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PALLAVA FRESCOES OF SITTANNAVASAL 9

The history of Southern India in the earlier centuries of the
Christian era is principally a chronicle of never-ending feuds
between the rival dynasties—especially of the Chalukyas and the
Pallavas. The incessant strife was stilled only with the dis-
appearance of the Pallavas from the stage of history sometime in
the tenth century A.D. It is interesting to note that so far as
the honours of war were concerned they lay with Pulikeshin II,
who defeated Mahendravarman I in 609 A.D.—eleven years
before he came into conflict with Harshavardhana.

Mahendravarman I, like his contemporary Harshavardhana of
Kanauj, appears to have been a man of varied interests and
considerable talents. According to Prof. G. Jouveau Dubreuil
it was he who first conceived the ‘idea of spreading in the
Tamil country the mode of cutting temples in rocks.’ A very
interesting inscription found in the cave-temple of Mandagap-
pattu would seem to support this view. *This is the temple
constructed under the orders of Vichitra-chitta for Brahma,
Ishvara and Vishnu, without bricks, without timber, without

~ etals and without mortar.’* Vichitra-chitta—one with a
curious mind, is one of the many epithets or birudas which the
versatile prince chose to describe himself. Some of the other
epithets, which were both Sanskrit and Telugu, are Chitrakar-
puli ( the tiger, i.e., the best of painters), Avanibhajana, Matta-
vilasa, Gunabhara, Shatrumalla, etc. An inscription in the
Maimandur caves in North Arcot—7 miles from Conjeevaram
the ancient Pallava capital, praises the poetical and the musical
talents of this remarkable sovereign, who is known to have com-
posed a * burlesque’ called after his own epithet—M atta-vilasa-
prahasana, a treatise on dancing and probably one on music as
well.

The shrine of Sittannavasal is situated at a distance of nine
miles to the north-west of Pudukkottai and is situated in the

midst of the Pallava country on the southern banks of the

* See Conjeevaram Inscription of Mahendravarman I, by . Jouveau Dubreuil of
Pondicherry College, 1grg, which runs thus: Etad-anishtakam-adruma-loham-asutham-
Vichitra-chittena nirmapitam nripepa Brahma- Ishwara-Vishpu-lakshitayatanam.










































































































































BUNDELA SCHOOL OF PAINTING 45

derived from the Moghul school of painting, modified no doubt
by influences of time and place, and a very few Ragini pictures,
the prohﬁc output of the Bundela painters consisting of hundreds
of paintings of Ragamalas, Rasaraj and the Satsai must be con-
sidered as pretty illustration rather than classed in the category
of creative art. The Bundela painter was particularly weak in
design and deficient in imagination, especially as regards the
types of men and women—heroes and heroines, whom he intro-
duced as actors in the pictorial dramas of Hindi classics, dressed
in garments of standard patterns and simple colours. .~


































































COURT-ART OF TEHRI-GARHWAL 61

beliefs in the religious ideas—which are the real inspirators of
Rajput art.” The difference therefore between Moghul art and
Rajput art lies not in their difference of clientéle but of ideas

and outlook. *

* Note.—I prefer the term Hindu to what Coomarswamy calls Rajput painting, as it

fixes the attention more on the cultural and religious forces which inspired and moulded its
uliar development while the word * Rajput ' refers more to the source of patronage.
indu painﬁllrliecan be sub-divided into various classes such as Brahmanical, Buddhist,
aina, ete, parallel classification on the basis of locality is also sometimes useful to
indicate the peculiarities of local schools, such as Kangra galam, Jammu, Garhwali and others.








































































NOTES ON PLATES

MOGHUL SCHOOL






NOTES ON PLATES

MOGHUL SCHOOL

A PORTRAIT OF JAHANGIR
(Plate No. 35)

HIS delicate portrait of Jahangir shows the fine quality of
draughtsmanship and subtlety of characterisation which
the Moghul artists achieved even within the rigid limita-

tions which they prescribed for themselves. The picture is
absolutely untinted except for a slight touch of pink on the lips
and the ruby in the necklace. The emperor is drawn in a
conventional pose of holding a Hower. It is a portrait of Jahan-
gir in his later years, when continued dissipation had begun to
leave its marks; for the chin is slightly protruding and the
cheeks are becoming Habby.

On the reverse is an inscription in Persian which is trans-
lated as follows:—

*Thanks to God that the likeness which the heart desired to
create has”at last appeared from behind the curtain of Destiny.
What thorns the enemies sowed and the obstructions they raised,
proved of no avail.'’





















92 NOTES ON PLATES

folded hands, are similarly rendered, tersely and effectively with
a profound knowledge of natural pose and unstudied gesture.
The colour scheme is extremely quiet and subdued in tone.
The interest of the picture is greatly enhanced by this reticence
of tints and subordination of mere technique or cleverness of
disposition to sincerity of representation. The ‘House of
Sheikh Ful’ is full worthy of the great master *unequalled in
his age for taking likenesses,’ and of being classed among the
notable creations of Moghul portraiture.*

* The signed pictures from the Tagore collection and the Boston Museum are repro-
duced in Rupam No. 4, pages 8-11. The subject matter of both is the meeting of Khan
Alam and Shah Abbas 1. There is enly one more picture in the Wantage collection by the
same artist, which has not yet been published. 2 pictures by Bishan Das have been repro-
duced by Goetz and Kihnel {op. cit.)












MOGHUL SCHOOL 95

pageantry of the Moghul court, its elaborate etiquette, its
supreme refinement and even its barbaric splendour than any
volumes of learned disquisition. On the reverse is a panel
6'4 inches by 34 inches depicting a Koel—the Indian cuckoo
and another yellow breasted bird which I am unable to identify.
The bird-studies are lovely examples of the new departure which
Jahangir initiated to satisfy his boundless curiosity as a naturalist
of exceptional gifts and keen observation
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98 NOTES ON PLATES

Karbalai’ 1212 Hijri. A good many pictures in the magnificent
collection of Babu Sita Ram Sahu of Benares bear the seal of
this gentleman, who appears to have been one of the descendants
of the fugitive prince Jahandar Shah, who sought refuge at
Benares at the end of the 18th century. The pictures passed
into the possession of the family of Babu Sita Ram Sahu about
the beginning of the 19th century.









100 NOTES ON PLATES

presence of birds and animals is absent. On the reverse is a
verse in Persian which says: ** The lady with the eyes of a fawn
has captured my heart as her quarry and has robbed me of peace
and comfort of my mind. Friends! your advice proved of no
avail.” There is also a seal on both the pictures which reads:
Haji Mohammad Karbalai 1211 and 1212 Hijri respectively.

Though the technique leaves nothing to be desired, there
is lacking a sense of conviction—of passionate sincerity which
Moghul painters seldom caught even in their finest delineations
of popular, poetic or semi-religious subjects.
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MOGHUL SCHOOL 101

A MOGHUL WARRIOR
(Plate No. 43)

This spirited portrait has the word * Mirza ' inscribed on it,
and is probably a representation of a Persian in the service of
the Moghul sovereign—probably Shah Jahan. The brushwork
on the profile is exceptionally fine and the treatment of the hands
and feet full of nervous feeling. The face is manly and full of
character. The young Mirza is just stepping out with a brand-
ished sword held in the right hand, which is gloved.
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MOGHUL SCHOOL 103

of Taimur’s army is to be found also a swarthy Ethiopian.
The smart assemblage of men here depicted is of more than
mere pictorial interest, for it conveys a vivid picture of the
type of officers who under their great chief overran the
major portion of Asia and helped Taimur to carve out a mighty
empire.

On the reverse is an illuminated panel in Turki from the
pen of the famous calligrapher Mulla Mir Ali of Herat ( died
1544 A.D. ).

A similar picture slightly inferior in technique and later in
age is reproduced in plate 111 of Kiihnel’s book ** Miniaturma-
lerei im Islamischen Orient”; wherein the figure of the
Ethiopian is absent and the vast hordes of Taimur are shown
in the background. In both the pictures an officer on Taimur’s
right holds an arrow which may have something to do with
some historical episode which I am unable exactly to ascertain.
There can be no doubt that the various faces—in all 33 in our
picture—are actual likenesses taken from some older version.



104 NOTES ON PLATES

SHAH HASAN
(Plate No. 45)

The Shah, standing on a garden terrace in rather an uncon-
ventional attitude with the sword on the right shoulder, is
presenting a necklace to a handsome youth, His attendants
wearing ear-rings are all strikingly handsome, one of whom is
carrying a quiver of arrows, another a fly-whisk of peacock
feathers and a third probably a carpet. There is considerable
charm of colour and decorative effect in the picture.
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NOTES ON PLATES

HINDU (RAJPUT) SCHOOL















HINDU SCHOOL 113

KRISHNA'S FLUTE
(Plate No. 50)

Krishna is seen playing on his fute with his two consorts
on either side of him. The entire world of nature—animate
and inanimate has gathered to listen to the soul entrancing
melodies of the Divine cow-herd. Even the denizens of water
have left their abode and their mutual antipathies, to witness
the unique experience. The trees in the background too, are
bending in devotion with their gifts of loaded fruit and flower.

In a picture of this sort the only thing which counts, is the
expression of the idea.” All else is of secondary importance.
The treatment of the figures and the landscape though purely
conventional, fit in with the dominant note of complete devotion
which the Hindu painter like the primitive school of Italian
painters sought to express.









HINDU SCHOOL 115

address to the Beloved, which is thus translated :—
‘No quarry did have a moment’s rest when thy beauty’s bow-
string was plucked.’

On the reverse is a somewhat indifferent drawing which is
entitled Shah Abbas Safavi.



116 NOTES ON PLATES

A RAJPUT WOMAN
(Plate No. 52)

This charming study is a mixture of reality and ideal type—
of imagination and observation, as a Hindu painting generally
is, in contradistinction to the secular court-art of the Moghuls.
There is a little more modelling than is usual in such pictures.
Rajput painters painted their women with invariable charm and
genuine nobility of feeling. The women are almost always
young and beautiful, modest, emotional and tender as a flower. .
The beauty of their limbs and their sensuousness are discreetly
veiled in lovely draperies and glorified by the single-mindedness
of motherly love or the devotion of a loving wife.





















HINDU SCHOOL 119

THE GLORY OF SPRING
(Plate No. 53)

This picture was presented to the Bhirat Kali Parishad
by Kunwar Bichitra Shah, a scion of the royal house of Tehri
and is probably the handi-work of one of the court-painters of
Raja Sudarshan Shah. It is a charming study of a woman
seated on the bank of a hilly stream fowing past the palace-
gardens. The young lady is dressed in ample robes of yellow,
for saffron according to the Hindus is the colour of Spring.
The vernal blossoms of convention are delicately painted, with
the architectural background worked out somewhat realistically.
On the reverse is a quatrain from a celebrated Hindu poet by
the name of Senapati describing the advent of spring with
characteristic imagery.















122 NOTES ON PLATES

A STORM
{Plate No. 58)

The lyrical mood of the Pahari painters is best reflected in
pictures like this. No label or commentary is required to
elucidate the mis-en-scéne, for the animated lines convey their
meaning vividly, effectively and unambiguously. The fying
draperies have caught the wind exposing the long black hair
of the woman who is running back to her apartments to escape
the storm. The Lucknow School of Art and Crafts has recently

acquired a slightly more finished version of our picture, in

which the gloom of the horizon is relieved by golden streaks of
lightning and the curtain on the door is being tossed up and
down by the blowing wind.
























PLaTeE No. 61,

Morning Worship.









