feuds W the dud between S o h b  a d  l& 
grandson Bazrii". Nature was further exploited by the Persian aftis@ to serve as Eqqkw&w 
reflection on a sensual experience. This is best illustrated in a painting of tbe knom Persian, &or$ 
of the first meeting of the Iranian prince Humay and primes Humayun, dwghte~ of the Kbpan 
of China1'. Here h fia- are in the fireground of the picture; it is rhe human figures which 
are submerged h aaWm to extent of having taken on a flower-like appearance in arrested 
qpectanql@. l310 @&~%Q.abtists added to the Persian artists' amchuumt to the depiction d 
&ling, an equally 16 &E ~turdistic presentation. Emperor Jahangir shooting a lion# 
M s hunter climbing h ;EF-e@ arr; %WO Mughal miaiatma w&h illustrate this point. 

The classical as well as the subsequent painting tradition in India does not match &g 
Mughal's treatment of landscape. The Paha& artists, besides having a pmhnd love &X 
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WALL PAT\TISC;S AND MINIKI URES-A COMP,\RATI\B STL'DY O M  HUNDRED ELEVES 

adopted the basic formula of thc Persian? but further improved upon it as illustrated in the mini- 
atule depicting the arrival of the famous musician Tansen in the court of Akbar". The Pahadi 
artists learnt how 10 show grand arcl~itcctural details from the Mughals. A Kangra miniature 
found in the National Museumto (Fig. 77) as well as Kamsa's darbTir in Nhrpur wall painting 
(Plate I) have elaborate architectural designs. 

I t  is not without significance that some of the clements of European drawing absorbed bv 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 hlughals. 
The use of flyin-g angels as seen in Pindori (Fig. 43) FvaF also absorbed by the Pahadi artists from the 
Mughals. T l ~ r  use of shading, adistinctly accidental innovation, was lcarnt by the Pahadi artists 
from the Mughals. 

Althougll 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 epeaking, 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 meaninggo. 
The endowment of nature with the mysteries of passioiz as in the Rajasthan1 and Pahad~ schools 
doe: not find poetic expression in Mughal painting, nor is it customary to find in it the association 
of flowers, birds and animals with human sentiment3'. Mughal artists concentrated on painting 
male fipres rathcr 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 \vithout much concentration on 
depiction of character in hlughal paintinggy. The Pahadi artists, on the other hand, took great 
delight in painting women in all their loveliness and grace. They painted \tomen of various 
t)-pes in direrent situations and with attention to character delineation. 

In clra\\.irl.g, altllough the lines cmployed are generally the same, with the influence of 
oldrr Jain tradition stronger in Pah@ painting than in Mughal art, there are still diKerences 
bctwrm the t\\-o styles. Pahadi drawi~lg is more lyrical than Mughal drawing. In composition 
also there is a cignifirant difrerence. The Mughals admircd symmetry of a very severe order- 
in buildin.gs, in gardens and at times evcn in paintings. Every element was balanced by another 
component which constituted its Jawiib or answer3? The painting of the darbiir of Jahangir cele- 
brating tllc fcstival o f  lib-Piislri datrd A D .  1640 sho\vs this very clearly3'. The throne of the 
Emperor, t l1 . e  groups of musicians and courtiers are all balanced against each otller. This rigid 
adll.erencc to s>mmetry is not present in Pahadi painting even \\-hen court scenes are illustrated. 
The cinrbiir of Ranla in Damtal ;Fig. 28) and of Kamsa in Khrpur [Fig. 1) although painted formally 
do not adhere to any rigid symmetry. Thematically speaking, compositions of the two schools 
have grrat dilli-rences due to dilkrent cultural patterns as already discused. The Mughal artists 
prefcrrc-d secular thcmrs FLICII as grand dnrbiir~, hunting scenes and celebrations of royal births. 
\vberras tlzr Paliad~ artists prekrred religious tllcmc.5. 

111 tile l.sc of colours, the artists of the \ lTester~~ Himalayas scem to have draw11 much morc 
from thc \.l'rstcrn 1rtdi;m tradition than from hiugl~al painting. I t  seems that the people ofGujarat 
and t l ~ c  \Ycstcm Indian plains. fed up with the unchanging llurs of their topography. liked to dis- 
play rich colours in th-eir paintings. 'The R.lughals also borrou cd fiom this st>.le and did not coniiie 
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themselves to the soothing coloul-s of the Prrsian miniatures. 0 1 1  th.r wll.olr. I?o\wver, d7.e Mughals 
took pleasure ill mftly blen.ding colours rathcr than in sharp contrasts. T1.e Pal?adi artists learnt 
he use of pastcl colours from the Mugl~als esprcially as far as Guler ~ i ? d  Ka11.gril stylc paintings 

conccnld. Raja Sansar Chand of Sujanpur Tira seems to I?;t\rr had a spccial fondness for 
pa5tc] d:arJes and o l ~ r  of t l ~ r  best acrics of panels in tl1.e NarmadcS\.ar;i tcnlplc is painter! in pastels 
(Plate S).  Pal..adi artists, o11. the otl~cr hand, gr~?erally used a rich ;t~:d hrigl?t palcttc. Thrrc, 
is nodling i ~ .  X{ugl~al painting to comparc \\it11 thc sl!al~ briglit colours cmploycc! in painting 
the backgro~utds of Basholi n~ir?latures or t1?cb dark maroon backro~n1.d of Nllrpw \\all paintings 
(Plate I). 

To sun1 up, it \%.ould h. truc to say that Muglial art w.1~ nlorc intc.l.rstcd. in secular tli.emes. 
It was, to a grcat cxtent, a closcd, rclectic, aristocratic art; a gro\\-th of lusury and leisure; a 
product for dl.r delight of t l ~ r  culti\fatrd eyr without ; I I ! ~  c!rmorratic folk appra13a, Pahadi alt, 
011 the odl.er hand, was morc conccmrr!, as is conlmoil. in thc other Hi17.d~ scl~.cals, \\it11 religious 
themes. Altl~ough, both were patronised by royal courts, Pahadi art \cas more imaginative, 
full of thr unexprcted a ~ d  appcaled to thc tastes of tl!c com~non mcn. Palla?~ artists sec-nl to have 
borrowed eleme11.t~ of composition, landscaping. animal dt-awi11.g a13.d portraiture from thcir Mugl~al 
counterparts. Tli.cy did not, howevrr, product. ar! imitative art but blc~clcd thr Mugll.al elcmcnts 
to evolve something quite distincti\.r. of tl~cir owlr genius. 

nccca~li miniatures and wall pai~?tir?gs on t1l.c otller hal:d do not scc-m to have influenced 
Pahadi painting. The only thing li~l.king both scl..ools apprars to be tllc use of spr;~).s of pi11.k 
flowers common in Deccani miniatures and. in Cl-.amba miniatures and wall paintings. A com- 
parison of a Deccani miniature3B with a Chamba miniaturcx, both found in. tile Natio~lal Museum, 
~ i t h  Chamba Rangmal~.al's painting: makcs &.is point clear. TIl.esc sprays of flowers are also 
common in later Rajasthani painti11.g and it is possiblc that this motif may have tra\rrllrd fiom 
the Deccan to R@asthan a d .  from therc to the hills. 

Rajasthani painting was contemForan.rous with Mugh.al painting. Early pain.ting in 
Rajasthan was basically an adaptation of the Jain style ofpainting. In it the RajpGts' predominant 
instinct \ras for swaggering form, swirling line and haughty compositions, consisting of startling 
colours, brusque distortion, vitplit) and. excitemcntYs. 'This is secn in. thc rssentially abstract and 
s)mbolic paintings of the Mewar scll.ool. In the latrr raj as than^ schools like the Kishangarh, 
Bundi and Kotah styles, due to Mughal influencc there was a more tender approach to naturalism 
and suave delicacy. I t  was onSy then that Rajasthani art became more aristocratic, fashion- 
able, decorative and conventional with a hypersensitive aestl1.etic sense but without its original 
heroic proportions. The Rajasthani styles which. most i~flucll.ced Pal..adi paintin.g were the 
earlier M c ~ a r ,  Jaipur and Jodhpur schools. 

Tl?e influence of Rajathmi painting on Pahad~ styles was natural considering th.at they 
both bclonged to the same cultural tradition. It has alrcady been noticed in Chapter 1 that most 
of the Pah.adi riij5.r claimed descent from Rajasthani families and in Cltaptcr 3, it has also been 
brought out that there were close religious contacts between the two grograpl3ical divisions. Thr 
RajastE.aii and Pahadi princes visited each other's areas for purposrsof pilgrimage and thr spreacl 
of Vaisnavism into the hills was primarily as a rcsult of th.e e k r t  of Vaisnava matha., liom t l ! ~  
plains. The two areas a l .  ]>.ad a common literary tradition as already brot~ght out at Ia.rlgth 
in Chapter 5. In view of these 11.istorical and cultural tics thcre were bound to I)(. gl.c.nl the- 
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is not, however, clear as to whether this angularity of line was adopted by the Paha* wall painting 
centres directly from the R~jathani murals or via their own miniatures. The later seems more 
likely. The influence of the Mew* style of dFawing on Basholi painting is very evident. It can 
be aegsr in the angularity of line, the shape of the noses a d  special types af mimh found 
in M e w i i ~ ~ ~  (Fig. 78) and Basholifl miniatures in the National Musturn. It appears that 



through Baholi, because of its pllJrsical contiguity and marriage alliances, the Chamba drawing 
a]so llas Rajasthali overtones. Cllalnba nuniatures found in the National Museum bear testi- 
m(lly of this influence'g. Thr angularity of the line in the Devi-ri-Kothi and the Rang~nahal 
murals at mamba being akin to the Mcwar line has already been brought out in Chapter 5. 
Iniercsting]y enoudl, there is Fea t  similarit)' in the drawing of Marwar and KulG miniatures. 
A comparison of Marwar painting of the Hindola Riiga" with Kulfi miniature illustrating T o d t  
RBgini" shows similarity in the shape of eyes, jaws and the general stance of animal figures. 

In composition the early Palladi miniatures, especially thow of Basholi, have great simila- 
rity ill tllcir treatment of the compositions and colour schemes in a silnplc and direct manner to 
Me~var 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, arcllitccture and landscape. Rajas- 
tl~ani painting, however, had great influence in the use of colour as far as Pahadi painting is 
co~lcerned. The Basholi style derives the burning intensity of its colours from the Mewar scl~ml.  
The depth and power of the maroon used as a background in the Niirpur panel of Kamsa's palace 
(Plate I) also has overtones of Mewar colouring. Even in the Rangmahal paintings of Chamba 
the use oforange, red and maroon for painting backgrounds is reminiscent of ~ajas thani  elrments 
derived via Basholi (Plates XXIV, XXIX and XXX). A special feature of the Jaipur school of paint- 
ing, its use of heavy gold borders on the sadisof female figures, also seems to haveinfluenced Chamba 
and .kki miniatures. A comparison of Jaipur min.iatures4%ith a Chamba miniaturea6 both found 
in the National Museum illustrates a similar use of gold. This is also found adopted in th.c Rang- 
mahal, Chamba, and Moti Mahal, Patiala, wall paintings. There are alsosimilaritiesin t1i.c sh.adcs 
of colours and the general schemr of colouring employed by the Mar\var and Kulfi miniatures. 

An interesting possibility which has not so far been explored by scl~.olars and art historians 
is the likelihood of Nepdi and Pahadi art influencing each other. Nepal has for centuries becn 
in intimate contact with India in political, religious and cultural matters. I t  also lies 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 RajpCt migrations took place from Rajasthan to the entire 
Himdayan belt including Nepal. Linguistically, Rajastb.ani has greatly influenccd Wcstern 
Pahadi, Central Pall~di  and Nepali languages. Durin-g the eighteenth and the ninctcenth 
centuries there seems to have been active commercial and political contact between the various 
Himdayan kingdoms and a trade route existed from Garhwal to Nepal. I t  is wrll-known that 
a confederaq of hill T ~ J ~ S  led by the raja of Bilaspur invitcd 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 Ncpali 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 cvidence to 
support thic thesis. A comparison of National hluseum Nepali scroll47 (Fig. 79) and a 
Basholias (Fig. 80) miniature in the same collection supports thisview. 'l'hc shape of the cycs of tlie 
human figures, the style of wearing turbans by men and the use of sllades of green and maroon arc 
similar. It is also interesting to note that the maroon colourcd background of Ni~rpur wall painting 
(Plate Ij is very like the background of the above mrntiomed Nepali scroll. It is 11ot possil>l(- 
to say at this juncture as to whether l'ahadi art influenced Ncpal~ alvt with crrtail~ idiorrls ancl 
colour sense or the Nepalis brought them to the hills, but the probability of a close lillk scclnb 

strongly indicated. 
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,%, analysis of tl)c \r;lrious scl~.ools of Iri.dia11 mir~i;iturc painting discussed abovr shocvs that 

thr pail?fingr, of \{7\7cstrr~l Hilr,alayas did not grour in isolation but were the product of a 1on.g 

alld eolltinuous traditio~l. Strains of Pala, Jain, I'crsian, Mugllal and Rajasthani art co~nbined 

to product thrse delicate I)lvsso~ns. This sl?ould ~l.ot, howevrr, lead us to conclude that Pallad] 

painting \.,as purely derivati\re. l'hr Pal3.ad1 artists I ~ a d  tllc gcrlius to evolve out of thvir ;u.tistic 
illlleritancr., \$it], out5idc i~~fluencc,  somc.tll.i~~.g unique in 1n.dian painting as far as its mallllcrcd 
I\+ricism and grace are concerned. 

-4s tl~,? datablc miniature tradition is older than the cst;tut wall paintings, it \\.as bouncl to 
have gmat influc~lcc on tllc \\.all pairi.ting style. As Sal. as t1.cir n~ot i \~a t io~~,choiccof  tllcmcs arl.cl 
patrollage \\-crc rollccrned, both \+ere the product? of similar sourccs. 'I'l~e bcst l'ali.ad~ miniatr~rcs, 
ho\vcvcr, appear to Ilavc been paintcd brhrc  the Palriid~ artists started painting tl?c walls of 
telnp1c.s and palaces. 111 many lcsprcts the \\fall pai~~tirlgs rrprescnt the last burst of creativity 
of the Pahad~ artistic cfli)rt. Xrla~lda Coomnras\r,a~ny'~ tllougllt that P a h a d ~  miniaturrs were 
rcduccd \vall paintings. This doc.s not appear to 11c correct wllcn vicwed in thc backgrouncl 
of all the resrarcl?cs madc into Pahadi painting aster tllc \vritirlgs of Annnda Coomaraswarn);. 
I t  is more likely that, st!.listically spcaki~i.g, thr artists of thc\\all  paintings carried, a Ilc;ivy burdcn 
OS the tccllniquc of n~ini;~tures. In  tllc rarlier wall pai~i.tinqs liars a11.d brusl~ strokrs ;uc madc 
in a slveeping Inanncr which is 11ot found in our wall paintings. This debt was in fact so oncrous 
xt timc-s that the artists hrgot to paint in the genuine \call painting tradition an.d instead tried to 
paint enlarged nliruatures on \\falls. This car1 bc judgcc! by the fact that in our earlier wall paintings 
of Ni~rpur ,  Damtal hrst floor and Shogi, tlrt. artists painted ill the liarrativc tradition of bvall 
painting in large panels. Later on at  Pindori, NannadcSvara, Gauriiarikara and Cl~amba,  they 
painted miniature-like panels c~i,closed in floral d e s i g ~ ~ . ~ .  Even the Ggurc-s in later cvall pan,els 
tended to be sniall as iil nu~liaturcs. I t  does not, howc\re~, follo\v this that even in tllc casr 
of the later \?all painti~lgs the artistq completely forgot th.c canons of the classical wall painting 
tradition. The)- continued to paint continuous pa11.cls in the narrative style and I~avr  lnrgr com- 
po"ttion.s as in the mural tradition. I t  can, Ilowe\lc.~-. br  said tllat unlike tllc classical  all pain- 
tings, the artists of Pahad~ \\.all paintings did not unlresitatingly and invariably cmplo) prc7vt.n 
wall painting techniques but they tried to combine tlrc tcchniqurs of xvall and n~iniature paintings 
\vith rrsults ~ . o t  always fa\~ourablc to the quality of their work. 

In  styles of d r a \ v i n ~  it seems that the artists of the \\,all paintings had no innovation to 
offer. D r a ~ i n ~  continues to be linear \$itll the UFC orboth curved and straight lines. 'r17.c :~ngular 
line derived from Ra.jasthan~ dra\ving scrms to llave influc~lced early Hasllol~ and Kulu m i n i a ~ u r ~ s ,  
and Chamba \\,all paintings of Dew-ri-Kothi and Rang~nallal and later on the h1ot1 Malral p;~lacc 
paintings of Patiala. 

It  is interestir~g to notr th.at we have exactly similar styles of drawing in our \\all paintings 
as in the local styles of miniature painting. l'l~.e Ixst complex of wall paintings is in t1.c Krin.gra 
style as seen in the Slrogi, Nadauo, NannadeSvara and (;auriSailkar;~ temples. 'Tllc artists i l l  

all thcse centres Ilavc. painted in tht. style commonly referred to as t l ~ r  'Kringr;i school'. 'I'l~r 
dra\ving of the facial typc-S. eyes and ligures arc all in tllc samt: st!.lr ;ts in Kangra mini;~turcs. 
.\ comparison of Narmadcsvara u-all painting of Raja Gopi Cll?nncl I~egging bltiX.sl~fi fi-on1 I~ i s  ~ l e w  
iiilli (Plate X I )  n.itll a Kangra miniature fvund ill tl1.c N a t i o n ~ ~ l  h i u s c u ~ n ~ ~  (Fig. 81) bri~igs this 
(.jut. 'l'lir realistic dra\*in.gs o f m o u n t a i ~ ~ s  on tlre walls of thc G a u r ~ S a i ~ h r a  tenlplr (1'l;t~c S\'I ! 
all. dc~nc in a faslliol~  hicl^ cl^ is similar to what one fincls ill a ~ ~ o t l l c r  I'ahadl 1ni11i;lt~u.c (Fig. 8 2 )  
in tllc Sational Rlu.;cum collection". 
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ef ping out m join Ehe &f&~WaFata war pig. 18). Even the Wfi pain- 
,# - 4 A@ma in Ehe chariot mate XVEI) going out to war has the same G a l  types. 

W. G. at&@& is of the opinion that t4e wild d stony b1edm.a of Kulii produced s bar- 
b ~ i c  roughness in drawing. This does not appear t~ be correct. It would be truer m say - 
&c of Kulii and the Devi mum1 gave greater attention Do thr: depiction of rustic themes as 
m p m d  to any other centre of painting in the Western Himalayas. This is due to the fact that 
tfie nomadic tTi&es of this area lacked the sophistication of an urban ci-tion. Even those 
adsh who did not originally belong to the Kulti region were bound to be influenced by the 
cultural and economic milieu. This rusticityis very well illustrated in Kulii National Muse-66 
&aturn depicting rural scenes of the li& of common people andyogu meditating (Fig. 82 and 
P&e =I). In one of the miniatures a man is even shown with a goitre, a subjeit &.&h more 
sophishtcd schools of Kmgriz and Guler would have avoided. The Dtvl mural also contains 
many rustic themes (Fig. 73). In the actual styles of drawing and painting also, there are great 
similarities between the Pahai$ miniatures and wall paintings. For example, in the drawing of 
-8 and the use of shades of maroon, black and h, the sane technique has been used by-the 
Kdii D& mural and the National Mumttm Kulii miniature6'. The drawings of certain characters 
&o in tb,e Kulii Devn miniatures m wry dadhr to Kulti miniatures of the National Museum. 
Par example, the drawings d wwherds in the Deve mural and Kul3 miniature@' fbund in the 
Naimal NSuseurn are siJnilar. Gat likieness exists in the drawings of soldiers 4 Devi m u d  
mte XX) and another Kula &atureM (Fig. 831 also found in the National Museum. Tb 
illustration of mmen also is alike in Kulii miniatures6s (Fig. 84) and the Dev~ mural (Plate XX). 

Fii. 



Chambti miniatures are more delicately drawn than the Rangmahal d paintings; how- 
ever, there are stylistic simhitim. There is a striking resemblance in & fhdd  c h ~ t b  
of hwnan figures in Chmba Rangmahal and those seen in Chamlw ~~ariautdpt iIl~stration of 
,-S Sahai dated A.D. 1779 b d  in the National MUSP:UER ~lkotionao wd also in a minia- 
t1@#1 illustrating the D m  fig- &rJYBmons found in the National bhsmm coilecdcar pig. 85). 
T& H&& Mwum aharnba midabta illustrating Kqy~ d q  tbe h t  of SPadhaCa (Fig. M), 
who loalrg haughtily at him displays the leaves of trees, the cDn&truction of the architecture; aad 



deigns 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 Matidis8 miniatures 
show a treatment of noses and rigidity in the stance 
of figures similar to that found in the wall pain.tb.gs 
of Maii$. 

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 are 
mostly shown in profile. KwI Khandelwala8' calls 
this 'the Kangra stan.d.ard face'. Full faces are also 
seen but in both the miniatures a ~ d  the wall pain- 
tings they are quite rare. 

Pig. 86 Chamba Miniafurr-'Klfna touching llra fnt of Radha.' 



'The artists of the wall paintings and the miniatures grncrally gavc a stylistic treatment to 
costumes on human figurcs. They wrre circumscribed by the existing fashions. There were 
t ~ r o  distinct styles in men's fashion. Krsna as a cowl~erd and the rural people were painted 
\Yearing a dl~ol i  as the lower garment and a broad scarf to cover the upper portion of the bodies as 
seen in Chamba Rangmahal panel of Covardhanadh7irrina (Plate XXVj and then. a National Museum 
Chamba rni~ijatnre". 'The second type of costume was in  the Mughal fashion and consisted of 
tight pyjamas kn.own. as churid7ir1 and on top a ja~rlii or a long coat varying in length to below the 
kn.ecs or cnding at  the an.klcs. A turban is in.variably worn with this drcss according to the 
prevalent fashion as sccn in a Pincjori painting and a similar National I l l u s e u m ~ ~  miniature 
It may be noticed tli.at the angular line presel1.t in  depicting clothes in Bi~sholi miniatures is 
absent in the ~ v i t l l  paintings. Flowing and curvinplincs arc wed instead. 

\Vomen's c:osturr~rs are illustrated in three chief styles in our paintings. 'I'hc hrst style 
co~~sistecl of tiyht fitting churidar.~, a b l o ~ ~ s c  ar1.d a long tran5parrn.t gown ending just i~bove the 
a~lklcn with an odhani (v a scarf on thr  lrratl as seen in Basholi n~iniatures. This style does not 
1igur.e prominc~ltly in our wall paintings cxccpt in Ximpur (Plate I) or whrn showing Muslim 
ladies as in Sl~ogi and in Pindori (Fig. 43). Thc technique ofgiving t~ansparency to clothes generally 
consisted in painting thc cliurid7ir.r in bright colours and the gow7n above them in white so that the 
darker colours were visible through tllr lighter. I n  thc sccond style, thc \\.omen M-orr a thick gown 
from the neck to thc ankles over churidiirs an.d with an odhoni on the head.. This would seem to 
be the most popular stylc as it is seen illustratrd in Shogi (Fig. 39), Pindori (Fig. 19j,  Narma- 
delvara (Fig. 26) and Ch.amba (Plate X X X l j .  The gown was commonly painted in dark colour, the 
most popular being red. T11r third style consisted of a skirt or lehailgii with a bodice or choli and 
an odhani on the head. I t  was the popular d r e s  for the common people and was very common 
in pastoral scenes. Yaioda with the new born Krsna in  NarmadcSvara panel (Fig. 4) wears 
this costume. In  Basholi miniatures also this is the drcsse7. I t  is of interest to note that while 
the Line of telrailgos ill Narrnadcivara, Gaurisankara and Kulll is gently curved, i n  the Chamba, 
Dcvl-ri-Kotl~i (Fig. 59) and Rangrnahal murals, thr line is quite angular. T h e  artists used very 
light colours in pi1intin.g this costumc generally giving the bodices and. the skirts \e ly bright con- 
trasting colours. 

' rhc ilrnamcllts \\,urn by men and women anc! the latter's cosmetics were stylised according 
to tllc arcas in \vhich the paintings were csecuted. 

The artists orour  miniatures and wall paintin.gs not only drew human figures in the same 
style and drrsscd anc! drcoratrd tlicrn in  a similar fashion but even thc cows in the tbvo genres are - 
painted in a common. styl?. The I';!.s~?a cult inspirc-d the artists. to paint the cows with great 
tcndcrness an.d loving care. hloreovcr, a predominantly pastoral cowmunitv naturally looked 
upon the cows with afkctioil. In spitc of this, t h e ~ r  is stylisation in the drawing of co\\:s and in 
their mo\.cments which occurrcd perhaps clue to con.stant repetition of similar religious ~llemcs. 
Lacking in any particular originality, the artists of the wall paintings simply copied tl1.e minia- 
turists whilr painling cows. Karl Khandel\\ h" has illustrated modcls showing the prevalent 
set forms oCdra\ving rows. This stylisation is also seen in the drawings of horses.  he horse was 
first painted wit11 great vigour by the miniaturists of Jammu and Guler and also by the mural 
artists of Shogi. Later on stylisation set in as seen in the National RIuseum Kangra mi11iatureS9 
;und in the K u l i ~  Dcvl nli~ral iPlatr X X I I ) .  



Landscape painting forms an essential part of Pahn?~ nliniatures and murals. Hcrc. agaill, 
it is noticcable tllat, stylistically speaking. exactly similar convrntions operatrd in miniatures as well 
as in cvall paintings, as far as the illustration of trees, grasslands atid rivrrs is concerned. The 
innurnerable varieties of trees in the Il'estcrn Himalayas d o  not scrm to have strongly touched the 
imagination of the Pahadi artists. They have mostly drn\vn trcrs fnuncl ill, the plains or ~nodis11 
t r e e  in fancy colours not found anywl~ere. St)'lisation in thc dra\ving of trws occurred to sucl~ a n  
extent that Karl l i h a n d c l \ ~ a l a ~ ~  has bccn able to classify set forms of trees dratvn b), the P a l ~ ~ d i  
artists. Thcsc set. forms exist in ni.iniatures and \v;~ll paintings. Only thv artists of Narmadesvara 
temple seem to have evolvcd an original model of a trcc full of mo\,en~cnt as found ill. an illustration 
of Nanda rescuing Kysna (Plate \'II). This po\vcrrul trrc is not repeatecl clscwherc rithcr in tlie 
miniatures or in the \\,all paintings. Stylisation in landscaping \\<as not confined only to the 
depiction of trws but estendcd to rivers and grasslands as seen in Cllamha mural (Plate NSI'II!. 
In a mixuaturr showing t\vo go/~ls sitting prcttily on the bank o f a  river, the river is quite ;~rtifcially 
drawn." Tllis has its counterpart in the rivcr sho\\n in Kulit Ilevi mural (I'lateSX11:i. Grass- 
lands sho\ \~l  in LIICSC two paintings arc also similar. 

In  the depiction of thc inaninlate \vorld, as in the aninlate, tllc Palladi artists both c)f the 
miniatures and thc \\'all paintings seem to I~av' had a sitnilar approach in t l ~ c  treatment of certain 
subjcrts. For example, the Pahadi artists learnt from t11e Rlugllals not only stylistic dctails 
but also the nictllod of actual representation of architccturc. Thcrr is Ilarclly a possibility that, 
besides looking at Mughal miniatures \\,it11 arcllitectural reprrsentations the artists hacl I~eforr 
them competent inlitation of hlugllal architecture in  tlle hills. Buildings in the I~ills jvcrc not l~uilt  
in red sandstone or in marble as in the case of co~ltetnporary Mughal and Rajasthani constructions. 
They \vere instcad built with stone found in the ]?ills. Yet t l ~ c  ilrtists seem to have imitated h f u ~ h a l  
art so much in this respect that airy ~vllite ancl rcd sandstone biiriidari~ supported by semi-circul;~r 
arches and elcgatlt pilla~s and minarets \\.ere painted 11y thr artists \\ithout having any actual 
buildings of this type to act asmodels for them. \Irt- find that tllc illustratiotl of a fort in Nfirpur \\,all 
paintings is in red saldstonc colour. Similarl). the palace of Raja Gopi Chancl it1 Narmadesvara 
(Plate X) and Rarna in  Damtnl (Fig. 28) arc painted in \vllitc rnnrblc coloiu. I n  the Bashol~ and 
Knngra miniatures7' found in tlie National Museum, New Delhi, forts ;tnd buildings arc again 
painted to imitatc red sandstone and marble buildings. ;Inolller fraturc common to but11 \v;lII 

paintings and miniatures is iconograpll),. The figures of Krsna, ~ i v a  and thr I)c.vi are dr;i\vn and 
painted almost in the same style in  the t\zro typc3 of paintings. 

After the drawing was colnpleted with cll.arcoa1, tlic method of applying colours was alikc 
in miniatures and wall paintings. The quality of colours used was also similar. Tl1.c main coloi!rs 
employed werc red, green, blue, purple, maroon, ycllow, orange, bronn, grey, hlack, \\,hitc, gold and 
silver or were cornhinations of their pastel shades. Tllc ,artists strove in botli, cases to Icavc ;l smooth 
efect ~ ' i t l lout  any trace of brush-strokes. Rarely in Paliadi painting docs onc come across evi- 
dence of colours losing their smooth finish or brush strokes, bristling for spacr. O n  the whole, 
however, the miniaturists were more successful in giving a translucent and bright effect to tl~cir 
paintings than the artists of the wall paintings. In some par~els of Nartnadesvara trmple in Sujan- 
pur Tira a pearly but translucent colour elfect docs exist, but in general, in the otherwallpnintings 
the colour effects as now evident are not very bright. I t  is, however, possible that the ravages ol' 
time may have taken their toll and the colour of the wall paintings may havc origin;~lly t)cc,n ;is 
bright as those of the miniatures. 
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