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Pretace

Tue present volume originally formed part of my thesis entitled “Some Impor-
tant Aspects of Mughal Architecture’ (with special reference to the Monuments
of Agra) approved for the Degree of Ph.D. by the Agra University in  1969.
This is a study of the evolution of tomb in India and its perfection in the Taj
Mahal. Though the genesis of man’s aspirations to perpetuate the memory of
a departed soul through architectural works has been traced in a remote past, in
essence it deals with the funereal structures of the Mughal Age, chicfly that
wonder-structure of art and architecture which is known under the simple name
of the Taj.

The Mughal sepulchres from the tomb of Humayun at Delhi (A.D. 1565)
to the Taj Mahal at Agra (A.D, 1631-48) have been examined in the historcal
perspective with reference to the inspirations, constructional and ornamental,
which they derived from various sources. Particular attention has been devoted
to evaluate the contribution of the indigenous norms of art and architecture
towards the formation of body-fabric of the Mughal tomb. The point has
generally been ignored and, decisive as it is In many cases, it warrants primary
contemplation. We see the Kandariys Mahadeva temple at Khajuraho and we
also study the Vastu-texts (treatises on architecture) of the Hindus, prescribing
principles of construction and ornamentation which brought about its form, It
is surprising that while we see the Taj Mahal, we meet with no Vastu-text of
the Mughals, prescribing # code of the principles of building, or any other work
on the subject which can be said to have led the Mughals to raise such a well-
halanced and majestic structure!

It is not possible that the Mughals could have built such beautiful buildings
without certain well-tried, set rules and norms. 1 have tricd here (o extricate
these rules and norms from near obscurity and to distinguish between fact and
fiction which has so unscrupulously been mixed up with the History of the
Mughal monuments. Many unknown features regarding the Mughal tomb, e.g.,



the tomb of Akbar and the Taj Mahal, have come to light. Controversies have
heen examined in the minutest detail snd an attempt has been made to establish
the maximum historical truth in each case. Some new features of great interest
and importance have been added to the study.

However, 1 do not claim to have said the last word on the subject; the most
I can claim is to have opened up a new channel into which the scholars, now
and in future, would find their inquisiteness flowing with profit. The study of
history, us of any other science, is a continuous growth, an accretion and an
unending process to which fresh facts and figures continuously add. My contri-
bution to this study is a modest instaiment, not the total sum.

I express my gratitude to my teacher Prof, G. L. Mukerji for his fatherly
affection and Jearned puidance in pursuance of the study of Mughal architecture.
[ am deeply indebted to my friend Pandit M. K. Saraswat for his affectionate help.
learned guidance and very valuable suggestions. He isa great source of inspiration
and encouragement. | thank S B.S. Tiwari, Prol. R.P. Shukla, Professor &
Head of the Department of Drawing and Painting, Agra College, Dr. N.S.
Chauhan, Professor & Head of the Department of Psychology, Agm College,
Sei T.R. Suyal, 5ti G.A. Qamar and Sri P.D. Jhamb of the Archacological Survey
of India, Sri §.M. Tripathi, Librarian, Central Library, Agra College, for their
kind help and whole-hearted co-operation.

I thank Mrs. and Rev, Reid Thomas, Professor of English, St, John's Col-
lege, Agra, for their kind assistance in translating some valuable works from
French to English, sometimes at their great inconvenience. They did it with a
smile, which is so charscteristic of the English culture.

T am obliged 10 my fricnd Sri Ayaz Ahmed for his constant help, parti-
cularly in the collection of the illustrative data for this book. He has stood with
me in all thicks and thins and his friendship is the most reliable asset to me
for the last twenty years. My thanks are also due to Sri Raj Bahadur, Sri Ved
Prakash, Sri Satyaprakash and Sri Lokesh of Messrs, Priyalal and Sons, Photo-
graphers and Sri K.K. Gupta for assistance in photographic work and typing
respectively.

This book is respectfully dedicated to the memory of my late father in token
of the irrepaysble debt 1 owe to him.

I must also acknowledge gratitude to my wife who has shared the difficult
moments of a hard life without grumble. Without her devotion and wholesale
sacrifice of all her personal desires and ambitions, the harsh realities of this life
would have drowned me to the fathomless bottom. | know this selfless devotion
is spontancous and part and parcel of her life and hardly needs any recognition.
Without her co-operstion, however, | must inscribe, this difficult work could not
have been undertaken and pursued.
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Tug most lamentable aspect of Mughal
history is the neglect of its monuments by
contemporary chroniclers, Even the detailed
and accurate stcounts of Babur lack an
actual description of the architectural pro
jects at Agra upon which he recorded 1o
have employed 489 sione-cutters, Historians
of the glorious age of Akbar, e.g., Nizam-
uddin, Abul Fazl and Badaoni, suffer from
the same defect, They devoted attention
chiefly to the Royal marches, ceremonics
and functions, wars and conquests, pro-
motions, and sometimes religious discourses,
The reference to monuments is regrettably
casual. Abul Fazl mentions upwards of 500
buildings which Akbar constructed in the
fort at Agra but has taken no pains to des-
cribe a single one! Even the magnificent
Delhi Gate of this fort has pot been men-
tioned by him. Beautiful palaces and ad-
ministrative buildings were constructed at
Fatehpur Sikni before their eyes, but they
have made no mention of the so-called
Birbal's Palace, Abul Fazl's Palace, Jodh-
bai's Palaee or the controversinl Diwan-i-
Khas, They have not described even the
tomb of Sheikh Salim Chishti, The Ibadat-
Khana is still @ mystery and in spite of so

Introduction

many suggestions it has not yet been traced.
Curiously, Badaoni used to enjoy the
privilege of spending there hours together.
Jehangir has made a mention of the palace
he built mear the ramparts in the fort ol
Agra. But his references to his father's
tomb at Sikandara near Agra, built between
A.D. 1605 and 1612 are meagre and give
no idea as to its exact planning or design.
He even does not allude to the provision of
a secret cenotaph—besides the lTowermost
grave and the uppermost sarcophagus—
which was built ingeniously within the body
of the fourth storey, unseen and unknown to
the outside world. No contemporary record
of any practical value exists regarding the
tomb of hmad-ud-Daulash. The Kanch
Muhal has not even been mentioned. Abdul
Hamid Lahauri, the court historian of Shsh
Jehan, was the first to take up the subject;
he described at length the buildings of his
patron in the forts of Agrn and Delhi. But
his accounts are vague, without any order or
arrangement, and lack a critical study of
the prevalent architectural style. They are
full of eculogical commendations, so much
so that almost every pulace of his descrip-
tion was loaded with gold and glittered more
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glaringly than the sun and the moon and
rose higher than the sky itself! Their exact
sites at the same time cannot be located.

Building activity in the Mughal age, it
appears, was a common feature and unless
there was something unique which could
evoke the medieval sense of curiosity, it
failed to move the contemporary historiun,
who was generally not inclined to include
architectural _subjects in  his precious
accounts. For him other Royal affairs of a
political, military and ceremonial nature
were of greater importance and hence
occupied his whole attention.

The foreign -travellers who happened 1o
‘be in India in the 16th and the 17th
centuries have added some valuable infor-
mation to these sccounts, Bul they had their
own limitations, They had no access (o the
monuments until some powerful noble chose
to patronisé them They mixed with the
people at large, and though they had no
intention to suppress or to exaggerate, they
were casily susceptible to rumours and
hearsay, Their own business and pursuits
often sometimes led them (o ignore the
monuments. Father Monserrate does not
give the necessary details of the [badat-
Khana or the Diwani-Khas at Fatchpur
Sikri. Hawkins is likewise deficient in his
accounts of Akbar’s tomb. Thomas Roc was
several times with Jehangir in the Hammam-
i-Shahi or the ‘Ghusal-Khana' but has never
mentioned how the air-conditioning system
was operated. Peter Mundy's déscription of
the wonderful buildings of Agra is equally
meagre and insufficient. Tavernier person-
ally weighed the dismonds of Shah Jehan
but does not mention the secret apartmenis
where the Treasury was located, or the
Shish Mahsl or other palatial mansions in
the Agra Fort. Francis Bernier who wos
attached to the Court as a physician had
pocess to the harem at times, bul he does
not describe the palaces.

All this has. resulted in widespread mis-
conceptions, and at times, gross misrepre-
sentation of the Mughal monuments. As for
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example, the so-called Pplace of Jodhbai
was not built for Jodhbai, the queen ol
Jehangir, who later became the mother of
Shah Jehan;! the so-called Birbal's Palace
was not built by Birbal; the Diwnn-i-Khas
could never have been used as the Hall of
Private Audience, s it i generally under-
stood? The Amarsingh Gate of Agra Fort
wus originally known as Akbar Darwaza®
and was renamed as such after A.D. 1644
when Amar Singh Rathor, the elder brother
of Raja Jaswanisingh of Jodhpur, assassi-
nated Mir Bokhshi Salobat Khan and was
himself killed in the fierce battle which was
fought, as it is likely, near this gated The
so-called Jehangii Mahal was  originally
the Palace of lbrahim Lodi which was
adopted and converted by Akbar for his
own purpose, The Mughal *Ghusal-Khana'
was not a bathroom but the instilution of
the innermost, closely guarded, privite
council-house of the Emperor® The Chini-
ka-Rauza has nothing Chinese in its form
nor material; it is on the other hand one of
the most brilliant examples of glazed-tile
decoration, the origin of which can sysle-
matically be tmced to ancient Mesopota-
mia® The Shish Muhal likewise is the most
glaring specimen in India of the interior

. For tdentification of 'Jodhbai® see author’s
7 i el M i B B
el E o

Studles, Ig.lmm. Vol X, 2, 1970:71.
+ Sce author's paper ‘Cienesin of the Diwani-
ﬁhn!' lt“m:;ét! Sikel," ' Indica, Yol V,

o 1, L
3, Willinm Finch hns cosuslly made 5 mention
qlthhpuu‘mhrtyrm *, . CF, Wil
?lls._rllhl-‘mmt.nl‘.urly Travels in India (London,
4. Abdul Hamid Lahauri, Bodshah-nama, Vol.
1 (Bib. Ind, Calcutts, 1868), pp. 38085
Repaathan, Vol 1o (Loston, a0 gl
iy - \
his observation thal it was Itr'”um
Bokhnm - Gate’ Ed' fhid., p. b not be
cepizble; Pt. B ﬁllh Reu, Glorfes
a_frﬂnmrn o :h:” aﬂﬁrﬁmun Rﬂﬁﬂp ra (Jodh
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:'I:P ﬂ;‘lulzzﬂ‘kﬂf .'lmll; re (Bombay, 1970},
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ornamentation of plass-mosaic that the
Romans and then the Byzantines employed
on a large scale.

This unhistorical popular nomenclalure
of the monuments owes a lot to the over
zealows; over confident, illiterate guides who
coin such legendary associations and spread
stories which work wonders on the sense ol
curiosity and romance of visitors. Their
stories, which belong more to the art of
fiction than 1o the science of history, gm-
dually settle and become established.” This
is how a considerable part of the history
of Mughal architecture has been framed
up!

Right since Thomton’s Gazetteer of the
East India Company, which was published
in London in 1854, the British were anxious
to record the monuments. Thanks to James
Fergusson's pioncer efforts and Alexander
Cunningham’s most enlightened Director
Generalship of the Archaeological Survey
of India, a preliminary study of the Mughal
monuments was token in hand. A.C.L.
Carlleyle made o detailed survey, collected
the traditional stories, screened the legends
and tried to provide a true history of Mughal
architecture, H,H. Cole, H.G. Keene, E.B.
Havell, and others followed in his footsteps.
E. T. Atkinson and F. H. Fisher edited the
accounts of Agra and its monuments in
volume VII of Swuatisticel, Deseriptive and
Historical Account &f Northern Western
Provinces of Indla, published at Allahabad
in 1884, H. R. Nevill compiled the available
information in his Agra: A Gazetieer in
1905. E. W. Smith took up the task of
making n detalled survey of the buildings
of Fatchpur Sikr, Akbar’s tomb, and
Chini-kn-Rauza. He expended a great
amount of lobour and collected invaluable
plans, diggrams, plates and other illustra-
tive material. The work was further pur-

7. I Burton Page (cf. Spkﬂdwu Hr#E:rﬂ'

Iﬂj nmu commented on
Kool AL “m. “'T.'ia?‘!u.‘.'n and hm'f"'f
no E“.Mh“ hnymd !;n usage of the local
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sued under the Director-Generalship of
Sir John Marshall and the Viceroyalty of
Curzon, which is however more noted for
restoration and conservation of the monu-
ments than their correct interpretation from
the historical point of view. Some Muslim
scholars mlso shared the study and the
names of Syed Muhammad Latif, Moinud-
din and Asharal Husain may be mrnunm:d
in particular,

But, except for Fergusson and H:wcl!
one and all described the monuments in a
stereotype manner; they either neglected the
historical part or accepted the popular mis
conceived notions. They did not interpret
the architectural style with reference to the
structural and decorative details; they
ignored the inspiration which had brought
about these forms. No attempt was made
to trace the historical background or the
evolutionary process with respect to the
phenomena which gave this architecture jts
distinctive character. Fergusson and Havell
have no doubt discussed some fundamentals
as far as it was possible to do so in the
second half of the 19th century and the first
quarter of the 20th century, As art-critics
they laid the foundation but failed to re-
build the history of these monuments or to
correct the misconceptions. Even in their
capacity as pioneer scholars of architecture,
they had their own drawbacks: while Fer-
gusson was too occidentsl in his approach,
Havell maintained too oriental an outlook!

Percy Brown tried to maintain an impar-
tial attitude but he had too vast a field for
study—he took up the architectural styles
of the whole of India from the earliest time
to the modern day. An intensive study of
this particular school of architecture was
out of question, and he, therefore, could not
do justice to it. He did not deal with scores
of representative buildings like the tomb
of Firoz Khan, the tomb of Mariam
Zamani, Kanch Moahal. Chini-ka-Rauza,
Shish Mahal and others, Out of the seventy-
six intact monuments at Agra, he dealt only
with the Agra Fort and some of its palaces,
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and the Moti Masjid, Akbuar’s tomb, the
tomb of Itmad-ud-Daulah, the Taj Mahal
and the Jami Masjid. He did not make any
mention of the very important Mughal in-
stitution of Hammam or Phansighar, He
dealt with only the masterpieces of Mughal
architecture ‘and there too his accounts are
often sketchy. He did not challenge the
fictitious stories, ¢.g, the one that Shah
Jehan intended to build a second Taj on the
other bank of the Jamuna. With wery
limited time and space at his disposal, he
did not aim to build a systematic hislory
of Mughal architecture but deal only with
its highlights,

These scholurs are not o be blamed.
Their labours sre not to be underrated,
nor should their foundational work be mis-
judged. So much of hearsay and romance
had been mixed with the history of these
monuments that it was not easy to winnow
it all out. Unless a long-drawn, persistent
and a thoroughly detailed special study of
their architectural stylo in each individual
cise could be made on the basis of the
histarical background and the evolution of
each structural and omamental aspect, such
attempts are not likely to bear fruit either.
If the documentary or inscriptional
ovidence is not forthcoming or is not reli-
able, the legendary version only makes a
mess of the whole thing; only a systematic
and detailed study of jts style can help us
to extract the maximum truth to write a
genuing history of Mughal architecture.

Unfortunately, the study of architectural
monumenis as & branch of history has
generally been neglected in modern India.
Its value as the most perfect manifestation
of cultural pursuits of the past has rarely
been realized. It may be due to some cum-
bersome technicalities which are inevitably
involved in the study of this aspect of
history. Scholars study with interest the
fierce battles which Babur fought at Panipat
ond Khanwa but remain unconcerned with
his Bagh Gul-i-Afshan (presently known as
Rambagh) at Agra where he introduced the
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Char-bagh plan, the terraced pgarden and
the artificial arrangement of running water
through channels, water-chutes and [Jily-
ponds.

No doubt the language of stone is diffi-
cult to decipher but once understood, it
may prove ome of the most authentic
sources of history. Monuments—the archi-
tectural projects of the past—preserve the
most foithful record of contemporary
society; of the faith and beliefs, the assthe-
tic outlook and an capabilities of the con-
temporary people. As Morgan defines i, |
‘Architecture is the printing press of all
ages and gives a history of the state of |
Society in which it was erected’ The chro-
nicles which are written in the stones of
constructed structures provide a key to the
habits, thoughts and aspirstions of the
people who brought them to form. ‘The
study of architecture opens up the enjoy-
ment of contemplating buildings with an
appreciation of their purpose, meaning and
charm and every structure conjures up the
conditions of past ages. It is the onc art
with which we are all brought into daily
contact, for it shelters us from the elements,
gives us “Home™ and enshrines the sacred
symbols of all religions.... Architecture is
the mother of the arts of Sculpture, Painting
and the allied Decorative Crafts, ... The
History of Architecture is a record of
continous evolution . , . . Architecture, strid-
ing down the ages, was evolved, moulded
and adopted to meet the changing needs of
nations in their religious, political and
domestic development. A glance along the
perspective of past ages reveals architecture
as a lithic history of social conditions,
progress, and religion and events which are
land-marks in the history of mankind: for
as architecture is in all periods intimately
connected with national life the genius of
a nation is unmistakably stamped on its
architectural monuments. . .throughout the
history of the human race architecture, the
mother of all arts, has supplied shrines for



Introductlon

religion, homes for the living and monu-
ments for the desd.™

Fergusson was fully conscious of the
nature of his work and largely relied on the
definitions and interpretations which could
be deduced from a study of the historical
stones, He observed, ‘Some men of greal
eminence and learning, more conversant
with books than buildings have naturally
drawn their knowledge and inferences from
written authorities, none of which are con-
temporancous with the cvents they relate
and all of which have been avowedly alter-
ed and falsified in Ilnter times. My authori-
ties on the contrary have been mainly the
imperishable records in the rocks or on
sculptures and carvings which necessarily
represented at the time the faith and feel-
ings of those who executed them, and
which retain their original impress to this
day, In such a country as India, the chisels
of her sculptors are, so far as | can judge,
immeasurably more to be trusted than the
pens of her authors,™

De Gustave le Bon, the eminent French
archaeologist, thought along identical lines:
‘We talk with reason when we say that
nothing is more clearly written than what is
written in stone; the History of India is
traced as clearly as possible upon its
monuments, These last ovnfortunately are
disnppearing with regrettable rapidity.”™ A
proper study of these monuments would
no doubt add substantially to the informa-
tion scholars arc already in possession of,
and would fill in a cerain miserable
vacuum., The spirit of the Mughal age is
most Taithfully reflected in their monuments
and their study will give insight into the
tastes and temperaments of their builders. A
free use of the typically Hindu architectural

£. Sir Banlster Fleicher, 4 History Archi-
fecfure (On.  the Compn rnilw nihud.'l
{London. 1956), Prefice, p, X1 and ‘F

9. James Ferpusson, Nixtery of Indian and

Eastern  Architecture  (London, 1876), Pre-
face, p. VIIL.

10. Cf. 1. Burgess. ‘The M:hl.lutuul Antiqui-
ties. of Nonthern Gujaral,' A4.5.1, New Im-
pﬂi& Scries, Vol. XXXI1 (London, 1903).
r. s
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features and forms in the buildings of
Akbar, for example, is representative of his
liberal outlook and his generous patronage
of indigenous artisans. His inscriptions make
no mention of Hazrat Muhammad and
demonstrate the emancipation of the State
from the ecclesiastical control. Jehangir's
love of nmture and a care-free artistic
temperament is well reflected in his terraced
gardens and  garden-pavilions.  Shah
Jehan's monuments, full of exhuberance
and splendour, arc representative of his
golden ago which is noted for prosperity,
settled institutions of polity, security and
development of arls and crafts,

I The Mughal art of building has generally
been misunderstood as an offshoot of
Saracenic architecture based on Islamic tech-
niques and forms. An intensive study of the
monuments will however show on the other
hand that it is as much a product of Indian
art conceptions as is the art of Gandhara.
Though it liberally utilised Islamic inspi-
rations, it evolved fundamentally on the
lines which had been prescribed by the
ancient Indian architectural norms. Tt is
representative of the amazing capacity of the
Indian artisan to adapt himself to changed
conditions and to assimilate the inspirations
with which he is introduced from time to
time. The Mughals thus employed the
structural eéxpedients of the arcuate order,
e.g, the arch, the voult, the squinch and
the dome, along with the trabeate features of
typically Indian origin, like the pillar, the
bracket, the beam, the chhafja, the cor-
belled pendentive, the oriel window, the
padmakosa and the kalasa finial. The
constructional techniques, as well as the
instruments of construction, ie., the ax-
sutrakam, remained essentially Indian. The
lines on the horizontal axis and the propoc-
tions of the vertical sections were much guid-
ded by the ancient Vasmu-texts. They also
played a dominant part in planning and dis-
posal of the details which had sometimes
littde functional value and were more guided
by aesthetic consideration.
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[ A study of the different stages of the evo-
[ution of the tomb will enable us to evaluate
the amount of inspiration that was derived
from indigenous sources and better under-
stund the Taj Mahal at Agra as a culmination
of the Mughal tomb architecture. It will be
seen, for exmmple, that the Sarvatobhadra
plan of the ancient Hindus was suitably
integrated with Babur's char-bagh in the
Mughal tomb. The Hemakufa guided the
interior arrangement. The dome, along
with the four kiosks on the skyline,
represented the  Panch-ratna  formula.
As will be discussed n the following pages,
the Mughal tomb had a striking resemblance
to the Buddhist stupa with regard to certain
important fundamentals,

Many other aspects of the Mughal tomb
have not been bronght to light, Akbar’s tomb
at Sikandara, for example, has a third tomb-
stone which has been placed carcfully in a
secret storey. A dome probably formed
part of the original design to crown this
unique structure. It has specimens of all
the prevalent schemes and styles of archi-
tectural omamentation, including those of
incised painting and fully developed inlay.
Such a great monument as the Taj Mahal
too has not been viewsd in the correct per-
spective with respect to many cbscure or
controversial aspects, as for example, its
origin, plan and design. That it is gradually
sinking into the river has been confirmed by
available data.

The art of tomb construction blossomed
most exhuberanily in India under the Great
Mughals. It was during their prosperous
rule and in their artistic age that some of
the best and the most magnificent tombs of
the world were produced. Unfortunately,
their rightful place has not yet been assigned
to them, The Mughal style is widely mis-
understood: it has generally been ullotted,
along with other Indian styles, Buddhist,
Jaina and Brahmanical, a very inferior posi-
tion in the non-historical class Tt s
remarked that these styles ‘remained detach-

I, €f. Fletchet, op. cit, (16th od), p. B8R
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cd from Western Art and excrcised little
direct infloence on it.... These non-histo-
rical styles can scarcely be as interesting as
those of Europe, which have progressed by
the successive solution of constructive pro-
blems resolutely met and overcome; for in
the East decorative schemes seem generally
to have outweighed all other considerations
and in this would appear to lic the main
cssentinl differences between Historical and
non-Historical architecture.= It is a maltes
to be seriously regretted that the great inge-
nuity and lucid skill of the Indian builder
which ensbled him to devise scores of struc-
tural expedients has not earmed appreciation
or even recognition. May be, the scholars
did not have time or occasion to study inten-
sively how marvellously the Indian builder
bas handled both the arcuate and the tra-
beate systems simultancously. He evolved
the arch in a variety of methods with scores
of forms. Ultimately with the use of two
stone slabs desipned as semi-arches, but
which were as a matier of course the modi-
fied form of brackets, he dispensed with the
arcuate method of construction and support-
ed the load on easily manipulative hori-
zontal beams. He devised a wide variety of
flat ceilings at the fort of Agrn, By dividing
it into smaller compartments or by providing
an inner rotating chhajje supported by
brackets, he reduced the total span and with
this device he could provide flat horizontal
ceilings for lnrge halls without the use of
pillars. He covered halls of 18 feet (5.49
metres) epan with beams of 10 feet (3.02
metres) fength without the use of pillars or
pilasters! He supported the compartments
of the fiat ceiling in some cases on beauti-
fully devised struts, and often combined the
vault with the flat cciling and the arch with
benm and bracket.

The Indian builder worked on ancient
architectural traditions which speak pri-
marily of the fale-chhande—the rhythm of
the level, and of wurdhva-chhanda—the

12. Ibid, p. 8BS,
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thythm of the elevation, implying the most
proportionate measure which harmoniously
connects the ground plan and the vertical
section of a building. His three groups of
lines, the pramana-sufra, the paryant-sufra
and the vinyasa-sutra, determined the
most rhythmical disposition of the plan. He
expressed the horizonial parts in propor-
tionate measurement with refecence to the
vertical ones and vice-versa, which shows that
he treated his creation as a three-dimensional
unit, interconnected in all its parts. The
perfectly evolved vastu-canons have: laid
down precepts for the minutest details of the
construction,

The sssumption that in India decorntive
schemes outweighed all other considerations
is definifely based on meagre and insufficient
data: silpa and chitra (sculpture and paint-
ing) have always been treated in India as
subsidiary and subordinate to Vastu (archi-
tecture), In the Mughal age, except for a
few examples, e.g, the Chini-ka-Rauza and
the Shish Mahal, the ornament has always
been subordinated to the structure. It is the
form a¢ 4 whole which predominates. The
Taj Mahal and the Moti Masjid stand as the
most brillinnt examples of structures that do
not depend for their superbly graceful effect
on any ornamentation, but on the style of
their architecture. Particularly in the Moti
Masjid, there is practically no decoration, It
is far simpler than the Parthenon at Athens,
the ornamentation of which—more than its
structure—impressed Sir Banister and earn-
ed his whole-hearted applause: “This
miracle of archilecture, compact of glistening
marble, marvellous sculpture and glowing
colour, hos thrown its glamour over men
through all the ages and more than justifies
the poetic description of Emerson—"Earth
proudly wears the Parthenon as the best gem
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upon her zone".""* This partiality is dus to
the fact that the Moti Masjid and the Taj
are not properly understood. It is really
shocking that the grotesque Egyptian
boulders, the ruined heaps of Assyria—
sometimes even monuments which no longer
exist—could claim for themselves a better
place than the Taj Mahal and the Moti
Masjid in the annals of architecture.

Besides the Taj and the Moti Masjid,
which need to be studied in detail and pre-
sented in the comrect perspective they
deserve, there are other represeatative
buildings at Agra which occupy an im-
portant position in the evolution of Mughal
architecture. Agra was the capital of the
Great Mughals for nearly a century and saw
some great days of prosperity and grandeur:
it saw the Goldeén period of Muslim India.
Delhi had Balban, Allauddin Khalji and
Muhammad bin Tughlag as its rulers, bul
in comparison to Akbar and Shah Jehan, the
greatest of them all und master-builders, they
were pigmics. Delhi saw the initial conquest
—the demolition and desecration of the
temples, indiscriminate slaughter, heinous
murders, family feuds, struggles for the
throne—it saw tombs constructed in for-
tresses.  But Agra experienced a period of
security and real prosperity; its tombs are
built in beautiful char-bagh gardens, adorned
with waterways, tanks snd fountains. The
Mughal tombs and mosques are representa-
tive of the perfection of the art of building
Muslim rule flourished most magnificently
at Agra. Perhaps no other medieval city of
India had such luck. Some of the buildings
constructed by the Muoghals at Agra are the
finest specimens of their style and deserve
to be studied in parficular to enable them
to carn for themselves their rightful place in
the cultural history of India.

13, Cf, op. eit. (17th ed, Londom 1961},
p, 123,



CHAPTER].

Ancient Sepulchral

Max nuriEDp his dead and erected suitable
sepulchrals to perpetuate the memory from
most ancient times. Burial was chiefly
guided by his philosophical concepts.
Ancient Egyptians strongly believed in a
future state. They therefore carefully em-
balmed and preserved the bodies of their
Pharaohs and erected enduring and tre-
mendons tomb-pyramids over them. The
necessary articles of life were also stored
along with the dead body. They believed
that the soul will one day return,! and that
the dwelling house was only a temporary
lodging and the tomb the permanent abode.?
Tombs were constructed in the ‘mastaba’
form, were excavated into the rocks and,
most popularly, in the pyramid form.
Pyramids were built with huge stone
boulders in step-like tiers which were later
filled in with packing blocks on oll sides,
thus sloping towards the core at the desired
angle. The pyramid was not an isolated
structure but the part of a complex of

1. Sir Banister Fletcher, 4 Histors of Architec-
ture, 1Tth ol. (London, 19617, n. Il.
2.1t was the alter life amd pot

which dominated E;sm:un mmm
CL ibid, p. 22: sl see p. |

Monuments

buildings which included the temples, halls,
stores and other subsidiary structures, but
it was undoubtedly the most impoctant part.

The Pharaohs built magnificent pyramids
in their own lifetime.! Great tomb activity
spread from ¢ 3000 B.C. to 2130 B.C
during which the famous pyramids of Gizah
were built respectively by Cheops, Cheph-
ren and Mykerinos.

Ziggurats were sacred, artificial, tiered
mountain-temples of the ancient Mesopota-
mians who did not construct monumental
tombs like the Egyptinns. Excavations at
Ur, in southern Iraq, have however reveal-
ed that the ancient Sumerians also buried
their dead. And like the Egyptians they
too deposited articles of daily necessities
and personal belongings into the grave
along with the body* They also had =
belief in some sort of future life. Some
Royul tombs contain boats; in one case it
is of silver, while others are of bitumen
loaded with o cargo of vessels for food and
drink, probably to ferry the soul to the
other world.

3, hid, p, 26

4. Sir Leonsrd Wool Excavallons ar U
(London, 1955, o 95 4



Anclent Sepulchral Monumenis

A new era in tomb construction had
dawned in Persia with the Achacmenids.
Cyrus 11 died in 529 B.C. at Persepolis, the
new capital. His body was brought back
to Pasargadae to be interned in the tomb
which he had constructed for the purpose?
The successors of Cyrus also built magni-
ficent tombs near Persepolis, Darius 1
had his tomb excavated in the rock at
Nagsh-i-Rustam, ncar Persepolis, in the
beginning of the S5th century B.C#

The Greeks also erected beautiful memo-
rials 1o their dead. The most famous was
built for King Mausolos (355350 B.C.) at
Halicarnassos. The word ‘mausoleum’™—
meaning a monumental tomb or a funerary
structure—has been derived from the same
Greek tomb of king Mausolos” The
Greeks excavated tombs in the rocks also
and examples of these are found in North
Africa and Asia Minor. They used beau-
tifully sculptured sarcophagi in their
tombs, the one at Cnidos, dated ¢ 350 B.C,,
being among the most finely finished
examples.

The Romans carried further the tradition
of erecting monumental tombs over the
remains of their Royal personnel.  They
practised cremation as well as  bural:
some of their tombs contain bodies while
others preserve aches' The tomb ol
Augustus (25 B.C.) and of Hadrian
{A:D. 135) at Rome are the most out-
standing sepulchrals of the Romans.

Christinn  objection 1o cremation and
preference for burial peevailed afler the
4th century. Tombconstruction received a
new impetus with burial coming to be
practised almost invarably. The Byzan-
tines built grand mauvsoleums. The tomb
of 5. Constanza, built at Rome by Constan-
tine for his davghter in A.D. 330, the tomb of
Galla  Placidia at  Ravenoa, built in
A.D. 420, and of Theodoric, also at

5, André Godard, The Art of Iran (London,
1955), p. 109,

6. Ihid, p. 113,
7. Floicher, -:ipa cit., p.. 148,
8. Ihid, pp. 217, 218, 220,
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Ravenna, built in A.D. 530, are among
the best examples of this nature. The
last one has ashes deposited in an um.’

Excavations at Mohenjodaro  and
Harappa have revealed that the people of
the Indus Valley Civilisation disposed their
dead in afl the three ways: they buried the
body as a whole, buried fractionally after
exposure and disappearance of the flesh,
and buried ashes after cremation in spe-
cially built ums." Ums were buried within
dwelling houses or in close proximity. As
it seems, no structures were raised over the
bodies even when buried completely except
probably the earthen mound which could
signify temporarily the site of the burial.

The Hindus buried their dead in the age
of the Rig Veda and the Atharva Vedn
Later, post-cremation burial, and then only
cremation, was practised.'! A smasana (o6
cemelery) was provided for bumning the
dead. In cases of postcremation burials,
provision had been made to raise simple
sepulchral mounds® over the pits into
which the urns containing the bones were
deposited.

Indian stupas were originally funeral
mounds.” They were in existence prior
to the advent of Gautama Buddha'* and
were erecled over the remains of the royal
personnel as well 35 saints'® and thus repre-
9. “H.lf-' p. 297,

10, A.D. Pumalkar, Vedic Age (Bombay, 1965),

i1, II}JRH;:MH, Origin and Developnient of the
Rituals of Ancestor Waorship in India (Cal-
cutta, mag. pp. 10-1L.

2. Ihid., pv 33,

13, Sir J Marshall, 4 Gulde fo Samchi (Cal-
cutta, 1918), p.

14, Alexander Cunningham, The Bhila Topes
{London, 1854), p. 10 B.B. Hasell, 4
and Medievol Architecture pf India (London,
I'?I.'!}k&; 46; A.K. Coomamswarmy, Hmrz

of iIni and Indonexian Art (Dover
195), p. 30. S, K. Suraswiti, The dge of
Imperici Unity (Bombay, 1960), p. 487

15. Cunningham, p. 11: “"Tope” or "fumulus®
was the common form of fombs at thai pe
riod"; Benjumin Rowland, The Ant and Archi-
tecitire of Indie (London, 1959), p. 45; V.5,
Agrawals, Jfndinn  Art  (Varanasd, [1965),

120:  ‘In Pre-Buddha tradition the stupa
come to be acce s the monument

nssociated witly the life of a Mahapuroshs.'
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sent the oldest form of funereal structures.
The Jainas too followed this tradition and
erected stupas over the ashes of the Jinas,
e.g, the one at Vaisali (Basarh) was dedi-
cated to Munisuvrata and another at
Mathura to Suparsvanatha.'® The Mathura
stupa was said to have been repaired in the
time of Parsvanatha, ¢ 800 B.C.7 Four
other Jainn stupas scem to have existed al
Mathuri agbout the same time, one accord-
ing to an inscription dated A.D. 167 is
designated as ‘Devanirmits’ and is record-
ed as having been crected for Parsvanatha
in 777 B.C." Though onginally a funcreal
structure, the stupa was adopted by the
Jainas for worship prior to the practice of
image-worship.  Some  Jaina  sculptures
recovered at  Mathura, particularly the
ayugapatas, unmistakably depict  stupa-
worship.

However it was the Buddhists who popu-
larised the use of the stupa.'™ Gautama
Buddha himself pave instructions to his
disciple Ananda that his remains should be
placed within stupas which should be erect-
ed at the four cross-roads, like the Chakra-
vartis® He thus gave sanction to the
popular belief, and the stupa became
associated  with  Buddhist  religious
ritunls Emperor Asoka ordered the sur-
viving bodily relics of the Lopd, e.g, testh
and bones, to be distributed and deposited
into commemorative stupas which were
erected at all the important places of the
Empire. Thus a devotional aspect was

&, U.P. Shah, Studies In Jalna Art (Banaras,
19553, . 9 Seraswati, op. cit., p. 487,

17. Shahk, p 9.

I8, Thid., ]:p 6364,

9. Sanmswath, op.cit, 487 V.5. A
Fvolution oj' lht H?mfu Tmpﬁ [\m

1965, p.
0. V.5 -nla. i'fuﬂm i Imiliun Art {(Vara-

I'HI!L 1 JJ-
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established: the stupa became a symbol of
Buddhist worship and was no more a fune-
rary structure only. It might not have been
an elaborate structure in its carly phases,
but with the pgreal importance Asoka
attached to its symbolism it became elabo-
rate in plan and clevation. The stupa-form
received great impetus, developed and
ultimately culminated in the world famons
stupas of Sanchi and Bharhut.

The stupa is the only funereal structure
of the ancient Hindus (Bralmanical, Jaina
and Buddhists). After Asoka it became o
symbol and a place of worship, rather than
1 mausoleum pure and simple. As a mat-
ter of fuct, the idea of the tomb does not
fit in well in the Indian philosophical con-
cept. The body is nasvan; it is composed
of five elements which disintegrate and
return to their respective places after death,
The ultimate destination of the being is
moksha or mirvang. Even such extreme
materialists and atheists as the Charbakas
did not attach any reality to the body:
i TgEr At go; ¢ (onee
this m is reduced 10 aﬂE: it will never
be received again). This view thus differ-
ed fundamentally from the ancient Egyptian
concept of a future life which led them to
preserve the body with utmost care and
caution. The Hindus considered it only in
terms of a simple azbode into which the
atma jiva or the being resides temporarily.
They, therefore, practised cremation and
didd not normally care for the idea of pre-
serving the ashes. Their architectural
ciforts were concentrated more on the pro-
duction of the magnificent temple which is
the prasedas or the permanent House of the
Gods.  Precisely tomb-construction did not
play any part in the pre-Muslim Hindu
religions architecture.



CHAPTER 2

Istam commanded its followers to bury
their dead; it stipulated that the dead body
must be laid in the grave with the head to
the north and the feet to the south, the face
being torned towards Mecca. It provided
that only unburnt bricks and earth should be
used to close the grave (Arabic—magbara;
Persinn—qgabr). To build a tomb over the
grave with stones, burnt bricks or mortar or
to write a verse upon it is strictly forbidden
in the Hadis?! Hazrat Mouhammad himself
was very particular in this respect and pray-
ed that 'God would not allow his followers
to make his tomb an object of idolatrous
adoration™ According to Islamic mytho-
logy the dead will wait in their graves for
the Day of Resurrection when seventy-two
persons will rise from each grave. It clearly
indicates that the grave should be covered
with earth only so that during the course of

1. P, Hughes, A Dﬂ:.!ﬁ-mu.r_v of falam [Lon-

dnn. 1585), pp. 46, 48, 635, Hl: quutn

from Mishkat (Book V, Chnpur IE
the saying ul' Iahir, Abul Huigj ‘Al

fabir and Sad Thn Abi \hﬁ W. Smith.
The Mn:hul Sikrl,
Part TN, A.5.1, H 1.5, \r"n’l T {Alla-

s Lo V) A
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Early Islamic
Tombs

time other dead bodies could be deposited
in the same piece of land. The erection of
monumental mavsoleums is thus explicitly
ruled out. It is a curious compulsion of
human ambition to perpetuste & memory on
the one hand and express love for the beauti-
ful on the other that in spite of this strict
orthodox Injunction, surprisingly splendid
tombs were constructed by the Mohamme-
dans for themseélves and for their dead.

No tomb of the Omayyids has come down
to us, which indicates that originally the
Muslims were not particular about tombs.
The unseftied nature of the limes was also
responsible for this barren age, Though a
marked change was felt after the overthrow
of the Omayyids by the Abbasids in
A.D. 750, the political turbulence continued
to frighten the early Abbasid Caliphs. They
did not wish the sites of their graves to be
generally known for fear of their being dug
up and turmed upside down by their oppo-
nents. When al-Mansur died. a hundred
graves were dug to create confusion®

The carliest monumental tomb of Islam is

23, K. A. C. Creéswell, Earlv Musfim Architec
tire (London, 1958), po 320
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the Qubbat-as-Sulaibiva or the tomb of the
Abbasid Khalif al-Muntasir, on the west
bank of the Tigris. His Greek mother
crected this tomb over his body after his
assassination in A.D. 862, Later, twp more
Khalifs, al-Mutazz and al-Muhtadi, were
also buried in it. It is octagonal in plan
with a square central hall with an
octagonal ambulatory rotating oo all
sides, The tomb of Hulaku at Maragha
dated A.D. 1260 is another example of the
octagonal type. Its best example outside
India is the mausoleum of Uljaitu Khuda-
banda, the Mongol Khan of Persia
(A.D. 1304-16) at Sultaniys. The octagonal
plan and its other associate features appear
here in a fully developed stage.  Particularly

The Immortel Taj Mahal

noticeable are the triple arches on each of
its octagonal sides>*

Among the most perfectly developed
square tombs, the Gunbad-i-Surkh or the
Red Tomb at Maragha is the earliest. It
was built in 542 H. (A.D. 1147). The
square mortuary chamber was roofed with
# dome resting on sialactite squinches. It
had been beautifully decorated with glazed
tiles and brick work. The Turks were thus
acquainted with both square and octagonal
types of tombs when they established them-
selves in India in the last decade of the
12th century.
24-IH. Saladin, Mansel D'Ary Musuiman, Vol,

L Architecture) zﬁ;l!'uk. French  wdition,
1907), p. 345, fig. 267,



CHAPTER 3

Pre-Mughal Tombs

Tre Turks who established themselves in
Indin did not have Islamic artisans with
them, They were fighting against very
heavy odds and except for a few unavoid-
able mullas (priests) for religious guidance,

their long trains consisted of soldiers only..

The Hindu artisan who had o be employed
unavoidubly by these early Turkish rulers of
the Delhi Sultanate was & traditional master
of stone-construction. He built on the
trabeate system and spanned the spaces with
horizontal beams which he supported on
pillars with the help of brackers. He used
the pendentives and ingeniously invented
the corbelling to provide a circular roof
over the mandapa. He rarely used o cement-
ing agent as the huge boulders of his con-
struction could rest securely one over the
other without it by their own weight. He
had a thorough background of thousands of
years in the treatment of stone which he
could handle almost like wax, In his pro-
fuse and exquisite carving work on stone,
he could successfully and faithfully reflect
life in its varous forms and moods, ns is
evident from the sculptures of the temples
of Khajuraho for example.

i3

In India

When called upon to work, he must have
presented himsell with his traditional files
and chisels. He was conversant with the
construction of the cruciform temple with
pyramidal curvilinear sikhara over a garbha-
grihu, us was dictated by the individuatistic
form of religious worship. He must have
embarrassed his new employers who want-
ed o build a mosque for congregational
prayer or a spacious tomb with dome and
arches. But with his amazing adaptability
and capacity to lewrn new technigues and
methods and to mould them in his own way,
he posed no serious problem. Necessary
supervision which was best available from
among the Muslim retinue was provided to
guide the Hindu builder. Probably plans
were drawn; models of clay or wood were
prepared; inscriptions were designed on
paper in actual size and the Hindu artisan
sat o work,

The first monumenta]l Muslim tomb in
India is the Sultan-ghari ot Delhi, built by
Shamsuddin Iltutmish for his son Nasiruddin
Muhammad who died in A.D., 1231, The
square courtyard hos colonnades on the east
and west sides and an octagonal platform
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in its centre with a crypt underneath with
the grave. The pillars and bracket-capitals
are essentially Hindu, end the construction
ig trabeated. The corbelled ceilings are
equally of Hindu extraction. The pillared
construction of the Sultan-ghari had nothing
to do with Islamic constructional traditions;
the architect borrowed it from the Hindu
temples, obviously from those which were
appropriated and converted into the mosque
ot the Qutub. Whatever simple motifs have
been used on the bases and capitals of the
pillars too are typically Hindu and demon-
strate the total dependence of the ecarly
Turkish rulers of India on the indigenous
builders of the country.

The tomb of [tutmish who died in
A.D. 1236 marks n step forwurd, The inte-
tior of this square tomb has been profusely
carved in stone. Conventional Hindu motifs
like the half-chakra, lotus and bell have been
used harmoniously with the essentinlly
Islamic inscriptional designs consisting of
Kufic, Tughra and Nastaliq characters.
Brackel-stones and beautiful pilasters at the
angles are Hindu, while the false arches with
their pointed or cusped shape, derived in-
spiration from Islamic sources. Geometri-
cal and conventional diaper patterns have
also been used interspersedly. The inscrip-
tionsl muril decoration of the hall is of
exceptionally fine quality. Tt again reflects
the art of the traditional Hindu builder who
wis slowly adapting himself to the require-
menis of his new masters. Not only was
ho successful in relieving the monotony of
the plain surface of the interior 6s gracefully
as he did in the temple, but he also ably
and harmoniously mixed his own decorative
motifs with those of his masters.  The fusion
of the two types of designs is perfect and
complete and represents the lucid skill of
the artisan and his capacily to master such
varied and fundamentally dilferent molifs
and to use them together with an undimi-
nished effect.

It s important to note that the arched
shapes in the hall have been obtained with

The Immorial Taj Mahal

the help of overlapping courses, i.c,, with
the corbelling out of every upper course. It
is the traditional trabeate or the horizontal
system of construction of the Hindus which
they had been using since ancical limes.
The Hindu artisan, under the guidance of
his Mustim supervisor, however experiment=
ed here for the first time 1o construct a dome
on the arcuate system. The square chamber
was converted above into an octagon with
the help of squinches constructed by over-
lapping courses at the four angles. This |
was again converted nto a 16-gon with the
help of simple pendentives supported on
beautifully moulded bracket-stones, Thus |
a suitable base for the circular dome to rest
upon was secured. The technique was not I
indi but was apparently inspired.
However, the credit of materialising the idea
into actual form with a great deal of success
goes to the indigenous artisan. It has no
true: vault and no true arch either. It
once more represents the high level of
adaptability of the native builder.

No doubt, the experiment miscarried
The dome should have risen to o grealer
height to be in proportion to the space it
roofed. Only then could its weight have
been distributed evenly. But this oaly
experience could have taught. The span of
the chamber proved (o be too much out of
proportion for the maiden attempt and, at a
htnrunknmrndalc,l]wﬂmllnwﬁmn::g-l-!
lapsed. But the tomb of Itutmish undoubt-
edly marks another stage in the development
of Islamic architectural techmigues in India
as adopted and soitably modified by the
Hindu master-craftsman in stone. He had
been building in the past a spherical soffit
composed of beams and brackets
on twelve pillors on the corbelling system.
He ndded to his knowledge and 10 his skill
by taking recourse to the squinch and the
dome which he learnt to manipulate in a few
centuries until he was able to produce the
most perfect examples under the patronage |
of the Mughals.

The next important tomb was constructed
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over the remains of Ghiyasuddin Tughlag
(Ghii Tughlag)™ about A.D. 1325 in a
pentagonal miniature fortress, which origi-
nally stood on a rocky island in an artificial
lake, Tr is built of red sandstone and
marble. Though the interior is exactly in
plumb, its outer walls have a determined
slope, lechnically known as batter, thus giv-
ing it the appearance of a pyramid. Except
on the western side where there is a blind
or decorative arch, the remaining three sides
‘have srchways in their centre. Here in cach
archway 3 beam has been used along with
the arch, thus combining for support both
the systems, the Hindu frabeate and the
Islamic arcuate. It is mmother sincere at-
tempt-at a fusion of two essentially opposed
techniques, However unsuitable the arch
in stone might have appearcd to him, the
Hindu artisan was not in a position to dis-
pense with it. he could not have possibly
over-ridden the directions of his Muslim
overlord. But he could successfully con-
vince him of the additionnl beauty and
strength which = lintel could add tw
the arch.

In spite of the climatic requirements of the
country, the Hindu builder was not allowed
to mtroduce the chhafja or the supporting
brackets—important members of Hindu
construction. But he ingeniously suggested
the idea of the bracket as a powerful support
by using three projecting stones each on all
the eight angles above the squinches, thus
converting the octagon into a 16-gon, over
which the single lofty dome rests. It is a
well  developed dome which beautifully
crowns the tomb. Instead of the simple un-
impressive metallic spike of Islamic origin,
he introduced successfully the amalaka and
the Kalara, the traditional crowning features
of the Hindu sikkara or temple tower. These
innovations, which proved to be suitable
and appealed to the taste of his patrons,
were not only retained but also modified

25, He built for himself a beautiful octagonal
tomb at Mullan which he lster presented to
Sheikh  Rukn-i-Alam who pow lles  buried

—
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and developed and we come across their
plmost unavoidable use in later monuments
of the Sayyids, Lodis and Surs, and later on
a more refined and elaborate scale in the
Mughal buildings.

The tomb of Firoz Tughlaq who died in
A.D, 1388 belongs technically to the class
of the tomb of Ghiyasuddin Tughlag. It is
situnted in the Hauz-Khas at Delhi. Tt is
also square in plan with 45 feet (13.72
metres) side externally. An arched with
fintel entrance similar to that in the tomb
of Ghiyasuddin Tuhglag has been provided
in the centre of the east and south sides. A
shallow semi-circular dome rests on an
octagonal drum with a crested frieve. The
dome has no crowning member, not even a
metallic spike. The interior is a square
chamber with squinches to support the dome.
The Mihrab as usual in Islamic religious
structures has been sunk in the western
wall,

An orthodox point of view prevailed in
the age of Firoz Tughlag and unlimited res-
trictions scem to have been laid on the
indigenous builder. He was not allowed in
this tomb to take recourse to the chhajja,
amalaka or kalasa. He hos, however, used
brackets to support the hintels of entrances.
Another feature which he successfully
introduced here for the first time is the
stone railing on the south side platform. It
15 composed of uprights and two horizontal
bars. In essence it imilates the stone rafl-
ings of the Jains und the Buddhists, parti-
cularly those at Mathura and Sanchi. It is, |
however, plain and comparatively simple. |
The idea is undoubtedly indigenous [t
suggesis, as in the case of the stupa, an en-
closure for a sanctified place. This is illus-
trative of the great ingenuity of the Indian
builder who cleverly introduced this funda-
mentally Hindu feature in the 1omb of one
of the most bigoted Muslim rulers of medie-|
val India,

Another feature of this tomb, which is
typical of the Tughlagian e, is the slope
or & determined batter of its external

Can itLrﬂHi
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walls2 It was absolutely an un-Indian
feature which seems to have been inspired
by the Islamic constructional technifues.
Besides the fact that this slope on the exte-
rior appeared unaesthetic, it presented &n
inexcusable disregard or ignorance of the
architectural canons of India wccording to
which the House of Worship was Ireated
as Vi-mana or the one which is measured'in
parts. The greatest attention was devoted 1o
the proportionate measurements  (pra-
mana) and the rhythm (chandas). The
rhythmical disposition of the plan was
determined by three groups of - lines,
pramang-sutra, paryanta-sufra and vinayase-
|mrm ‘the method of expressing the pro-
| portionate measurements of the horizontal
parts of the temple with reference to the
vertical one and the vertical with reference
| to the horizontal shows that the building was
| regarded as a three-dimensional unit inter-
| connected in all its parts” 3 Even when
buttresses were indispensable as in the case
of the curvilinear sikhara, they belonged to
the total form. In comparison, the sloped
features of the Tughlagian buildings, i.e,
the batter of the external walls, comical
bastions and tapering turrets, are ‘the
dismal remnants of inartistic and unaesthetic
tendencies of a fanatical class of religious
| jurists. The slope in either case is a foreign
| conception withoul concurrence or affinity
with the local traditions of art and architec-
ture. It Is so much against the spirit of the
Indian people who love beauty as much as
they love ideas and do not worship mere
unhewn stones that these features remain ns
sad and ugly memories of an age which was
noled for the ecclesiastical control and con-
sequently the banishment of the drt-sus-
ceptibilitics. Completely devoid of the
plasticity of the Hindu art they appear here
on this soil as belonging to an isolated
movement without fullilling any an purpose

26, The tomh of Ruknd-Alim at Multan oo has
batter on edch of it octagonal sides on the

extetior,
27, Stelln Keamehich, The Hindu Temple, Vol,
pp. 13233, 227438,

1 (Caleuita; 1946),

The Immortal Ta) Makal

Sm,
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Fm. 1
Plan of the tomb of Khan-Flikan Telinguni
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or without contributing anything to the
evolution of Indian architestural forms.
However before the tomb of Firoz was
brought into form the master-craftsman of
India had made an innovation. Hitherto the
tomb had been square in plan which neces-
sarily involved the difficulty of superseding
it with a circular dome. At the tomb of
Khan-i-Jehan Telingani® built after his
death in 770 A . H. (A.D. 1368-69), near the
tomb of Nizamuddin Auliya at Delhi, he
made a first attempt 10 adopt an octagenal
plan and from this standpoint the tomb of
Telingani- occupics a very impartant place in
the evolution of the tomb in India (Fig.1).
Each side of the octagon, which has a dia-
mefer of 74 feet (22.56 metres) contains
three arches. Over them rotates a broad
chhajja supported on simple bracket-stones,
Eight cupolas have been amanged above the
battlemented parapet, one on each octugonal
side around the dome. The dome is crowned
by 8 beautiful finial which carries n massive
28. He v
o =i e s e
and the title of Qawamul-Mulk and the fef
of Multan during the of Muohammad
hin Tughlag (A.D. 152%51). He woa later
rabsed to the exalted pisition of Naib Wazir,
Afler the death 'of Muhammnd bin Tughlag,

he uplifted the cavse of Firoz and a3 a re

ward -received the office of the Wazir nnd
the title” of Khan¥Jehan,
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amalaka, The interior s composed of o
single octagonal chamber enclosed by a
verandah on all sides, The construction is in
rubble. and mortar, which had been Ade-
quately. plastered over. Dressed stone has
also been used for strength as well ag for
cmphasis.

Though the building is badly out of pro-
portion and lacks effect, it undoubledly
marks an important stage when greater
liberty was allowed 1o the Hindu artisan. He
retained the arch and the dome but cop-
fidently introduced the brackel-form, the
chhaffa and the amalaka. The fusion and
blending of the two techniques is harmo-
nious, _

The plan scems to have been devised by
the architect himself;, the experimental
trend is more than confirmed here by its
crude and imperfect proportions. Though the
Qubbat-al Sakhra at Jerusalem (also ealled
“The Dome of the Rock” and the Mosque
of Omar who founded it in A.D. 643) and
the Qubbar-al Sulaibiva, the former a mos-
que and the latter a tomb which has already
been referred to above, are octagonal in
plan, neither of thess two can be linked with
the tomb of Telingani in Delhi, Three
arches on each octagonal side, a chhaija sup-
ported on bracket-stones, cupolas on the
terrace, and the crowsing parts of the
dome are some of the Jestures which are not
met with in the earlier Islomic eéxamples.

The sepulchre played a very important
part in the development of the tomb archi-
tecture in later ages. Percy Brown correct-
ly believed that "from this comparatively
small beginning were déveloped those lurge
and stately mausoleums of octagonal con-
formation which imparted such a distinctive
chamcter o the subsequent architecture of
northern India and also clsewhere 3 The
magnificent tombs of Mubarak Shah Sayyid
ond Muhsmmod Shah Sayyid, of Sikandar
Lodi and of Hasan Khan Sur and Sher Shah
Sur, the first three in Delhi and the last two

Indian Am&u’rm‘m J EVETL S
ng'[au y 1968), p. 25
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sl Sasaram in Bihar, were constructed on
the same plan and design, duly modified,
¢laborated and refined in each case. The
tomb of Telingani undoubtedly served as
their prototype. ‘Though square tombs con-
tinued 1o be built. the architect now devoted
himself whole-heartedly to the perfection of
the octagonal tomb belore the advent of the
Mughals. The plan ultimately culminated
in the splendid tomb of Sher Shah ot Susa-
ram (A.D. 1543) and Firoz Khan Khwaja-
samiat Agra (A.D.1647).

The tomb plan thus resolwed itself into
two distinet channels—the square and the
octagonal. The creative and inveative
Indian builder was not prepared to imilate
an earlier exemple; every time he made the
best use of the experience he had gained and
refined and elaboruted every new construc-
tion. He put aesthetic norms to the hiardest
test in each case. Both types of the tomb
thus. evolved, underwent (tremendous
changes in details, and were fmally per-
fected.

While the octagonal plan of the tomb was
reserved for Roval burials, the nobles
and other persons of high rank were buried
in square tombs, s a matter of practice.
The square plan was in vogue under the
Saywids and the Lodis during the whole span
of the ISth century, Some important
examples have survived in Delhi, e.g, the
Barakhan-ka-Gumbad, the Chhotakhan-ka-
Gumbad, the Bara Gumbad, the Shish
Gumbad, the tomb of Taj Khan, the Dadi-
ka-Gumbad and the Poli-ka-Gumbad. Most
of them aré isolated structures wilhout
gardens or water-devices, enclosing walls or
any other subsidiary structure.

The square tomb is generally one-third
smaller in plan bur about one-third higher
than the octagonal type, In all square
examples the inlerior comsists of a single
square hall which contiins the tombstone
roofed by a massive, broad, high, mostly

single, dome obtained by means of squinches,

staluctite or pendentives. The westorn side
Is invariably closed with an arched milrab,
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It is, however, the exterior which has very
skilfully been treated by the architect. In
some cxamples, ¢.g, at the Barakhan-ka
Gumbud, each facade is composed of three
false storeys or arcaded zones, having in the
centre a rectangular projecting frame, con-
taining again a false recessed archway in
receding planes. It occupies nearly the
total height of the tomb ulmost to the parm-
pet which is slightly raised in the centre.  In
spome cases, e.g, at the Chhotakhan-ka
Gumbad, only two false storeys have been
provided The architect introduced these
a5 a refined Form of architectural decoration.
The entrance is almost invariably provided
for by a lintel supported on brackets, or cor-
belled stones. As the plinth is sufficiently
roised, the entrance is made accessible
through a comfortable flight of steps. The
space above the trabeated entrance is filled
in by ong or two arched window openings.

The superstructure has been manipulated
very skilfully, It consists of a broad mas-
sive high dome resting on & prominent drum;
and crowned by lotus-petals { padamakosa),
-an amalaka and a kelasa finial. It is flanked
on each corner of the square mausoleum by
a beautiful c/ihatri, square or octagonal, as
the space nllowed. Besides, turrets rise
magnificently above the skyline from every
angle of the structure as well as from the
angles of the octagonal or the 16-gon drum.
The greatest bulk of the dome towers em-
phatically over these slender features, the
whole harmonious combination providing
great sesthetic satisfaction.

As Percy Brown rightly pointed out, the
Allai Dnrwaza at the Qutub in Delhi, built
about A.D. 1311, served as the prototype
of the square type of the tomb. 1t was there
for the first time that the architect provided
a single interior hall with two false storeys
externally.

The square tomb has no sloping members,
neither buttresses at the angles as in the
octagonal type nor tapering turrets or bat-
tered walls as in the mosques of the Firuzian
eri.  All the lines and planes of the square

The Immortal Taj Makal

tomb are accurately vertical and in plumb.
This type of tomb structure represents the
success of the Indian mason to exclude from
his creation the sloped features of am un-
questionably un-Indian origin.  Slowly and
gradually he was able to convince his patron
of the uselessness of these features that in
no way added 1o the strength or to the
aesthetic charecter of the building,

The octagonal tomb differs from the
square type in dimensions and also in the
disposal of the details. It is one-storeved
exteriorly as well as in the interior which is
composed of a single hall roofed by a single
dome. A verandah runs all round this mor-
tuary chamber. The entrmnces in the hall
are provided with arch-and-beam openings,
a feature which is characteristic of this age.
Each external side of the verandah has three
pointed arches, the two on each side general-
Iy being slightly narrower than the central
one. An imposing chhajjc supported on
bracket-stones rotates above the aches on all
sides. The broad massive dome has typically
Hindu crowning features like the lotus-petal,
amalake and kalesa finial which have been
used so emphatically as to occupy a domi-
nating place in the total effect of the super-
structure.

While all the lines of elevation are accu-
rately vertical, curiously enough, the but-
tresses have been attached to all the eight
angles of the octagonal structure, This is a
typical feature of the octagonal tomb, The
introduction of this sloped element may
have been dictated by the Muslim patron
from the point of view of additional strength
or added beauty. However, it was definitely
a better ond a more refined substitute for the
battered walls which were introduced at the
tombs of Ghiyasuddin Tughlag and Firoz
Tughlag in the 14th century,

It is the superstructure which plays a
predominant part in the total nesthetic
effect of a building. The architeet, therefore,
devoted the greatest attention to the refine-
ment of the superstructure along its elevation-
al as well as its horizontal axis. The tomb of
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Mubarak Sayyid has a ‘sunken’ or ‘pressed-
down’ sppearance, The architect improved
the superstructure at the tomb of Muham-
mad Sayyid. He raised the drum of the
dome and the kiosks around it. The super-
structure thus became sufficiently visible and
was not masked by the lower and projecting
parts of the mausoleum. At the tomb
of Sikandar Lodi, he raised it further. The
chhatris were dispensed with in this case,
and the turrets attached to the body of the
dome. The ornamented drum thus stands
well over the parapet and the broad massive
dome above it is allowed to crown gracefully
the whole structure, The proportions have
thus been admirably refined.

The dome of the tomb of Sikandar Lodi
is an accomplished example of the double-
dome type. The single dome had already
been raised too high and now it had become
quite out of proportion with the interior.
Giuided by the necessity of still raising the
height of the dome, a double-dome was
devised, first at the tomb of Taj Khan about
A.D. 1501, This device provided space
between the outer and inner shells of the
dome structure. Thus, while it provided a
suituble and proportionate ceiling to the
interior hall, at the same time it enabled the
builder to raise the height of the dome as
much as he desired in order to present a lofty
and an imposing exterior. The outer eleva-
tion could now be controlled without dis-
turbing the proportions of the interior. This
was a significant achievement and much
facilitated the work of the architect.

While the three arches on ¢ach octagonal
side and rotating wverandah round the
single octagonal mortuary chamber have
been retained in the tomb of Hasan Khan
Sur at Sasaram, the buttresses at the angles,
which were the most characteristic features
of the carlier examples, have been dispensed
with. The superstructure has been further
elaborated. The drum has been elevated
almost to the dimensions of a second storey.
A chhatri rises from each of its eight angles,

» harmonising well with the cupolas on the

)

lower storey, The dome is extraordinarily
massive and broad and is crowned by equally
imposing lotus-petals, amalaka and finial
The superstructure is thus almost double in
height in relation to the ground floor.

The tomb of Sher Shah at Saspram, buiit
around A.D. 1545, is the most perfect and
successful example of the octagonal type.
To provide it with a beautiful setting it has
been set in the centre of a lake and is con-
nected with the land by a causeway, Iis
dimensions have been enlarged to a colossal
size on the horizontal as well as on the ver-
tical axis. The tomb is composed of five
storeys including the stepped square base-
ment rising directly out of the water and the
square plinth on which the tomb proper
stands.

It retains all the fundamentals of the tomb
of Hasan Khan. But instead of the cupolas
of the latter, here a beautiful octagonal
chhatri rises from each corner. The drum
resolves itself into an independent storey
having on each angle a similar chhatri. It
must be noted that only the combination of
the chhatris provides the necessary rhythm
and harmony to the spherical dome and this
feature could best be understood and utilised
by the traditional sikhara-builders of India
The extra height of the drum gives a tower-
ing and an imposing elevation to the dome
which is high, broad sand majestically super-
imposed upon the whole structure. It is
crowned by a massive lotus-petal, amalaka
and a grand finial. This is one of the largest
domes in India and is some 13 feet (3.96
metres) wider than the more famous dome
of the Taj Mahal.

The calm and stately dignity of the tomb
of Sher Shah is very commendatory. The
proportions have been maintained harmo-
piously in the transition from square to
octagonal and from octagon to sphere. The
whole impression is that of magnificence
and grandeur, The chharis and the crown-
ing of the dome undoubtedly play a very im-
portant part in the total aesthetic effect of
the monument,
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The provision of a massive pillared pavi-
lion at each angle of the main plinth was
an innovation ingeniously devised by the
Indian builder. The feature was undoubted-
ly a fore-runner of the minary later adopted
as attached or detached by the Mughals (o
supplement their tomb structures. It marks
an important stuge when such subsidiary
constructions were considered to be peces-
sary (o present the main structure in 8 more
beautiful perspective. The tomb was no
more a solitary and isolated construction
but was properly and suitably flanked on all
sides. This ndded considerably to the over-
all aesthetic effect and later this festure, fur-
ther refined and elaborated, was unavoidably
maintained.

The tomb of Isa Khan, built in A . D, 1547,
and that of Adham Khan who died in
A.D. 1561, both in Delhi, belong to the
same octagonal type. The latter is not the
last example of this type as is generally pre-
sumed. Two very important examples, both
at Agra, have come down 1o us. One is the
tomb of Sadiq Khan. It is situated in (he
suburb of Sikandara in the neighbourhood
of the tomb of Salabat Khan, and was built
near the end of the 16th century for Sadig
Khan, one of the spiritual guides of Akbar,
A very high plinth, a portal with an engrail-
ed arch on each of its eight sides instead of
the usual three, a narrow whispering gallery
above the portals overhanging and rotating
around the upper part of the central hall, an
extremely projecting chhajia supported on
brackets going round the building, pinnacles
at the angles, and the spiral flutings of the
double-dome which splendidly crowns the
tomb are some of its characteristic features.

The tomb of Firoz Khan at Agra (Fig. 2),
situated on the Gwalior Road in the village
“Tal Firoz Khan' is the last specimen of the
octagonal type of tomb. It wos built for
Firoz Khan Khwajosarai, the superintendent
of the female apartments, around A D, 1647,
This is a magnificent mausoleum, built
catirely of red sandstone, and has a unique
plan. The gateway has been incorporated

The Inimortal Tal Makal

Fig. 2
Plant o} the tomb of Firozr Khan a1 Agra

on the eastern side of the octagonal tomb.
Instead of an archway leading direct into
the muusoleum, a broud high stairway leads
above to the terrace or the upper storey;
the ground floor has thus been reduced to
the status of a subsidiary storey, Inspiration
for this device has obviously been derived
from the Hindu temple where an attached
porch or high stairway often plays the same
significant role in the whole construction.
Among other characteristic features of (his
tomb may be counted its typically un-
matched dome, highly sophisticated and con-
ventionalized patterns in a sculpturesque
decor, and the complete absence of Arabic
inscriptions.  This is the only building of
its type and by comparison s only inferior to
masierpieces like the Taj, the tombs of
Akbar and Itmad-ud-Daulah, the Moti
Masjid and the white marble pavilions of
Agra and Delhi forts.

Even before the advent of the Mughals,
# compromise had been arrived at between
the square n.m:rilmtn octagonal types, in con-
sequence of w the octagonalised-square
plnnhndhecn'munlmimhnmﬂfluiih-
Iuﬂjrmﬂ:ﬂadmlhel.odimmhn!m
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Fig. 3
FPlar of Lodi romb ar dgra

built between A.D. 1517 and 1526
(Fig. 3). While the plan of this tomb
remains essentially square, its angles have
been chamfered so as to give it an octagonal
appearance. The interior amangement too
has been modified accordingly. This is a
perfect specimen of its type st Agra, repre-
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sentative of a style prevaléeat in the pre-
Mughal days, the characteristic features of
which were the typical four-centred Pathan
arches, the chhajja supported on typical
brackets, and rubble and brick construction
with excessive mortar and plaster-work
applied sometimes on stone surfaces with
very sparing use of painting (Fig 4). It
seems that some features of this tomb such
as the detached chharris; the chamiered plan
and the interior arrangement, served as
guiding factors to the architect of the Taj
Mahal,

Fio. 4
PreMughal tomb



CHAPTER 4

The Mughal Age of

Magnificent Mausoleums

Excerr for a few examples of the octagonal
type, the tomb plan during the whole span
of the Mughal rule remained essentially
square. Of course it is not always the exact
square plan which the Mughals adopted; in
plmost every case it has been modified
according to acsthetic considerations. For
example, a porch has been attached to the
square plan at the tomb of Salim Chishti at
Fatehpur Sikri. Towers have been intro-
duced at the angles at the tombs of Muham-
mad Ghaus, Akbar, Itmad-ud-Daulah, and
Jehangir, Attached or detached corner
kiosks have been used with the square plan
at the tombs of Mariam Zamani, Itibari
Khan, and Salabat Khan, And finally there
are the octagonalised square tombs, e. g, the
tombs of Humayun, Abdur-Rahim Khan-i-
Khanan, and the Taj Mahal.

When Babur came to Agra in May 1526,
he was much troubled by its excessive heat,
hot winds and dust® There were few

and no running water which could
have relieved the torturcs of the blazing
30. He ul:umu“"m:f Ilg‘ml l:ﬂwmed us " in

dust' Cf, Babiirnama (Beveridge) (London,
1921), Yol I, p, 530

summer days of this region. He was utterly
disgusted with the dry face of the eanth and
recorded his reprouches in his memoirs.?!

For all practical purposes there was little
or no arrengement for artificial running
water. He lamentably, and no doubt [faith-
fully, recorded this drawback: ‘*The greater
part of the Hindustan country is situated on
level land, Many though its towns and cul-
tivated lands are, it nowhere has rumning
waters. Even where, as for some towns, it
is practicable to convey water by digging
channels, this is not done.’

Babur laid out gardens systematically
and provided them with mninning water
in different beautiful ways, He used the
‘rehant’ system to ensure a continuous
supply of water in the channels which fed
lily-ponds, water-chutes, waterfalls and other
enchanting devices, It was in the midst of
such beautifully laid gardens that he built
his pleasure pavilions and palatial mansions.
Babur in this manner made an epoch-making
innovation; he gave the medieval architecture
a new direction and undoubtedly an unpre-
cedented new definition and impressiveness.

31, Thid., pp. 487, 53132,
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This way he associated architecture with
gardens and water-devices, The great inno-
vation—the introduction of these features—
brought sbout a fundamental change in the
planning of tombs and palatial apartments,
Henceforth, it was not the architect alone
who planned; the garden-designer and the
water-engineer collaborated with him in the
fundamentals as well as in details, with the
object of co-ordinating each element to pro-
duce a unified composition.

Babur revolutionized the whole aort of
building, Hitherto the tombs were isolated
structures. Except for the tomb of Sher
Shah at Sasaram which stood in the centre
of u lake, pre-Mughal tombs were solitary
constructions contained sometimes within
miniature fortifications with no setting or
garden planning. The features which Babur
introduced gave new colour and character
to the medieval architecture of India. The
Mughal tomb did not stand in stern isolation,
but was impressively preseated in a charm-
ing setting, through the garden, the stone-
paved water-channels, stone tanks, and
waler-chutes—all arranged symmetrically as
part of the whole scheme.

This was an important landmark-in the
history of Indian architecture, Previously
architeture was rarcly associated with

and water-devices in the way the
Mughals did, The besutiful garden and
provision for running water now could give
the structure an impressiveness which was
hitherto unknown, The credit for this
master-stroke in the art of building un-
doubledly goes to Bsbur who gave expres-
sion to his appreciation of the beautiful in
an impressive way. He was much moved
by the ethereal effect of the char-bagh or
the traditional four-quartered garden of
Persia with which he was fairly well
scquainted during his turbulent career and
of which he had read in Persian poetry,
purticularly in the poems of Firdausi, Sadi,
Hafiz, Khoyyam and Nizami, The garden-
craft as Babur founded it in India was based
on the fundamental principle of planning a

ke

Fia. 3
Char-bagh plan
house, palace o tomb in harmonious rela-
tion with water-devices—canals,  tanks,
water-chutes and fountains—and in an
equally harmonious relation with free-
avenves and flower-beds.

Babur's innovation was ably lollowed by
his descendants and they carried it still fur-
ther to splendid heights. They designed
their tombs invariably on the char-bugh
plan, the tomb structure occupying the
central, and thus the most important place,
in the whole project (Fig. §). The garden
and its associated water devices formed an
integral part of their tomb-architecture. The
Mughal tomb, from Humayun's grand
mausoleum to the magnificent Taj Mahal,
owes much of its grace to its garden-setting.

TOMB OF HUMAYUN
The tomb of Humayun is the first greal
monument of the Mughals in which the idea
of the char-bagh has been skilfully incorpo-
rated. ‘The tomb-structure occupies the
central position in the enclosed area which
is divided into four quarters, each separated
from the other by causeways with sunk
water-channels and lily-ponds at regular
intervals. The garden is made up of
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numcrous little channels, with raised puths
on either side, ultimately leading to the
central point. Small tanks with cusped and
trefoiled borders intermittently ormament
the pathways. Tiny water-chutes of
chadars have been used effectively in the
channels down which the water softly rip-
ples. This is a characteristic feature of the
garden of Humayun's tomb, The rhythmic
flow of water into the channels, mixed with
the gurgling splash of the fountains and the
sweel mippling of these waterfalls, infuses
life into the adjoining cypress-avenues, the
pergolas and the beautiful Aower-beds. The
garden surrounds the main building on all
sides, and with its flower-parterres and
avenues all carefully designed and propor-
tioned, provides it with a perfect setling.
The tomb s set beautifully amid a number
of environmental cues like the garden and
the associated waler-devices which thus
form an integral part of the architectural
compaosition.

Each side of the enclosed area has a gate-
way in the middie, that on the western side

being the most imposing and monumental as-

it was intended to be the main entrance.
The tomb occupies the central position on
a wide and spacious plinth of 22 feet (6,7
metres) height whose sides are arcaded and

Fin
Plan o] the Sorvarebhadra temple

The Immortal Taj Mahal

have vaulted rooms which support the
superstructure.  The real grave seems (o
have originally been in the central deep and
dark room under this terrace.  The tomb it~
self is square with 156 feet (47.54 metres)
side, its angles being chamfered, thus giving
it an octagonalised-square plan.  Each
facade of the tomb is composed of a central
rectangular  fronton  containing the great
fwan (arched portal) crowned above the
parapet with a beautiful square chharri and
a turrel on either side. The iwan is flanked
by wings, each wing again having a central
arch or a smaller jwan having on either side
two small arched alcoves ome owver the
other,® The amount of chamfer on each
corner of the tomb is repeated on both
sides of the central great iwan, thus giving
it certain beautiful angular projections. The
angles of cach [acade are relieved by pilas-
ters which are crowned by slender pinnacles
above the parapet. Above all is the grand
bulbous dome, 140 feet (42.67 metres)
high, flanked on all the four sides by four
chhatris, 1t has no lotus-petals, amalaka or
kalasa finial and only the Persian spike—
o bit adjusted to the Tndian requirements—
has been used to crown the dome. The in-
terior consists of a central octagonal hall
with four octagonal chambers at the corners
and four side rooms. all interconnected by
means of passages.

There is no doubt that the idea of the
char-bagh, a four-quartered garden sur-
rounding the tomb-structure on all four
sides was introduced into India by Babur.
The square plan of the main structure,
approachable from all the four sides, was
however known to the Indian builder since
ancient times, Particular mention may be
made in this connection of the Sarvato-
bhadra temple (Fig. 6). which has a square
plan and has been dealt with in detail in

ilThmmmmbnﬁlmlMummh-
dlnmu Cunningham S;?hm
presumed, Cf T-'rc drrham!&ﬂ .
mental Remuing of Defhl Is:qm. 1876},
p. 205. They essentially formed part of the

m‘MMM and -runn: attuched subsi-
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the ancient Vastu-texts of Indin, e.g,
Visvakarmaprokasa Matsya-Purana, Sama-
rangana-Satradhar®® and  Brhat-Sambhita?
Vishnudharmottara is most explicit in this
respect.  The Sarvatobhadra has been in-
cluded in the eighth group which comprises
the temples whose mandapas formed essen-
tially a part of the plan, occupying the four
directions around the garbha-griha®® with
entrances ut the four cardinnl points, Na-
turally, these cross-shaped temples had one
central sikhara (i.c., over the garbha-griha)
and four subsidiary sikharay on the four
sides (i.¢,, over the four mandapas) mate-
rinlising the panch-ratna formuls of archi-
tectural symbolism. The Sarvatobhadra
temple belonged to this group and was
constructed on an elaborate and refined
scale, This temple was raised on a broad.
square lerrace (fagati), was enclosed by a
rampart (prakara), and could be reached
on the four sides by stairs, Devakulas
were provided at the comers of the terrace.
The main temple occupied the central posi-
tion. It had a squarc garbha-griha sur-
rounded on the four sides by mandapas and
in the four cormners by small chambers.
‘This cross-shaped, central and radiating
building is surmounted by a cluster of nine
sikharas corresponding to the four manda-
pas, the four small corner prasadas and
central garbha-griha. The central sikhara
is higher and dominates the eight surround-
ing sikharas. Around the central shrine
beautiful tanks are laid out on the terrace.™?
This description fundumentally corres-
ponds to the plan of the tomb of Humayun
and as there is no such prototype traceable
in Persin or any other Islamic country it
seems that the plan was adjusted to the
idea of Babur's char-bagh by the Indiun
builder who could successfully transfer it
33, VI-88389, Cf. Siella Kramrisch, The Hindu
Templd, Yol, I, p. 419,
u. Lw-nfn XLIX 107, Cf. ibid.

35. LV-27. Of. fhid: it was the first of the &
ud h“f four wings

‘(rﬂ"% cit, p. 416,

a'r. 1bid, p. 419,
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from a Hindu temple to & Muslim tomb.
Thoogh intermediary links, which could
have provided examples of this plan, arc
missing the art of India is a living art and
no wonder the ancient Vastucanons could
furnish the builder with the necessary pre-
scriptions which inspired the whole idea of
this unique square plan.

The tomb was constructed between A.D.
1564 and 1570 and wes financed by Haji
Begom, a widow of Humayun. Percy
Brown held the view that Haji Begum,
while she was in Persin with her husband,
‘absorbed something of the artistic spirit of
Persin' He observes thal ortisans were
procured from Persia for its construction,
the Arab Serai could have accommodated
these Islamic builders, and that its architect
was *Mirak Mirza Ghiyas almost cerininly
of Persian origin.' He writes that ‘perhaps
the nearest definition of the architectural
style of this monument is that it represenls
an Indinn interpretation of a Persian con-
ception, as while there is much in its struc-
ture that is indigenous, there is at the same
time much that can only be of Persian in-
spiration.' He makes particular mention of
three features of Persian origin: the grand
bulbous dome, the great arched alcove in
each facade, and the complex of rooms and
corridors forming the interior arrangement.

Brown over assesses the amount of Per-
sian element in the conception of this tomb.
Its bulbous double dome might have been
inspired by the dome of Gur-i-Mir and
other domes of Shah-i-Zinda at Samnargand
in Central Asia which shape—as resting on
un extraordinarily high drom— is evidently
bulbous and js closer to the dome of Huma-
yun's tomb (and the dome of the Taj) than
any other dome in Persin or elsewhere.  The
great arch is no doubt of Persian origin
und can better be designated as the hwan.
The interior arrangemenl however owes
nothing to Persia. We have almost an iden-
tical disposal of rooms and passages in the
Lodi tomb at Agra, built in the first quarter
of the same century. It seems to be only &
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Fio. 7
Plan of the Hemakuia temple

modified plan of the Hemakuta temple
{(Fig. 7), that had an ambulstory ocutside
the wall of the garbha-griha (called
Andhakarika or dark ambulatory) which
was enclosed by the outer wall of the
temple.® This was known to the Indian
builder and so the interior plan of the tomb
probably owes its origin to him rather than
to Mirak Mirza Ghiyas or any other Islamic
builder. It was the indigenous builder who
introduced, as Percy Brown also notes, the
fanciful kiosks with their elegant cupolas,
and who produced the excellent masonry
so artistically combined with marble. The
dome with the four cupolas represents the
pemch-ratng symbolism of ancient Indian
architecture. The interior arrangément was
inspired by the plan of Hemakuta temple
and the square plan of the main tomb struc-
ture by the Sarvatobhadra, Babur’s idea of
char-bagh with gardens, paved cavseways,
channels with running water oand other
beautifving accessories, provided it with an
exquisite setting. These fundamentals were
followed later at the Taj Mahal where they
have been used on a still more refined and
evolved scale.

The tomb of Humayun is an oulstanding
landmark in the development of the Mughal

38, Kramrisch, op. elt., Val, I, p. 229,
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style. It is bere for the first time that all the
inspirations combined, magnificently fused
and adapted, one with the other. It set out
norms for the later tombs of the Mughals.
There is no doubt that the builder success-
fully materialised his: brilliant conception
to make it one of the grandest sepuichral
monuments in India. “The exceptionally
satisfying appearance of this building and
the lucidity of its composition have been
obtained by the skilful realization of all
those qualities essential in & great work of
art. The structural relations of the plan to
the design of both the exterior and interior
are manifestly logical, while the correct prin-
ciples of good building have been unfailingly
observed throughout. These factors together
with the finished amassment of the various
parts, cach one clegant in itself but rend-
ered more so by the propricty of its position,
are responsible of the superb effect of this
monument. Added to these are the perfec-
tion of its proportions, the interplay of its
suirface and planes, the shapes and judicious
distribution of the voids, the graceful but
bold curves of the arches and above all the
grand volume of the dome. . . Not a little of
the artistic result is due to the materials
employed, the red sandstone and while
marble of which it i§ composed being
admirably blended.™

That the construction of a Muslim tomb
could be undertaken on such a grand scale
is an important point of study. Tt is not
a mere embodiment of a funcrary memorial
but something more than that. The idea
developed to extraordinary dimensions and
in it were involved the efforts of not a few
persons but a huge department of building
affairs, maintaining efficient archifects and
artisans and having & considerable part of
the royal treasury at its disposal. It was no
longer a private affair; on the other hand
the whole nation and its cultural heritage
could effectively participate in its under-
tuking. The Mughal tomb owes much to
the wealth and power of the Empire and to

39, Brownm, op. cit, p. 90,
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the relatively settled conditions, which
always give the greatest impetus to the cul-
ture, art and crafts of a country. It owes a
great deal also to the proverbial aesthetic
nature of the Mughals and their love of art
and architecture. They took keen personal
interest in such building works and libe-
rally patronised the artists and craftsmen.

TOMB OF MUHAMMAD GHAUS

The tomb of the famous Saint Muhammad
Ghaus at Gwalior (Fig 8) was built al-
most contemporancously with the tomb of
Humayun, though with different materials,
using different techniques and forces of in-
spiration, It is a square building with
100 feet (30.48 metres) side. It has
a single square mortuary hall 43 feet (13.11
metres) side which is covered by a dome
resting on squinch arches. A lofty ve-
randah 23 feet (7.01 metres) wide,
apparently of a circumambulatory nature
rotates round it. Exteriorly it ‘is en-
closed on all sides by large stone lattices
of the most intricate and elaborate pat-
terns."® They have been panelled squarely.
rectangularly and archedly and contain
Jalies (lnttices of geometrical and floral de-
signs), This is the first employment of the
jalies on such a refined and large scalé in a
Mughal monument antedating a similar use
in the tombs of Homayun and Salim Chishti.
They to have been worked out by
Gujarati artisans who were particularly con-
versant with their use and who produced
magnificent works of this kind in the 15th
and the early 16th century, under the patro-
muge of the Ahmedshahi rulers. An ex-
tremely projecting chhajja protects them
above on all sides. It is supported on typi-
cally Gujarati brackels. Brown aptly obser-
ves that this building embodied, ‘the struct-
ture of the Lodi style with ornnmental
features derived from the architectural pro-
ductions of Gujarat, a synthesis of the mode
of the one and the teeatment of the other

40. Alexander Cunningham, A.5.1. _Reporr,
186265, Vol Il (Simla, 1871y, p. 369,
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Fio. &
Plan of tomb. of Muhammad Ghaws at Gwalior

brought about by its geographical posi-
tion,"!

This tomb has an attached hexagonal
tower at each of its four cormers. The tower
itsell is in three opeo storeys, the uppermost
being a chhatri rising above the chhajja, and
has a cupola roof. Four square chhatris
with pyramidal roofs have also been attach-
ed, one in the centre of each external side
of the tomb, supported on a sguare exten-
sion of the verandsh. Four chhatris have
also been provided obove the mortuary
chamber around the dome. These are very
pleasing features and provide a rhythmic
combingtion of solids and voids. The idea
of corner towers and the attached chhatris
disposed at regular intervals was later uti-
lised in the tomb of Akbar at Agra on a far
more refined and claborate scale. There
seems to be no doubt that this mausoleum
played an important part in the evolution
of Mughal sepulchral structures in later

ages.

TOMB OF SALIM CHISHTI

The tomb of Salim Chishti st Fatchpur
Sikri is square in plan (Fig 9), measuring
48 feet (14.63 metres) side, with a beauti-
ful porch attached to its southern side. Tt

41. CI, op, cit, p. 29,
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Fue. 9
PMlan of the tomb of Salim Chishii ar
Fatehpur Sikri

has u mortuary chamber of 16 feet (4.88
metres) side, roofed by a suitable dome. It
was built around A.D. 1581 and contains
the grave of the Sufi saint Sheikh Salim
Chishti who was held in high esteem by
Akbar. The grave is enclosed within u pil-
lared canopy of ¢bony, beautifully inlaid
with mother-of-pearl, which is an exquisite
picce of arl. The chamber is surrounded
on all sides with a spacious and niry
verandah which is roofed compartmentally
by corbelled slabs supported on pillars ex-
teriorly, in the true Hindu style. Except for
the entrance on the south side, the inter-
spaces between the pillars are filled with
exquisite latticed screens in beautiful geo-
metrical designs. They produce an stmos-
phere of cthereal beauty inside the verandah
which ls more of a cir nature,

An extremely projecting chhajja rotates
on all sides of the tomb, and is supported
on gracefully designed struts of an unmistak-
able Gujarati origin. Each strat consists
‘of a serpentine volute with the spaces
between the curves filled in with perforated
foliations’ with o moulded pendent at the
lower end and n half-chakra on the crown;

The Immortal Taj Mahal

it has ‘more the appearance of curved ivory
than chiselled marble® The struts spring
from about the middle of the shaft of each
pillar, which is chevron-patterned and has a
kirtimukha base and a stalactite capital.
The struts have little structural value; Percy
Brown, again, aptly notes that ‘they are
almost entirely decorative and produce an
effect more fantastic than beautiful, suggest-
ing the unrestrained imagination of the
temple-builder rather than the rationality
and reserve of Islam ™

The provision of struts supporting the
slanting chhajja is the most important
charncteristic of the tomb, Tt produces a
beautiful shadow which is in wonderful
harmony with the falies of the circumambiula-
tory path. There can be little doubt that
this feature was introduced here by the arti-
sans of Gujarat who commonly used it
in Hindu and Jaina temples of the region.

The tomb owes its magnificent effect also
to the pillared porch which introduces it to
the visitor. Tis varied ootlines with vertical
piliars, slanting struts and the horizontal
lines of the chhajjo give it an appearance of
exquisite beauty, such as is only seen in
Hindu temple-entrances. This feature also
seems to have been introduced here by the
temple-builders of Gujarat.

Except for the inleérior core the entire
composition s in white marble which seems
to have replaced the original fabric of red
sandstone ot a later date, probably during
the last days of Jehangics regime. The
original shape and character however seems
10 have been retained unchanged.

AKBAR'S TOMB, SIKANDARA

Akbar himself planned his own tomb and
selected o snitable site for it at Sikandara,
a suburb of Agra, which was henceforth
renamed Bihishtabad—the Heavenly Abode.
To construct a tomb in one’s own lifetime
seems to be a curious phenomenon, though
there could hardly be anything more realis-

42. Brown, op. ¢it, p. 98,
43, Ibhd, p, 98,
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tic. It was originally a Tartar custom which
the Mughals [aithfully followed, ‘The
princes of Tartar races in carrying out their
love of tombs made it the practice to build
their own in their lifetime, as all people must
who are really desirous of sepulchral magni-
ficence, . . . (lhey) built their sepulchres of
such a charncter as to serve for places of
enjoyment for themselves and their friends
during their lifetime and only when they
could enjoy them no longer they became the
solemn resting  places of their mortal
remains. ... During the lifetime of the
founder, the central building s called a
Barrah Purrie or festal hall, and is used as
a-place of recreation and feasting by him
and his friends, ... At his death its desti-
nation Is changed—the founder’s remains
are interred beneath the central dome**

Garden of Akbar's Tomb The tomb
stands i the centre of a wvast garden
which is enclosed by high walls on all
sides. In the middle of each enclosing
wall is 0 monumentsl gateway, the main

44, James Fergusson, Himory of Iadian and
Eagtern Architecture flinndlm 1876), pp.
57475 E. W, Smith, ‘Akbar's Tomb Sikan-
darph,’ A Th New Imperial Series, Vol
XXXV, 1909 p. 4; Brown, op. cit., p. §9:
"It was mtmw for these monuments to
be etected during the roler’s lifetime’.

Fic 10
Plan of the encloxure of Akbar’s tomb
Nikamitary
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Fig, 11
Plan of garden of Akbar's tomb o Sikandara

gateway being on the south side, while the
other three are false and ornamental only
(Fig. 10). The tomb proper is connected
with the four gateways by four causeways
or terraces of 75 feet (22.86 metres)
breadth, which thus divide the whole garden
into four quarters according to the char-
bagh plan. Each high terrace or broad
raised path has a narrow and shallow chan-
mel running in its centre (Fig 11). The ex-
traordinary height of the terrnce facilitated
the provision of the water-chutes or the
chadars at regular intervals, with steps on
both sides. The water descended below into
lily ponds and then proceeded further into
the water-courses which originally irrigated
the garden. This demonstrates how pas-
stonately the Mughals loved waterfalls which
they used as carly as at the Rambagh in
A.D. 1526 and as late as at Pinjore, about
A.D. 1670

Each terrace has n tank with a fountain
in its centre. Four tanks have also been
provided in the centre of the four sides of
the main platform on which the mausoleum
stands. They have also fountains, one each.
These fountains were inlets, the outflow be-
ing provided in cach case by the over-flow-
ing of water into the chunnels,
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Each quarter has 8 number of wells, some
exclusively provided for gardening. Two
huge wells, one in the south-west and the
other in the north-west quarter, and a large
stone baoli (step-well) in the south-sast
quarter were however reserved for supplying
water to the fountains and the channels.
Overhead tanks were built to ensure ade-
quate pressure in the fountains; unfortu-
nately only the set in the norih-west quarier
has survived. The fountains were fed by
underground earthen pipes leading from
these overhead tanks. Channels drew their
witer from the tanks and any scarcity of
water was supplemented by the agueduct
from the big well near the main gateway.
The pur memod was émployed here in-
variably instead of the rehumt (Persian-
wheel) of Fatehpur Sikrii The whole
system worked ecfficiently and ensured a
perfect supply of waler to the platform and
the terraces. The water was ullimately
allowed to flow into the garden where it
was used o irrigate the flower-beds and the
avenues of fruit trees, which were the chief
attraction of this garden.

As it appears today, the garden has been
distinctly separated from the main water-
courses. There are no cypress-avenues or
flower-beds rising just above the flowing
channels on the terrace; there are no foun-
tains in the water canals, The architect
obviously wanted to give the mausoleum a
charmcter full of reserved dignity and
sobricty, thoughtfulness and quictitude, in-
stead of delicacy and gaiety, a wizard’s
charm and splendour, It was intended to
be an elegy in its true sense rather than
anything else. It was in accordance with the
personality of Akbar, one of the greatest
rulers of India and the real founder of the
Mughal dynasty, that the architect planned
the garden and its water-devices,

The Gateways The northern gateway is in
complete ruins, The assumption that it had
never been finished is erroncous. ‘The ruins
adequately show that not only the structure
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had .been completed, but also it had been
stuccoed over and splendidly painted in a
variety of designs. Distinel traces of mosaic
and inlaid patterns have also survived and
these demonstrate unmistakably that this
gateway had been finished like the other
structures of this grand project and it is at
some later stage that it had been demolish-
ed, less by nature than by human agency,

The gateways on the cast and west sides
are plmost identical, measuring 89" ¥ 47
(27.13 % 14.33 metres) and are 80 feet
(24.38 metres) in height; cach has a central
iwan flanked on either side by wings com-
posed of two small arched alcoves, one over
the other, and a beautiful cfihatri above them
all. Two miniature chhatris crown the pilas-
ters which have been attached to the quoins
of the facade. Both gateways are seven-
storeyed and have a complex of square, semi-
octagonal, octagonal and rectangular rooms
and radiating and diagonal passages. They
have been decormted tastefully with stocco
and painting, mosaic and inlay and beputiful
carving in which are depicted some of the
typically Hindu motifs such as elephants
with upturned trunks supporting a fringe of
lotus-buds, peacocks with outspread (tails,
geese and other birds, lotius and chakra and
other floral and conventional patterns. They
are in relief as well as incised. Each
galeway is a great monument in itself—
complete and independent—and it is amaz-
ing to note that such superbly conceived and
gracefully finished structures were only
intended 1o serve a subsidiary role in the
whole project!  This demonstrates the
greatly developed acsthetic sense of the
Mughals; it represents how painstakingly
they devoted themselves even 1o the smallest
details of their creation,

Even these gateways recede into the back-
ground when compared with the south or
the main gateway. It is in two storeys and
measures 137" 5% (41.91 metres) from east
to west, about 100 feet (30_48 mietres) from
!:lnnl: to south, and is 75 feet (22.86 metres)
in height. Its north and south sides are
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identical, each having u colossal fwan 61
feet (18.59 metres) in height and 44° 3"
(13.48 metres) in width in the centre and
two arched alcoves one over the other on
its sides. The central portion rises well over
the terrace and has two beautiful chhatris.
The whole exterior has exquisite mosaic and
inlay work in coloured stomes, chiefly in
geometrical patterns. The spandrels have
particularly imposing arabesque  scrolls.
Carved inscriptions occupy the plane around
the central arched entrance.

The gateway hall is octagonal and is
about 42 feet (12.80 metres) in diameter
and is 60 feet (18.29 metres) in height.
Suites of rooms have been disposed on its
east and west sides in two storeys. Persian
inscriptions in relief omament the frieze and
part of the soffit which has otherwise been
profusely painted.

Perhaps the most important feature of
this gateway is the introduction of four
beautiful minarets of white marble which
rise from the corners of the terrace®® Each
minaret is in four storeys, the fourth being
the chhatri which crowns it majestically.
Each minaret is circular and tapers as it
rises. The lowest storey has curious flutings
and similarly designed stalactites to support
the balcony. The upper balconies on the
other hand have bracket supports. The
chhatri has been most appropriately and
harmoniously designed.

The four minarets appear here for the first
time. That their purpose was purely orna-
mental can scarcely be doubted. They
ocoupy the angles of the gateway, which
conventionally would have been filled with
kiosks, and rise gracefully high into the sky
scemingly carrying the whole body of the
gotoway with them, They stand predomi-
nantly and tower magnificently over their
surroundings. Their appearance in such a
fully developed state marks an important
stage in Mughal architecture. The architect
had now learnt how effectively he could

45, They were restored Murshall on original
Tines brees 1008 ned 1005,
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Fig, 12
Plane of the ground sio
at Stkandara

replace the attached towers of the main
building with such minarets, as he did at the

af Akbar's tomb

tomb of Jehangir. The idea was a great
innovation and is representative of the innate
genius of the Indian bullder.

The Tomb Proper The main tomb has a
unique design, unparalleled by any other
building in the world. It is square in plan
and is in five receding storeys. The ground
floor has spacious cloisters on all the four
sides except in the centre of the south side
(Fig 12). The cloisters are divided into
numerous bays by massive piers and arches,
each bay measuring 22 feel (6.71 metres)
square. The centre of the south side is
occupied by a vestibule which has very pro-
fusely been ornamented with encaustic paint-
ing and fine incised stucco in floral, conven-
tionalized and inscriptional designs* An
inclined and descending passage, 105 feet
(32.00 metres) long and 6 feet (1.83
metres) in width leads from this vestibule to
the mortuary chamber which is a square of
40 feet (12,19 metres) side and is over 60
feet (18.29 metres) in height 1t has been
provided with four ventilators which open
= ?E‘l'&“.}‘ et g Mool P s

VII, verse 56 of XXXIHI, and the
three verses of XXXVIT.
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onlo the third storey. Originally it was
also painted. The tombstone has been
placed in the centre of this room. It is of
brick and mortar.

Each facade of the main structure has &
central iwan containing a colossal portal, the
oblong panels around which bave dense
mosaic work. The pilasters &t the quoins
are surmounted by the pinnacles while the
portal is superimposed above the parapet by
an oblong 8-pilllared chhatri of white maurble
with a pyramidal roof. The two features
combine logether harmoniously. The semi-
soffit of the portal has painting work on iL
Double staircases have been provided on the
sides of cach portal. An octagonal tower is
attached to each corner of the main building,
surmounted by a massive broad 8-pillared
chhatri with an imposing cupola roof and
kalasa linial

The second storey measires 182 6" (55.62
metres) square and has an arcaded verandah
an each side, composed of twenty-three bays
(Fig 13). Some bays break forward to sup-
port the third storey kiosks. The provision
of the kiosks attached to each side exteriorly,
pimost in the some style in which they are
emploved at the tomb of Muhammad Ghaus
at Gwalior, is its most important feature.
It is apparent that the inspiration for these
attached kiosks came from the Gwalior
example. Of course, in this case the kiosks:
have been used far more elaborately, abun-
dantly and with a [ur better perspective.
The cluster of these kiosks engulfs the main
body of the tomb most artistically. A better
and a more detailed use of the chhatri could
hardly be contemplated. Some have cupolas
while others have pyramidal roofs of white
marble. They harmonise well with the pil-
lnred arcade and produce a very pleasing
cffect. It is this feature which gives the
tomb of Akbar its unique character,

The third storey again diminishes in size
being only 103' 9% (31.62 metres) side
(Fig. 14). It has similar arcades and cluster
of kiosks on cach side, In each of the four
corners is a small room 9 feet (2.74 metres)

The Immortal Taj Makal
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Fr. 12
Plan ol .the yecond of Akbar's 1omb o
St‘mm

square, to which no special purpose can be
assigned. The fourth storey is still smaller,
measunng only 89 1* (27,16 metres) side,
and with identical mrrangement of arches
supported on pillars and chhatris atiached
cxteriorly to each facade (Fig 15).

o——m

=

Plim of the Mrdl:m 2 f Akbar’ 1]
the 1 atorey of Akbar's tom
ot Sikandara '

A secrel storey exitts within the main
body of the tomb on this floor (Fig 16).
It is accessible only through a small narrow
window 6 feet (1.83 metres) high, above
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19, lacised carving on the soffits: and inday work in
the spundrels. Tomb aof Mirza Ghivay Beg, Agra
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Fro. 15
Plun of the fourth storey of Akbar's tomb
ol Stkardara

the pavement of the verandah on the south
side and it can be entered only by means
of a ladder, Its interior is composed of five
low and narrow corridors from east to west
and an equal number of them running from
north 1o south, bisecting cach other at right
angles. Massive piers support the huge
stone beams. The ceiling is hardly 5° 6
(1.67 metres) high, The construction is
curiously in brick and plaster, A tombstone
in mortar and brick occupies the central
space in the chamber. The purpose of this
tombstone, lanid in this unknown chamber
50 secretly, is yet 10 be ascertained.

The fifth and the topmost storey is entirely
in white marble as against the lower storeys
which are finished in red sandstone. 1t has
4 central square court 70 feet (21.34 metres)
side which is open to the sky and which is
surrounded by cloisters on all the four sides
(Fig. 17). Esch cloister measures g0' 1°
(27,16 metres) exteriorly, being equal to
the fourth storey, It is 9 (2.74 metres)
wide and is divided into eleven bays on cach
side by slender piers and arches. There are
thus forty bays altopether. Each bay has
the Hindu trabeate ceiling, spanned with the
help of diagonal slabs. The marble work
seems 10 have originally been painted.

Each bay is enclosed on the outside by

i3

white marble trellis screens each having
twelve monolithic panels. They have beauti-
ful geometrical patterns in varied designs.
The variety as well as the quality of the jali
work is superior to thal at the tomb of
Muhammad Ghaus at Gwalior or that of
the tomb of Salim Chishti at Fatehpur Sikri
and marks a step forward in the develop-
ment of this art which finally culminated at
the tomb of Itmad-ud-Daulah and at the
Taj Mahal.

XX N X

x X' x

MO X

Fi 16

Pla of the secret storey of Akbar's tomb
at Sikendara

Fig. 17
Plan of the ffth sorey of Akbar's tomb
af Sikandarg
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The cloisters are protected above by a
rotating chhajja and have a plain frieze, A
slender square marble chharri has been built
at cach corner above the cloisters The
central court has a square platform which
has been bevelled to throw off the rain-water.
A white marble monolithic cenotaph has
been placed in its middle; it has been carved
most profusely with floral, arabesque and
conventional motifs, with 99 names of God
on the top and sides, and Allal-hu Akbar
and Jalle Jalal-hu, the customary mode of
salutation in Akbar’s Din-Tlahi, inscribed in
opposite  directions.  Chinese  cloud-forms
appear in two cases. Butterflies have also
been depicted liberally. At the head of the
cenotaph, i.c., on its north side is an octa-
gonal marble pedestal 2’ 97 (0.84 metres)
in height, resting on a square base. It has
also been very profusely carved. It is gene-
rally believed to have held lumps on cere-
monial nights.

A Secret Tombstone Akbar's tomb has
thus three tombstones, one on the grave in
the lowest mortuary chamber, and two
cenotaphs, one each on the fourth and the
filth storey. The custom of providing ceno-
taphs or replicas scems to be an old one.
Even the earliest Muslim tombs in India,
e.g., that of Sultanghari and of Ttutmish
have cenotaphs above the original graves.
It may be traced as far back as the ancient
Egyptian burial practices when one person
could have two tombs, one for real burial
and a cenotaph, situated not one over the
other but al a long distance from each other,
as are met with in the Mastaba tombs*
The Islamic theology adopted the custom
in its own way. As is generally pre-
sumed, the real grave was made
underground in which the dead person
could. wait till the Day of Resurrection.
Greatest sanctity was attached to this grave
and it was normally kept closed. A replica
was provided on the ground level or near
it for friends and relatives who come to offer

47. Fletcher, op. dt, p. 25,

The Immorinl Tal Muokal

fatihas and pray for the departed soul. A
third could be provided on the uppermost
storey, penerally open to the sky, to keep it
in contact with Heaven and in direct com-
mumion with the visiting Ferishtas (angels).

The tomb of Sadiq Khan is an ecarlier
example at Agra where three lombstones
have been provided one over the other, the
true grave itsell being in the crypt, a ceno-
taph in the main hall and another on the
upper floor in the dome. The uppermost
cenotaph is however not open to the sky,
though it is open adequately on all sides to
be nccessible to the Ferishtas, as may be
believed.

Al the tomb of Akbar the functions
greatly differ.  The lowest tombstone s
meant for wvisilors, friends and relatives
and no attempt has been made by
the architect 1o keep it secret or even
closely guarded. The second tombstone
on the other hand has been placed in a
secrotly devised storey and its existence was
50 far unknown to the Department of
Archacology itself, Obviously, it was not
meant to be seen; the ingenuity with which
it has been devised within the body of the
structure and the great care and skill with
which it has been closed on all sides indi-
cale that it was not even meant to be known.
What necessitated this extraordinary pre-
caution is a matter of conjecture, as records
are lamentably silent on this point. There
could have been some curious, eccentric
purpose for this secrel cenotaph. It is
probable that it was constructed by the
artisans themselves without the sopervision
of Jehangir who was busy with the rebel
Khusro and it was this tha Jchangir later
objected to, as he himsell mentions, and as
will be discussed later, However, while a
secret underground mortuary chumber s g
common feature of tombs, a secret storey
on the fourth floor is an unparalleled pheno-
menon in the whole history of tomb con-
struction in India.

The Design of the Tomb The design of
the tomb is unique and is not met with in any
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of the earlier sepulchral structures (Fig. 18).
It warrants a detailed investigation and an
intensive study of the inspiration which
brought about this extraordinary design®
Akbar himself planned and designed it and
mauguruted its construction. But he died
when only the lower storey of the main tomb
was pearing completion and it was left to
Jehangir to finish it. Jehangir, immedintely
after his accession, had 1o face an embarass-
ing situation particularly created by the
rebellion of his son Khusro. His most
urgent concern was-thus to settle the affairs
of the Empire and to uproot defiant and
rebellious pobles and a few years passed
before he could pay any attention to his
father’s tomb.

Jehungir wvisited the mausoleum on
Monday, the [7th Rajab 1017 AH (17th
October 1608).# He records that he went

48. This study was published in the form of o
rescarch paper in fndiea, Vol. 4, Mo, 2.
Seplember 1967.

49, H. Blochmann, ‘Akbars Tomb at Sikan-
daen,' Preceedings of the Aslaric Soclery of
Hengal, 1874, p. 213; Hakim Maulvi Ali
M;mﬂ!, Tl.'l:suai'. Jﬂmfrlﬁ Urda (Tonk, Ifgl'
AH), p. : arshall’s equivalent -
;-LS)J. Annual Repore for the 1904-3,
p- 20} as Sundsy, August 1608 b erroneous.
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on foot. When he saw the building which
had been constructed over the grave of his
father, he was pot satisfied. It was not to
his liking® He narrates that ‘while the
work was in progress, in consequence of the
rebellious  conduct of the unfortunate
Khusro, 1 was obliged to march towards
Lahore., The builders had built it according
to their own taste and had altered the
original design at their discretion ™ This
shows beyond doubt that the construction
was not carried out according to the original
plan and the masons had built as they liked.
The original plan was not adhered to and
it was this that Jehangir objected to. This
might have happened because of the lack
of supervision. Jehangir further records:
"The whole money had been thus expanded
and the work had occupied three or four
years. | ordered that clever architects, act-
50. Blochmann: "When I entered I saw no bulld-
ing over the tomb such . | would approve
of (p. 213); Wakiat (Elliot and
Vol, VI, p. 319} : “I did not find it to my
liking': Tuzuk (Beveridge), Vol, 1 (London,
1209), p. 152: It did not come up oy
idea of what it ought lo be....}
51. Elliot, p. 319; Beveridge, p. 152, ‘the archi-
tects had bulll it afier a design of their own';

Blochmann, p, 214, "The urchitects fn the
meantime went on bullding after their taste.’

Fro. |8 Elevation of Akbar's tomb ot Stkandara with conjecrural dome.
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ing in concert with some intelligent persons
should put down the objectionable part
which 1 pointed out.™® Only those portions
were disapproved by him and were subse-
quently ordéred to be dismantled which
were against or not in accordance with the
provisions of the original design and which
were constructed by the masons at their own
sweet will. That the original plan of Akbar
was substantially altered by Jehangir, as i
generally supposed, hos not been anywhere
recorded. Instead, as appears from his
Memoirs. he rigidly followed the original
plan and dirccted only those paris to be
rebuilt which had violated it
Percy Brown held the view that only the
ground or the foundational storey had been
built during Akbar's reign and according to
the original plan; the composition of the
subsequent  construction is light and fanci-
ful and out of place; it lacks weight and
fiminess and probably it was ‘rebuilt more
in  accordance with this  monarch’s
(Jehangir's) architectural ideals.™  Such
architectural ideals Jehangr had none! He
was a connoisseur of painting and loved
girdens and wine. He was least interested in
architecture. We do not come across any
building of note bearing his brand. There
is no doubt a marked difference between the
spirit of construction of the ground storey
which is extra strong massive, heavily
piered and sober and of the upper pavilion,
which is light and delicate. But both parts
of the structure unmistakably belong to the
Akbari school. The ground storey, the
exterior of which wus also veneered with
red sandstone originally is composed of
broad arches and vaults supported on heavy
52, Elliot, mlggﬂ-ﬁm p. 214; Bove-
5. CL Mdl'm Architecture  (Inlamic Perind),
pp. 107-8; Marshall (¢f, op. clt ﬁ'm 20) main-
a llrl'lﬂl!' opinion: 'l ConcEiv:
able from this sccount that Mhur il sturied
:' h‘uﬂ!lﬁuhld: Iﬂhﬂﬂﬂl‘ did not _Bpprove
he scems o hnn‘n'ln and ohserves in 1
ame graph: ‘it is at eny rate safe to s

that exterior of the ings, if not m.-.g
ﬁ? and foundations ia the work of Jehan:

The Iwomortal Taj Mahkal

extrs strong piers. The construction s
similar to that of the facade of the sanctuary
of the Jami Masjid, Turkish Sultana’s baths,
and Hakim’s baths at Fatehpur Sikri. The
upper storeys are composed of arcades, sup-
poried on columns and beawtiful chhatris
with pyramidal or cupola reofs. This is a
common mode of construction at Fatchpur
Sikri, the arches tesemble those of the
colonnades of the Jumi Masjid; the chhatris
are typically Akbari. Simply because the
strong character of the ground storey has
not been maintained above is not a prool
that the original plan had been altered by
Jehangir. It scems more comect that the
original plan was generally adhered to,

The uppermost storey has inscriptions of
‘Allahu-Akbar® and *Jalle-Jalalhu® which was
the mode of salutation under Akbar’s Din-
Hahi. The Persian inscriptions on the walls
of this storey also harmonize with the reli-
gious views of Akbar. There is no mention
of the Prophet as has foremostly been taught
by Islam, “La flaha illillah Muhammad rasul-
allah. Out of the 36 distichs, the first 23
are in praise of Akbar, The remaining are
full of philosophical observations which are
more akin (o Vedantic monotheism. The
fast distich is most explicit in this respect
and mentions, *May his soul for ever rejoice
in the Creator, May the world of holiness
brighten through him"®  The idea is not of
the Tslamic Day of Judgement but the Hindu
conception of nétva-atma which is freed
from all bondages of birth and death and
rejoices with the Beahman eternally. These
inscriptions are more represeniative of
Akbar's views than those of Jehangir. So it
scems that they were chosen by Akbar
himself to be used in his mausoleum and
the arrangement was not altered by Jehangir,
It must be borme in mind that a super-
cession of Jehangir by his own son Khusro
could be averted only with the support of
the Ulemas, religious jurists and orthodox
nobles, who were not satisfied with the

54. 'Dvanish hamesha zahaq shad had,
sru alam godas abad bad.'
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liberal policy of Akbar, Though Jehangic
was not bigoted, a definite change was
marked after his accession; religious inter-
ception was felt more than ever in the
Mughal court. The appearance of the
svastika on the mam gateway, not merely
8s a peometrical motif but certainly as an
auspicious symbol on the entrance gale,
the carving of elephant, lotus, ehakea,
peacock, geese and other traditionally
Hindu motifs—all indicate the original
scheme of decoration which was little alter-
ed by Jehangir. He no doubt added his
own pet motifs—ihe wine-vase and Persian
arobesque, A determined advance can no
doubt be seen in the schemes of the archi-
tectural ornamentation—stucco, painting and
mosaic. But as a whole the original plan
and scheme were generally followed.
Akbar's tomb has an unconvéntional
design, It is composed of tiers one over
the other, to & total of five storeys, like the
Assyrian Ziggurat or the earfiest stepped
pyramids*® It is so unlike the tombs of
the Surs, the Lodis, or the Sayyids, who
preferred to bury their royal personnel in
an octagonal structure having three arches
on each side and a rotating verandah, sur-
mounted by a héavy massive doine, It is
also not like the tomb of Humayun which
s n square domed construction, with
chamfered angles, having a central arch-

55, I pyramidal form bhas besn noted with
interest by  the Eum mwm Fwﬂ:
mmn m A in I‘hl t half of the l‘.lﬂt

Foyage to
fn.—tfa lﬁ;i—_]ﬂ mptlnt irum ﬁ, Edlﬁﬂl:l of
‘m‘ i remarks, ‘tl‘rh. most sum

n e struciures’ Iy ‘bufly
a pymmid. In P;-u:rMun atginl
Tmmh m‘ Peter  Mundy Tunpln,
1914, Vol, 11, pp. 210-11), who saw it in
1631, s ‘outward frame resembleth tho
mauseolo pictured among the seven wonders
fower square lesseninge towards the topp
havinge sevérnl gpalléines round about,,
thels galleties uscendings one from another
inl.bcmppmwhlchhl re little coury.'

wuzllm his Pl -‘M however mis-
maum huur'lsuI E?nﬂi;[mdrmm 1o have

¥ Irom a vague

W"hﬂu mithines. Ii u thown hrﬂn

t uniformly
;q: by ﬂap Is not Ihucuc us wi
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way on each of ils sides and Tour ¢hhatris
around the bulbous dome. Fergusson believ-
ed that its design had been bomrowed from
a Buddhist model® He observes: It is
a direct imitation of some such building as
the old Buddhist Viharas."¥" He compares
its design with that of the Great Rath of
Mahavellipore reproduced in his woodcut
66 and 181, But this idea does not seem
to be based on a correct analysis of the facts.
Except that both are composed of receding
tiers of diminishing sizes. there is no essens
tial similarity between the tomb of Akbar
and the Great Rath of Mohavellipore. His
observation that ‘the number and propor-
tions of the storeys is the same'® is erro-
neous. The Rath has four while Akbar's
tomb has five storeys. The proportions
also differ greatly: in the Great Rath the
size of each successive tier diminishes
uniformly while at the tomb of Akbar the
size of the second storey is abruptly reduced
in comparison to the ground floor and the
fourth and fifth storeys are of equal size.
Thus the measurcments are as follows:

Ground slorey — Emjl‘g side }—» 30 !;ﬂl hid
metre) — (9 dmmh
Sccond slorey — 182.6 {
($2.63 meires) — {4 57 metres)
5

T soeey: S = 4.7 metres
met ‘
Fourth storey — F? = ‘ ‘
15 — (4.57
Fillhsiorey. — Bl Y {rs i

— (27:18 metres) — (4,57 motres)

Muking concessions for slight variations,
the round figures which had originally
guided the workmen will come to:

Ground sto — 110 goe side — tn
Second l'lt:r:;r &0 -~ — et
Third storey. — 15 — 5
Fourthstorey — 30 —_
Fifth torey -— 30 —_— 3

The open pillared chhatris of Akbar’s
tomb, which are distinetly attached to the
main body, cannot be compared with the
cells of the Great Rath; their prototype is
at Fatehpur Sikri and at the tomb of
Muhammad Ghaus at Gwalior. They can-
56. ﬂﬂ&rr ?m.’ Iﬁfétitu umi Eutrm Architec-

57. 1hid.,
58, Thid., p. ﬂL
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not directly be associated with those purely
decorative features of a trabeate order.

The design of the tomb of Akbar can be
better compared with the Vaikuntha Peramal
Temple at Coonjeeveram (Kanchipuram).
This is in five storeys and the tiers in this
case also do not recede uniformly. The
contours resemble, The temple has a
domed superstructure which could have
stood comparison with the proposed dome
of Akbar’s tomb. But it is mercly co-acci-
dental that the two are so alike in appear-
ance. As a matter of foct, the architect
of Akbar never derived any inspiration
from the Vaikuntha Perumal prasada.
Instcad, -as it appears more probable. the
inspiration of its design was taken from the
tomb of Humayun, the tomb of Muhammad
Ghuus and the Panch Mahal at Fatehpur
Sikri. The tomb of Humayun rests on an
arcaded plinth 22 feet (6.71 metres) n
height. and has an arched portal in the
centre of each of s sides: these two
features have been incorporated judiciously
on a different scale in Akbar's tomb: here
the arcaded ground floor has a stupendous
urched portal in the centre of each of its
sides, duly surmounted by an eight-pillared
oblong chhatri which had been very com-
monly used by Akbar at Fatehpur Sikri and
which here proved to be a very suitable
addition. An attached tower appears on
each of its angles, surmounted by a volu-
minous  cight-pillared chhatri with a
beautiful cupola. It was an innovation as
beautiful and impressive as was the intro-
duction of the four monumental minarets
over its southern gateway,

The foundational storey is thus merely a
plinth to give a grand elevation to the upper
structure; It is 22 feet (6.71 metres) high
at the tomb of Humayun, but here it has
been raised to a height of 30 feet (9.14
metres) and other details have also been
greatly enlarged. This accounts for the
change of spirit in the construction of the
growind storey and the superstructure over it.
Had a dome crowned the superstructure the

The fmmorial Taj Makal

two would have distinctly been co-ordinat-
ed: the ground storey would then have
served as the plinth or the base of the main
domed tomb composed of four storeys.
These upper storeys were inspired by the
Panch Mahal which is a tiered building of
five storeys.® Instead of its beam-and-
bracket system, here at Akbar’s tomb the
arches of the Jami Masjid have been imitat-
ed on a reduced scale. They have been
supported on  columns, The attached
chhatris were without doubt inspired by the
tomb of Muhammad Ghaus; here they
have most rhythmically been disposed at
regular intervals on each storey. One
feature accommodates the other harmoni-
ously and pleasingly; the combined effect
works wonders on the aesthetic sense.

A Proposed Dome The uppermost or the
fifth storey of the tomb appears to be in-
complete as it has po dome fike that of
Humayun's tomb or even a pavilion with
g pyramidal roof like that of the tomb
of Itmad-ud-Daulah. This storey, which is
all of white marble, has four square chiharris
at its angles and a raised platform in the

centre of the open courtyard. A profusely

carved cenotaph and a pedestal have been
placed on this platform. J. P. Thompson
while considering the possibility of an upper
pavilion over the tomb of Jehangir at
Shahdara in Lahore supposes that the
upper cenotaph at the tomb of Akbar was
deliberntely left exposed to the sky® The
building was thus considered to be com-
plete without a dome. Though Thompson
ndnnmdthnllhcphﬂurmuwppmadm
massive piers and arches, he maintained
that Jehangir lived for another fifteen years
and could have hardly left it incomplete.®
He further observed that Jehangir took the
idea of an expossd cenotaph from his
359, E B.

Am&fr:;luvﬂl {Eﬁﬂdd‘ ﬁiﬂﬁ]. U e
60, ‘CI. The Tomb af the Emperoe Johangie”

AMemoaira m‘ r!u- Aslatic Socie Brn
‘W.IIBV, « 4 Pant T ( }-

61, ﬁaid..'p. 29.
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father's tomb who had desired that his own
should be left open to the sky® Syed
Muhammad Latif agrees with Thompson
and on the support of a note in Amal-i-
Salih of Muhammad Salih Kambo, concurs
that Jehangir in pursuance of the Sunni
faith and following the example of his
ancestor Babur had desired that his tomb
should be erected in the open air so that
rain and the dew of heaven might [all on
it

Babur’s body was ‘laid in the garden of
his choice in a grave open to the sky with
no building over it, no need of a door-
keeper'® This was donme in sccordance
with his will® which scems to have been
inspired more by his love of nature and open
air rather than an apprehension of the Day
of Resurrection. 'W. H. Nicholls conducted
intensive researches at the tomb of Jehangir
and on the support of *the structural evi-
dence which came to light after the removal
of the modern skylight” concluded that there
was a domed chamber on the terrace plat-
form of the tomb of Jchangir® He
. observes, ‘there can be no doubt thal the
building as it stands today is incomplete
and that there was some structure upon the
raised platform in the centre of the flat
roof.... There are no indications to war-
rant the traditional domed structure or
pavilion surmounting the raised platform.'?
He completely refutes the theory that the
tomb of Jehangir was left open to the sky:
‘the structural evidence strongly indicates
that the vault had no hole in its crown
originally.. .. From the broken edge of
the brickwork it was at once clear that
the opening had not been part of the origi-
nal construction but that it had been
subssquently formed by hacking through the
brickwork of the vault. . .. At all events the
pietra dura in the vaulted chamber bears

61 Thid,, p. 22.

u Hh{’.nhm %:hutc 1jm i n.!mm
aburninmg vandp ol

65. Thid., e Appgmllx —V
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. CT, ASL, Annal Repord, 1906-7, p. 14,
67. 1bid., p.-12.
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little evidence of having been exposed o
storm and rain.'®  Percy Brown also main-
tains that there was a marble pavilion on the
roof uri,ginn!ly.ﬂ

The view that the upper cenotaph at the
tomb of Akbar was deliberately left ex-
posed to the sky is hardly convincing.
Akbar did not desire that his tomb should
be left open in this way, And if he bad
expressed any such wish, it was not obeyed
as the real grave is in the mortuary chamber
or the crypt in the ground floor with a solid
ceiling over it and it is only a cenotaph, or
the replica of the real tomb, that has been
left open on the fifth storey. Akbar did
not care much for the Sunni tenets; he wore
gorgeous  clothes; sometimes drank, en-
cournged animate sculpture and painting,
instituted Jharokha-darshan, Tula-dan and
Tilak—and did all these things, so much
against the Canon Law, That he wanted to
be a truer mussalman after his death than he
was in his life is not acceptable.

We have evidence, historical and architee-
tural, which convinces us that a suitable
superstructure was part of the original plan.
William Finch, who was at Agra between
A . D. 1608 and 1611 remarked that there wos
a ‘rich tent with the Semaine over the tomb.
But it is to be inarched over the most curi-
ous while and speckled marble and to be
seeled oll within with pure gold richly
inwrought." ¥ The topmost storey was not
intended to be loft open to the sky. Fer-
gusson justly held the view that a domical
chamber was part of the original design,
He observes: ‘No such royal tomb remains
exposed to the air in any Indinn mauso-
leum; the raised platform in the centre of
the upper cloister 38’ square looks so like
its foundation that 1 cannpt help belioving

48, Thid.,, pp. 12-13,

69, Cf. op. cit., p. 100.

70. William  Foster, Enrh Trawls I Inidia
{London, 1921}, p.
grims, Vol 1, p, Hﬂ Finch that
by the time of hia {D-l'llll-'t fin lﬁll} the
cenotaph wad not fin in the
mnnmrnhmﬁ'nmﬂmdw!thn e sheet
mn:n.rmut r'!]}" with gold Mowers.” (Cf. Fouter,
e
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it wius intended for this purpose. As the
monument now stands the pyramid had a
truncated and unmesning aspect.  The total
height of the building now is a little more
than 10{° to the top of the angle pavilions;
and ‘a central dome 30 or 40 feet higher
which is the proportion that the base gives,
seems just what is wanted to make this
tomb as beautiful in outling and proportion
as it is in detail’™ E. B. Havell held a
similar opinion; *Such a canopy is just what
is required by acsthetic considerations o
complete the curiously truncated appearance
of the top storey,..."2 He was positively
sure of such a ‘traditional domed canopy
on the lop storey' which ‘was either omit-
ted by Jehangir who was not pleased with
the original design or it has fallen imto
min'® The central dome had also been
omitted on the Diwan-i-Khas at Futehpur
Sikri where ‘the vaulted roof constructed
with stone ribs took the place of the custo-
mary dome so as to provide for a terraced
promenade over it. According to the strict
Hindu tradition, the roof should have had
its “five-jewel™ domes: the absence of the
central dome in this instance [at Akbar's
tomb, Sikandera] muakes the four kiosks at
the comers scem too luarge for the build-
ing' ™

The dome was 2 logical necessity to
provide a suitable apex to the pyramidal
elevation and also to protect the exquisite
carving work of the cenotaph and the
pedestal,  The building as it presently stands
appears to be incomplete; something is
lamentably luscking and the eye searches
longingly for that ‘something® over the fifth
storey. If » dome is substituted, it would
magnificently fill this vacuum and give the

71. Fergusson, op.cit., p, 385 hii woodent No,
24 o he o of the tamb wit &
e | 1
the truth in his sislement, i
72, Cf. A Handbook to Agra (Caleutt, 1912),

p. 100, :
T3, CI. Indian Archltecture: Iy Psyehology,
Seructure  and  Hirory  (London, 1913},

. 176,
T4, ?hhl., p. 170,
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building a complete and a far more beauti-
ful appesrance. E. W. Smith arrived at
the same conclusion after careful examing-
tion™ In his opinion the platform was
designed to support a chamber crownexd by
a light dome ‘The side of this chamber
would have probably been composed of
trellis-screens sel between piers after the
style of those forming the sides of the
room surmounting Itmad-ud-Daulah’s tomb
which was built a litthe later than Akbar's
tomb."™ The platform is sopported on
exira strong wmassive piers and huge stone
boulders in the secrel storey which could
have adequately supported such a dome, As
it stands the platform appears to be super-
flupus s thero seems to be no sense in
providing such additional and extraordinary
strength to the piers unless a dome was
intended to be built subsequently and a load
was expected to rest over them. A light
platform would need no extra support. A
comparison between piates 9A and 9B
would show that the building is incomplete
as at presént and its overall assthetic effect
—the true quality of an architecture—is
enhanced if o suitable dome is placed over
the hifth storey platform. It seems all the
more necessary from the point of view of
providing a suitable superstructare in which
could gracefully culminate the pyramidal
eifect of the whole building It iz also
desirable in order to counteract the upward
trend of the central portals; the arches
together can only be presented impressively
if superimposed by n dome. Besides it
does not seem logical that the exquisite
carving work of the conotaph and the
pedestal which was intended for standing
burning lamps or candles could be left
open to the sky—quite at the mercy of dust,
heat, air, the sun and min of Agra!

Why such a dome, if it really formed pant
of the original plan, could not be or was

75. Cf. ‘Akbar's Tomb Sikandarab' 4.8,
N.L5., Vol. XXXV (Allahabad, 19%95‘.

14.
6. ﬁnid. P 14; hiv Plue 1X shows the section
whh'u conjectural dome, "
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not built is only a matter of conjecture.
Some constructional difficulty might have
arisen’in the long run and the idea had to
be given up. May be, the cloisters of the
fifth storey with its exquisite Iattice-work
had been built by the masons before the
construction of the central dome could
miture and when Jehmgir noticed this, it
might not have been considered worthwhile
to: demolish & side of it to facilitate the
central construction. No doubt, as Jehangir
records and as has already been mentioned,
the architects built according to their own
taste before Jehangir could direct them.
Or, there is a great probability that the
proposed dome was finally considered 1o be
superfluous and the idea was dropped. As
Thompson observes, Jehangir lived for
another fifteen years and could not have
left the tomb of his august father incomplete
unless there were convincing reasons for
doing so. Some other facts need to be
borme in mind: that Jehangir generally
resided oulside Agra cither in camps near
the sites of his military campaigns, for
cxample, 8t Mewar and Deccan or at
Lahore and in Kashmir for personal
reasons; that after his marriage with Nur-
Jehan in A.D. 1611 he completely gave
himsell up to her: the period that followed
is noted for her ascendency in the court and
it may also be surmised that Nur-Jehan for
one reason or the other chose to leave the
tomb ns it presently stands. Whatever the
reason may be, a dome is a logical and
architectural necessity and would have given
this tomb a mare complet¢e and a more
perfect appearance.

The tomb of Akbar s a great monument;
it is undoubtedly one of the greatest master-
pieces of the Grand Mughals. With its four
minarets, its beautiful garden setting. the
most groceful disposal of clhartris  with
cupolas and pyramidal roofs on the super-
structure and their harmonious correspond-
ence with the arcades, the beautiful colour
schemes om the exterior as well as in the
interior in a wide varicty of patterns, this
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gigantic mausoleum marks an important
stage in the development of the tomb in
India.

That Percy Brown maintained a dilferent
view Is simply unfortunate. He observes:
‘Akbar’s mausoleum i an architectural
retrogression.. .. [it] is deficient in the
essentials of cohercnce and mass. ...
although a superb effort the result is archi-
tecturally ineffective as it lacks substance
and volume as well as the qualities of unity
and definition.'”™ Percy Brown made an
extensive study of the various schools of
Indian architecture from the earliest times
to practically the 19th century, spread over
such a vast counlry as India from Kashmir to
Kanyakumari and from Saurashtra to Bengal.
He b5 therefore not to be blamed; his
scholarship is not to be doubted It was
not probable or practicable for him to go
into the decper details with an intensive
approach to such delicate issues pertaining
to individual structures. Evidenily he was
misled by the extraordinary height of the
ground floor which was to serve only as the
plinth of the main tomb. Greater deception
was created by the vacuum over the super-
structure which could have been reconciled
by a dome.. No doubt, the architect aimed
at producing an original composition, but it
was not intended to depart from the con-
ventional domed structure, TInstead, he
wished to wutilize indigenous architectural
inspiration to the fullest extent to present
this tomb in a way which would be befitting
to the fame of the person whose remains it
enshrines. The attempt could never have
failed in Brown's estimation to bring about a
hamogeneous, unified und coberent creation,
had only the plan to construct a dome over
it matured. Jehangir cannot be blamed for
its defects, just as he cannot be credited for
its merits. He seems to have simply cartied
out the plan which undoubtedly originuted
and was finalised during his august father’s
lifetime.

7, CL op.cit, p 99-100,
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TOMB OF MIRZA GHIYAS BEG

The tomb of Mirza Ghiyas Beg, entitled
Itmad-ud-Daulah,™ was constructed by his
daughter Nur-Jehan between A.D. 1622 and
1926 on the Ieft bank of the river Jamuna at
Agm. The garden of the tomb of Itmad-ud-
Daulah has also been laid out on the char-
bagh plan, the mausoleum occupying the
centre as usual (Fig. 19). It marks the stage
where the architect, the landscape gardener
and the water-expert co-operated most suc-
cessfully and worked out a perfectly unified
composition. Of course, the small area of
the undertaking must have greatly facilitat-
cd their work. The smaller dimensions
allowed the plan to be simplified and refined.
The water was drawn by purs from the two
wells situated on the riverside on the north
and south respectively. Each branch had
an overhead tank sbove and a storage well
below. Each overhead tank supplied wales
to the two fountains of the tanks on the
plinth of the mausoleum on its respective
side, through underground earthen pipes.
Pipes measure 6” (0.15 metres) in diameter
and are glozed inside. They are sunk
2 feet (D.61 metres) below the garden
level.

The storage wells supplied water to the
shallow water-channel, which runs on all
sides of the garden as well as around the
mausoleum.  Sunk in the middle of the

TH. Abul  Fazl, of AivlAbbad, Vol

1

{Blochmann) (Calcutta, 1873), pp. 5089
introduces G a5 son af
Khwaja Muohammad rif who was Vazir
of Khurpsan snd then of Yard, After his
father's death, due o political turmoil he
fled from Persia and came 1o India and was
iniroduced 1o Akbar Malik  Masud.
He was an able man roae high by the
sheer dint of his merits, Akbar promoted
Elm o a mansab of 1000 and appomted him
-Buyutal, Afier the marmiage of his
danghter with Inhm:lr in A. D, 1611 he
wis mide communder of 6000 yai and 3000
sawar as the later chronicles including the
Memoirs of the Fm record. He held
the ttle of Timat ulsh or the Lord

Tmnnuofﬁnﬁmm Tiaziik«FJ
mentions his death in 1031 AH (A
1622) three months nnd 20 dovs n.fm'ﬂw
death of his wife Asmni Begum whom
dearly loyed,
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Fia. 19
Plan of the garden ond tomb of Mirza Ghivas Beg
at Agra

raised stone-paved pathways and associat-
ed harmoniously with lotus-ponds and
water-chutes, this extremely shallow channel
proves to be a very befitting element of the
whole garden composition, The pathways
sre only slightly raised from the parterres
which helps to maintain onity as well as
the harmony of the tomb-garden. The
parterres could conveniently be converted
into symmetrical flower-beds full of roses,
tulips, iris and other flowers of typical
Persian brand. Space for larger plants and
fruit trees was allotted adjoining the
enclosing walls, leaving the mausoleum fully
open to view from all anples. [t is surpris-
ing and equally commendatory that no
scparate arrangement was made lo irrigale
the garden; water which over-flowed the
channels automatically irrigated the flower-
beds umnd the ftree-belts. This shows
the Jucid ingenuity of the garden-planner on
the one hand, who could associate garden-
ing with the water-devices so inseparably,
and the architect on the other who utilised
both these features for the enhancement of
beauty of his architectural creation.

The main entrance, which is on the west
in the tomb of Humayun and on the south
in the tomb of Akbar, is on the east side in
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this tomb. This dircctional change seems
to have been conditioned by its situation on
the riverside. False gateways, which may
be approprately called water-pavillons,
have been constructed on the north and
south, The west side has in ils middle a
multi-storeyed and multi-spartmental pavi-
lion. It ovechangs the river and is so open
and abundantly airy that it coold have serv-
ed the purpose of a pleasure pavilion.

The white marble tomb stands on a plinth
of red sandstone, having in the centre of
each side, opposite the central arch, a tank
with fountain. It is square in plan, with
octagonal towers atiached to the corners:
These towers attain a circular form above
the terrace and are surmounted by circulur
chhatris, which have been peculiarly design-
ed and lsck proportion. The Persian ele-
ment is distinetly perceptible in this tomb.,
and it scems as if a definite attempt has
been made here 1o Persianize this essentially
Indinn feature. The effect has been saved
from disaster by the use of a lower chhajja
supported on beautiful brackets and by the
lotus-petals and kalesa finials over the
cupolas.

The tomb has three arches on each of its
four sides, the cemtral one being the
entrance; the other two on the sides are
closed with beautiful perforated screens.

Fuo, 20
Plan of the Chauburi
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Plan of the tomb ﬂfF;iF:‘ll Ghiyas Beg at Agra
Each side is protected above by a chajja
and a jalied (fretted) balustrade. The
chajja is supported again on very imposing
brackets, which along with the balustrade
produce an exceedingly charming play of
light and shade. There is nothing particular
in the interior arrangement of the lower
storey, the plan having been borrowed evi-
dently from the Chauburj, an earlier con-
struction situated some few hundred yards o
the east of it (Figs. 20 and 21). The upper
pavilion however is unique as it does not
have a conventional dome but has instead a
pyramidal roof crowned by a huge padma-
kosa and four kalasa fininls at the four
angles. It is square and has three arched
openings in each side which are closed, ex-
cept for those in the centre of the north and
south sides, by screens of the finest marble
tracery. ‘Comnices on brackets and a wide
eave fo the upper portion provide horizontal
lines and shadows emphasizing the sense of
quict peacefulness which pervades the con-
ception ne a whole,”™ The floor has a beauti-
ful pattern of coloured and rare stones in
maosaic with two yellow porphery cenotaphs.

The whole exterior of the tomb is in white
marble with very profuse ornamentation in
mosaic and inlaid patterns. Tt is the deco-
79. Brown, op.al, p. 101,
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rative aspect which appears to predominate
in this tomb; it is the mosaic of coloured
stones which attracts the eye at first glance;
the archileet seems to have provided only
the surfaces for the inlayer and the mosaicist
to work upon, having all the time the orna-
mentation in view. The profuse colour em-
bellishment easily leads one to presuppose
that the decorative values have superseded
the structure at the lomb of Itmad-ud-
Daulah.  But although elaborately orna-
mented, as a matter of fact, as Brown apily
comments, ‘the embellishment throughout
has been carefully subordinated to the archi-
tectural effects, there is little reliel work,
most of the surface being delicately coloured
by means of inlaid stones. The resull of
such treatment is that any undue brilliance
of the white marble is subdued by the subtle
tints of the inlay which spins its fine fila-
ments over every portion, often in painted
patterns, only excelled by those of a burter-
fiy's wing"™

The tomb of Ttmad-ud-Daulah marks the
stage of transition from red sandstone to
white marble and consequent to this a
revolutionary change in  all  aesthetic
norms. The ornamentation is chicfly
in mosaie and inlay, the associated form of
decoration on marble surfaces, Carving has
been used on 8 very small scale, Beautiful
jali-work can be seen in the screens. Purti-
cularly noticeable are the carved soffits of
the arches on all sides. The art resembles
the best ivory work A floral design has
been associmted with the stalactite, both of
unmistakable Persian origin. The delicacy
and grace of the incised work demonstrates
the skill of the Indian carver who could use
his stone almost like wax or ivory. The
extremely delicate design must have been
inspired by some needlework, probably some
Persinn embroidery, but it was only in the
hands of the Indian artisan that it could so
faithfully be reproduced on stone. It is
one of the best examples of carving on
marble and the best in bts own class.

80, Ibid., p 101,
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With the adoption of white marble as the
constructional material, new aesthetic values
came into force. Norms of architecture
changed, and the structural and decorative
forms were diverted into new channels.
The architect learnt here at the tomb of
Itmad-ud-Daulah  that omamentation on
marble surface has o be very judiciously
applied with adequately large plain surfaces,
otherwise it tends (o' become confused and
ineffective. Bold geometrical motifs and
densely spread conventionalized patterns
were used successfully on red sandstone.
But neither of these is suitable for use on
white marble, which for a really aesthetic
presentation requires delicate floral designs
in subtle varied tints, executed exquisitely
with the precision of a jeweller, with large
plain undecorated surfaces for emphasis.
The adoption of white marble as the chief
building material consequently brought
about a revolutionary change in the style of
architectural decoration.

Many Persian molifs, such as wine-vases,
cups and dishes, the cyvpress and narcissus,
have been freely depicted at this tomb. They
are representative of the mounting Persian
influence on the Mughal court, subsequent
to the marriage of Nur Jehan with Jehangir,

Though this is a small tomb in com-
parison to some of the earlier examples, it
occupies an important place in the evolution
of Mughal sepulchral monuments. It fully
justifies the proverbial saying that the
Mughals began like Titans and finished like
jewellers, ‘Surrounded by a formal scheme
ol lawns, parterres, flagged pathways, tanks
and fountsins' which the architect devised,
‘the tomb building in flawless white marble
reposes like a gem within its casket' which
the jeweller-artist finished.

The real graves seem to have once rested
in the underground crypt accessible from the
riverside. It has now been completely
blocked. The ground floor mortuary cham-
ber and the upper pavilion contain the ceno-
taphs of Asmat Begum, mother of Nur
Jehan, and of Mirza Ghiyas, one set of each
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(Figs. 22 and 23). The cenotaphs in each
case have been placed irregularly. Thus,
while the sarcophagus of Asmat Begum is
in the exact centre of the hall on the
ground lloor es well a5 in the upper storey.
that of Mirza Ghiyas occupics an unsymme-
trical position to jts right. The square ceno-
taph chamber on the ground floor measures
22' 2" (6.76 metres) side and the cenotaph
of Asmat Begum is ut a distance of &' 9°
(2.97 metres) from the eastern wall, while
the cenotaph ol Mirza Ghiyas is only 7
(2.13 metres) Irom the western wall, The
distances in the upper hall are 11 17 (3.35
metres) and 8’ 4" (2.54 metres) respective-
ly. This is an important point in the sense
that it is not casily noticeable at the tomb
of Itmad-ud-Daulah as the cenotaphs here
are not enclosed within a screen, while at
the Taj Mahal the passage within the enclos-
ing fretted screen is practically obstructed
by the cenotaph of Shah Jehan and thus im-
mediately attracts one's attention. In both
cases the wife preceded the husband to her
heavenly sbode, and in both places she lies
buried in the exact centre, The bodics
according to Islamic law are buried with
their faces towards Mecca and the legs
towards the south, and the husband is placed
on the right hand of his wife.
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Plin of centaph chamber of the upper pavilion

of the tomb of Mirzn Ghives Beg at Agra

In the tomb of Itmad-ud-Daulah the tlowers
have distinctly and unmistakably been
attached to the angles at ground level
Those at the tomb of Jehangir occupy a far
more dominant position in the whole con-
ception as they rise four storeys above the
main building, but they are still attnched 10
the main structure. The stage was then
ready to detach and place them suitably at
the corners of the plinth as has been planned
al the Taj Mahal.

THE TOMB OF JEHANGIR,
LAHORE

Jehangir, like his great-grandfather Babur,
greatly loved natural beauty. He loved
flowers and their soothing colourfulness
developed in him an appreciation of paint-
ing with such floral motifs. Many gardens
which rank among the best during the whole
span of Indian history owe their origin 0
Jehangir's reign. Particular mention may be
made of the Nishat mnd the Shalimar of
Kashmir and the Dilkusha Bagh at Lahore.
He spent most of the later period of his life
at the garden pavilions of Lahore and
Kashmir and it was on his way back to
Lahore from there that he died.

It seems he gave special attention to the
Dilkusha Bagh, or the Garden of Delight
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popularly known as Shahdars, across the
Ravi at Lahore, where he intended to have
his tomb constructed. It is one of the
largest gardens in India, and is also an
elaborate version of the char-bagh plan,
The immense area is square and is enclosed
on all sides by high walls with 4 gateway in
the middle of each side. The garden is divid-
ed into 16 equal square parterres, each sepa-
rated from the other by means of paved
causeways, with a lily-pond and a fountain at
each intersection. The mausoleum is thus
surrounded on all sides by a series of raised
fountain-tanks, with water-chutes, water
cascades und water-channels, all bordered
by long cypress avenues and flower-beds.
Sometimes separate plots were allotted to o
single flower, like tulips, violets, roses
poppies, lilies, anemones and red cyclamen.
The great flower worshipper that Jehangir
was, the landscape gardener in this way paid
a high tribute to the soul of his departed
Lord, as did the architect by representing
the same flowers in inlay in all the mural
decorations of his tomb. The flash and
sparkle of water rippling poetically from the
water-chutes running through the chamnels
gives this tomb-garden a charm which would
certainly have delighted Jehangir in his life.
The deep unending shadows of the cypresses
in the symmetrically laid avenues and the
rose bushes and other flowers in different
parterres bordering the raised walks, provide
& most colourful setting to the tomb which
seems to have been completed after
Jehangir's death.

This tomb is single-storeyed and square
in plan with 325 feet (99.06 metres) side.
Each side has eleven archways of equal
dimensions, the central one being in an
oblong structure which projects forward
upon the wings. Four octagonal minarets
have been attached to the comers. Each
minarcet is in four storeys, separated by
rotating chhajjar and the whole surmounted
by & beautiful chhatri The minaret, which
rises to a height of 100 feet (30,48 metres)
above ground level, is the tomb's most jm-

The Immortal Taj Mahal

posing fealure and predominates. over the
whole structure, The marble pavilion that
originally adomed the centre of the terrace
exists no more.®! The interior consists of a
mortuary chamber surrounded on all sides
by a serics of rooms and corridors.

The mauscleum has been omamented
very profusely and contains some significant
examples of mosaic, inlay and glazed-tiling.
The interior has specimens of stucco and
painting work as well The designs are
mostly floral with some conventional wine-
vases and other motifs. This decoration
once more demonstrates Jehangic's love ot
flowers, with which its builders must have
been too well acquainted.

It is its marvellous setting which detains
the observer and gives the tomb an astonish-
ingly beautiful charncter. This is what
Percy Brown noticed; ‘Viewed as a whole
there is in its spaciousness and its setting
something of the character of the nature-lov-
ing monarch whose remains it enshrines, his
preference for wide-terruced gardens glowing
with flowers and brilliant colouring generally,
recalling similar qualitics in his famous
ancestor Babur, both of whom seem to
have been as much interested in the works
of nature as in those of man.’ 2

TOMB OF ABDUR-RAHIM
KHAN-I-KHANAN
The tomb of Abdur-Rahim Khan-i-Khanan,
who was an important courtier of Akbar and
Jehangir and who died in A.D. 1626-27.
belongs to the group of octagonal tombs.
Unfortunately, it has been denuded of
almost all its exterior stone and marble
casing and is today in a very dilapidated
condition. The tomb stands on a plinth
14 feet (4.27 metres) high and 166 feet
(50.59 metres) square. It is double-
storeyed, with a central archway on each
side, flanked by subsidiary arches. Tt has
chamfered angles and thus is 85 feet (25.91
metres) in diameter. The superstructure

Bl. This has alres
whnlwhhdrhmdﬁmdwm{;

81, Percy Brown, op.6t, p, 100.
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consists of a bulbous double dome and four
chhatris al the corners.  Thus the design
as well us the plan is fundamentally similar
to that of the tomb of Humayun.. However,
a great innovation was made in this tomb.
It rises higher in proportion 1o its breadth,
s0 much so that the elevation supersedes the
ground plan. This way the architect re-
moved the defect which was inherent in its
prototype—the tomb of Humayun. The
chhatris which flank the dome have been
brought closer to the latter and so it presents
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a4 more compact impression, there being no
gap between the two architectural features.
This innovation makes it seem more harmo-
nious and more rhythmically disposed. The
stage was now set when the architect of the
Taj Mahal could assemble these inspirations
and innovations together and work out and
evolve his own details proportionately. The
tomb of Khan-i-Khanan thus proved to be a
stepping-stone to the Taj Mahul and hence
holds an important place in the evolution of
the Mughal tomb architecture.



CHAPTER 5

The Taj Mahal

z Tue Tay Manar marks the stage of perfec-
tion in the evolution of the tomb, not oaly
in India but also in the whole worll
Among sepulchral monuments it Is without
doubt the most brilliant and the most
successful achievement. It is here that the
art capabilitics of the Indian builder under
the Mughals achieved the most besutiful
expression. The age of the Taj is the cul-
mination of the art epoch which is generally
said to have begun with Babur, but which
really derived its greatest inspiration from
ancient Indisn architectural traditions, which
guided the aesthetic norms in all ages, whe-
ther under Jaina, Buddhist, Brahmanical or
Muslim patronage,

The unique plan and design of the Taj
Mahal cannot be attributed to a single
master-mind; instead. the various superb
fentures of its conmstruction can be traced
systematically to earlier examples during the
whale evolutionary process, which ultimately
brought sbout its unrivalled form. It was
planned on the river bank, at 3 respectable
distance from the hubbub of the capital, 1o
provide it with-a natural environment and o
beautiful romantic seiting. It was purposely
planned to stand just above the water =o
that the huge mass of while marble rising to
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a colossal height may tower magnificently
and impesingly over its surroundings. The
char-bagh plan was again suitably modified.
The earlier Mughal sepulchres occupied the
cenire of the char-bagh; thus the tombs of
Humayun, Akbar, Itmad-ud-Daulah and
Jehangir are central structures having a four-
quartered garden surrounding the tomb on
all sides. At the Taj Mahal a marvellous
innovation was made, The square garden
has no doubt been divided into four large
quarters, separated by broad water-channels
with fountains and double causeways on
cither side. But the central point of the
char-bagh is not occupied by the tomb but
by u raised lotus-pond of white marble,
approached on all sides by double steps, The
tomb stands to its north, majestically facing
i It is in this novel garden setting that the
grand mausoleum of Mumtaz Mahal is pre-
sented to the wondering world (Fig. 24).
How gracefully its white outlines silbouctte
against the blank blue sky when seen
through the systematically laid garden with
& central water-channel in which fountains
play and in which the Taj with its prominent
central dwan appears to float in dreamlike
and soft beautyl This garden setting is an
important contribution to its aesthetic charm.
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The Taj Mahal

Its presemtation in relation to the cues—aor
the environmental factors—and in relation
to the gorgeously set distance has most in-
geniously been conceived.

The main gate of the Taj Mahal is as
usual on the south side. It has been design-
ed to play 3 monumental and imposing
entrance to the grand edifice. Octagonal
towers are attached to its corners which are
surmounted by broad impressive octagonal
kiosks. The central iwan is devised on a
semi-octagonal plan, which harmonises well
with the perspective view and this the builder
had fully experimented with in earlier tombs.
White marble has been used on this gateway
interspersedly with red sandstone for em-
phasis and also to minimise the too sober and
too classical an appearance of the red sand-
stone, The most important [eature of the
gatewny however is the introduction of a
series of eleven attached chhatris with marble
cupolas, flanked by pinnacles, above the
centrul portal on the north and south sides.
They combine together harmonicusly and
break the dull skyline ecffectively, rising

N

-
HH

S

Fio, 24
Garden setting of the Taj Mahal

W

49

higher than the corner chiharris, thus proving
to be the most suitable superstructure for
the portal; they far outweigh in importance
the oblong chhatris above the central portals
of the main structure of Akbar’s tomb.

The lucid ingenuity of the builder and the
nature of the innovations he made in the
conception of the Taj will be understood by
yet another feature of its planning. The
tomb of Humayun has [alse gateways in the
middle of the north snd south sides. They
are on the east and west sides at the tomb
of Akbar, where the main gateway has been
provided on the south. Again, these false
structures are constructed on the north and
south at the tomb of Itmad-ud-Daulah as
the entrance is through the east side. At the
Taj Mahal the builder has substituted these
false gateways with beautiful water-pavilions
on the enst and west sides, each rising at
the end of the broad water-canal with which
the three arches of its second and the
chhatri of its third storey react rhythmically.
Though each is an independent structure, it
forms an inseparable and indispensable part
of the whole char-bagh plan. It seems as
if the water-channel was especially designed
to provide a suitable setting for the water-
pavilion,

The tomb-structure occupies the middle
of a rectangular space along the river. Here
too it does not stand isolated but has a beau-
tiful mosque on its' west and an identical
structure on (i east, generally known as
the Mehman-Khana. They are in red sand-
stone with a liberal use of white marble for
emphasis and contrast. No doubt the
mosque was @ necessary feature in & tomb
project such as the Taj, But the provision
of its replica on the enst side indicates clear-
Iy that the builder intended to present the
white marble tomb structure, properly
flanked on both sides with apparently infe-
rior constructions. Perhaps the builder thus
aimed to focus the whole attention of the
visitor on the central structure only.

The mausoleum stands in the middle of a
plinth 19 feet (5.79 metres) high, with four
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minarets ot the four corners. The important
role which the plinth plays in the total effect
can be traced back to the ancient Fasiu-
canons. The plinth formed one of the three
main architectural parts of the prasada in
the vertical section, the other two being the
garbha-griha and the sikhara respectively.
The plinth of the Hindu prasada was com-
posed of the jagati, the pitha or adhisthana
and the vedika which was ils lowermost part
Each part was divided into many decorative
horizontal mouldings. Sometimes an wpa-
pitha was also piled to add to the height
The plinth of the prasada has been dealt with
in all vasiu-texts in great detail. This shows
that the Hindu architect attached as much
importance to the plinth as to the other
parts of the structure. It was treated
primarily in the wvertical section and thus
helped to give the building an imposing
clevation.

The pre-Mughal tombs lack height. In
some cases the tomb structure rises direct-
ly from the ground level. The magnificent
tomb of Sher Shah Sur at Sasaram is the
first important example wherein a wide high
plinth has been provided. This idea could
have been indigenous as the steps of the
first terrace and the massive clhatriv of the
second suggest. The tomb of Humayun has
a plinth 22 feet (6.71 metres) in height. It
was raised to 30 feet (9,14 metres) at the
tomb of Akbar. almost converting the plinth
into an independent storey, as it is in fact
gonerally supposed. This height proved to
be unworthy of the other members of the
Mughal tomb and hence it was reduced to
19 feet (5.79 metres) at the Taj Mahal to
be in perfect proportion with the super-
structure.

The detached minaret, which occupies
cach corner of the plinth of the Taj, was nol
an isolated phenomenon introduced here all
of a sudden as a result of some miraculous
inspiration; its evolution too can be sys-
tematically traced. Detached comner kiosks
were used first at the Lodi tomb at Agra as
has been explained above, The tomb of
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Sher Shah has similar detached kiosks on
all the lour angles of the main plinth, the
tomb structure occupying its centre. We
meet with attached three-storeyed lowers al
the Chanburj at Agra. Though its date has
not been established it certainly belongs to
pre-Akbar times. An attached tower was
used assertively first at the tomb of
Muhammad Ghans at Gwalior, It Is
hexagonal in plan and occupies each of the
four angles. It is in three open storeys, the
uppermost being a chhatri rising above the
chhajja. The tomb of Akbar at Agra also
has attached towers. Four full-fledged
minarets appear here for the first time on
its main gateway. Each minaret is in four
storeys, the fourth being the chhatri, which
crowns it majestically. Each minaret is
circular and tapers as it rises. That their
purpose was purcly ornamental can scarcely
be doubted. These minarets occupy the
angles of the galeway, which conventionally
would have been filled by kiosks. They rise
gracefully high into the sky seemingly carry-
ing the whole body of the gatewny with
them, attaining predominance and towering
magnificently over the surroundings. Their
appearance in such a fully developed state
marks an important stage in Mughal archi-
tecture. The architect learnt how effectively
he could repluce the attached tower of the
main building with the attached minaret or
in other words how the tower can assume
a determined prominence to appear eifective-
ly in the whole architectural composition,

This is what the Mughal builder actually
did nt the tomb of Itmad-ud-Daulah. Its
towers, which are-attached to the corners.
rise almost two storeys above the terrace,
the uppermost being a chhatri in each case.
The tower is octagonal at the base but attains
a circular form above,

The tower conmtinued to rise higher and
became more prominent in course of time;
at the tomb of Jehangir it is four storeys
above the main building and has a distinct
individunlity of its own. This was a pre-
lude to detachment and placement at a
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suitable distance from the tomb. This has
been achieved with brilliant success at the
Taj Mahal where the four minarets occupy
the four corners of the plinth and beauti-
fully flank the central structure.. The way
in which these minarets harmonize with the
tomb proper is n masterstroke of art, more
than anything else. 1t is its charming asso-
ciation with so many other architectural
features which give the Taj such an ethereal
landing. The tomb of Humayun stands iso-
lated on its plinth without any fanking fea-
tures; the architect of the Taj Mahal must
have noticed this lacuna with regret. He.
therefore, ingeniously evolved these features
-—a pronounced chamfer at each angle of
the main building, counter-balanced by a
majestic tapering minarel just opposite to it
on the main plinth, The detachment of
minarets has brought about a unique har-
mony and balance in the whole composition.
Otherwise the tomb would have lost most
of its present charm and effectiveness. The
central mausoleum is presented magnificenty
like a lotus flower among a bunch of lotus-
buds, rising sbove green plittering lotus
leaves floating on crystal-clear water. The
minarets are in perfect proportion with the
main building, a feature which is so badly
Incking at the tomb of Rabis-ud-Daurani,
popularly known as Bibi-ka-Makbara, at
Aurangabad.

Thus, though the main tomb is essentially
square, it assumes an octagonal shape
becausé of the chamler ot the angles. This
octagonalised-square plan is also met with
in earlier tombs, ¢.g., that of Abdur-Rahim
Khan-i-Khanan and of Humayun. The
earliest Muslim tomb which has this unique
plan exteriorly and the same disposal of
rooms and corridors in the interior is the
Lodi tomb at Agra (Fig. 3). ‘The inspiration
for this plun could have originally been
derived from that of the Hemakuta temple
(Fig. 7) that had an ambulatory outside the
wall of the garbha-griha (called andhakarika)
and which is enclosed by the outer wall of
the temple as has been mentioped above.

51

Though the details ar the Taj Mahal have
been refined and perfected marvellously, the
plan  remains  fundamentally the same
{Fig. 25). This aspect of its conception too
is, thus, a part of the whole evolution of the
tomb building art and cannot be attributed
to the genius of some one architect alone.
The mortuary hall has been conceived and
finished most wonderfully, It is octagonal
The panels on ils dados have besutiful flogal
patterns in high relicf or carvo-relievo with
the borders in inlaid conventionalized motifs,
These bas-reliefs are unrivalled by any other
specimen of its class. An exquisitely finish-
ed marble trellis-work screen encloses the
cenotaphs, The inlay work of its borders
and the grace of its jalies have rightly carned
for it the title of 'chicf-d'ocuvre of elegance
in Indian art.’
hall is 80 feet (24.35 metres) high
from the pavement to the soffit of the inte-
rior dome. [t makes sound echo, which
floats and soars overhead in a long delicious
undulation, fading away so slowly that you
hear it after it is silent.” The arrangement
of rooms and passages is on the other hand
double-storeyed, the upper set exactly cor-
responding to the lower one, i.e., four rec-
tangulsr rooms on the sides and four octa-
gonal small rooms at the corners, all inter-
connected by means of passages. The main

Fuo. 25
Plan of the Ta] Mahal
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hall is also connected with the comer rooms
through radiating corridors on the ground
floor. But except for the entrance on the
southern side, all the other sides have been
closed with screens divided into tiny com-
partments filled with plass pieces. This glass-
work has been repeated on all the external
sides of the tomb as well as on the upper
storey. The glass pieces are perfectly uni-
form and have been very skilfully muanufac-
tured. They are slightly milky so that they
are translucent rather than transparent.
Only very subdued light passes through these
glass-screens and this demonstrates the in-
genuity of the builder who devised this fea-
ture, which was logically required to temper
the glare of white marble which would have
been intolernble under the Indian sun, The
semi-illuminated. softly lighted bhall thus
becomes at once a romantic abode for the
departed souls; jits chastened beauty and
almost ethercal atmosphere immediately and
forcibly affects the visitor as soon as he
enters the beautiful yet solemn hall,

Each facade of the tomb is composed of
a grand {wan in its centre, occupying practi-
cally the whole height upto the parapet
which rises well over it to give prominence
to the fwan, The semi-soffit of this entrance
portal has a stalactite pattern. The hwan is
flanked on both sides by small double arches
one over the other. They are rectangular
while the arched alcoves of equal size at the
angles of the tomb are semi-octagonal, This
demonstrates the great care with which the
builder conceived and devised all the details,
as rectangular alcoves in the front can be
distinctly visible from afar, but those at the
angles can only be seen in full if they are
semi-octagonal.  Thus, he never lost sight
of the perspective view through which he
proposed (o  presemt his creation so
effectively.

Each section in the facade is well demar-
cated oo both sides by attached pilasters
which rising from the plinth level of the
tomb rise abave the fricze and are crowned
by beautiful pinnacles with lotus-buds and
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finials. These pilasters have a chevron pat-
tern in black and yellow on a white marble
background and are flanked at the base by
panels which have similar borders. They
add splendidly to the whole effect; their pin-
nacles gorgeously ornament the superstruce
ture and help along with the other features
to break the skyline gracefully.

A bulbous white double-dome with o
broad padma-kosa and beautiful kalasa-finial
majestically crowns the Taj (Fig 26). The
dome of the tomb of Sikandar Lodi at
Delhi, dated A.DD, 1517, is an carly example
of the double-dome type. The single dome
had already been raised too high and now
it had become quite out of proportion with
the interior. Guided by the necessity of still
raising the height of the dome a double-
dome was devised first at the tomb of Taj
Khan at Delhi, sbout A.D, 1501, This
structural device provides space between the
outer and inner shells of the dome. Thus
while it also provided a suitable and pro-
portionate ceiling to the interior hall, at the
same time it emabled the builder to raise the
height of the dome as much us he desired
in order to present u lofty and imposing
exterior, He was thus guided solely by
structural requirements. The space within
is hollow and the inner cell reduces the
weight of the dome and at the same time
allows it to nse majestically high above into
the sky to the desired height. Without such
a device the main chumber would not have
allowed the superstructure to rise beyond

Fuo. 26
Double dome of the Tol Mahal
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certain limits. The first surface roofed the
hall below while the second outlined the
monument in space. It is the double-dome
which proclaims the monument from afar.

The carliest example of a double-dome in
India is the brick temple of Bhitargaon of
the Gupla period.®* Later brick temples at
Parsuli and Kurar in Uttar Pradesh and
Sirpur and Pujaripali in Madhya Pradesh
also have a double-dome device in their
sikharas. The Muhammedans in India, for
the first three centuries of their rule, did not
use it. The domes of the Khaljis, the Tugh-
lags and the Sayyids are consequently of
the single-dome type. It accounts for their
being too broad, massive and shallow. The
tomb of Humayun has a fully developed
double-dome and it seems that the architect
of the Taj borrowed this double-dome idea
from it.

The bulbous dome of the Taj Mahal is
most important from this point of view. It
rests on an extraordinarily high drum and
rises 10 & total height of 145" B}" (44.40
metres) from the base of the drum to the
apex of the finial. It will at once be seen
that such an extraordinary height has been
given to the dome to allow it to tower over
the lower structure. It is in the supreme
elegance of the central dome that the beauty
of the Taj culminates.

The dome is flanked on all the four angles
by four very appropriate chhatris, which
though sufficiently detached, appear to be
attached to it when viewed from all sides:
The builder had learnt a lot by the apparent
mishandling of this feature at the tomb of
Humayun where the kiosks seem 1o be too
detached from the dome. At the Taj he
calculated the distance between the two fea-
tures for the accurate relationship they were
intended to present together. The dome is
never presented alone, but always in terms
of the chharris nmid a cluster of pinnacles
on all sides. 1t is this panch-rata plan that
§2a. See author's monograph on The An and

Architecture of ":F-' Brick Temnle of Bhi-
lw,' Marg, Vol. XXII, No. 2 (March,
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endows the Taj with such unprecedented
impressiveness and grace.

THE ORIGIN OF THE TAJ
MAHAL

There is no doubt that the idea of the Taj
Mahal originated with Shah Jehan who was
decply bereaved by the loss of his queen
Arjumand Banu Begum, entitled Mumtaz
Mahal, ‘the Light of the Palace,” the daughter
of Asafkhan and the grand-daughter of
Mirza Ghiyas Beg. The shock was much ag-
gravated by the irrevocable separation which
Providence decreed for them at the moment,
when after long suffering and struggles, the
tima had come to live a setiled life in full
comfort and splendour. Mumtaz shared the
misfortunes of her husband without a mur-
mur, She was with him during the most try-
ing and dangerous moments of their married
life. She accompanied him to Rohtasgarh
in Bihar, as well as to Asirgarh in Deccan.
She bore the sheer excilement and the diffi-
culties of those vears without a grumble
when her husband turned rebel against the
authority of the Grand Mughal Emperor. It
was naturally a colossal shock to the Em-
peror that his beautiful queen died within
three years of his accession (o the throne.
He decided to perpetuate her memory for
immortality; or in other words, he decided
through this opportunity to give vent to his
taste for architecture in which he was inher-
ently interested from the days of his youth.

Shah Jehan was busy dealing with the
rebel Khan-i-Jehan Lodi and was camping
at Burhanpur. It was there that Mumtaz
Mahal delivered her fourteenth child and
died, on Wednesday 17th of Zigad 1040
A.H. (A.D. 1630),* Shah Jehan was much
grieved and wept Dbitterly; Abdul Hamid
Lahauri, the conlemporary historian, records
that prior to this tragedy he did not have
even twenty grey hair in his beard; but after
this incident the majority of the bair in his

83, Bebadul Khan com a ¢t which

mnmnd the date of her dulh— o Mum-
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Lahauri, Badwhchnama, (Bib, !83 Vol 1
{Calcutta, 1866-68), Part 1, p, ¥
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beard turned grey® For two years he
remained aloof from tasty dishes, gorgeous
robes, music and merriment and other re-
creations. The idea of the Taj thus grew
in sorrow and it is rightly called a Monu-
ment of Grief. At least this much of
personal chamcter it bears.

Mumtaz's body was deposited temporarily
in the Zainabad garden at Burhampur®
Six months after her death, the body was
transferred to Dar-ul Khilafat Akbarabad
(Agra) accompanied by Shah Shuja, Sati-
un-nissa  Khanam, the maid and a close
mate of the deceased queen, and Wazir
Khan, the court physician* A picce of
land (zamin) was selected for her burial at
Agra ¥

The piece of land on which the Taj
stands originally belonged to Raja Mansingh
and was now owned by his grandson Raja
Jaisingh™ This plot was selected for burial
and the arrangement was gladly accepted
by Raja Jaisingh.® Lahauri explicitly men-
tions that apother plot was given to him
from the crown lands in exchange for this
piece of land® The work on the proposed
project began from its very foundations in

az
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88, Ibid.,
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lands} sharifa bau marahmat dand,
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the beginning of the fifth year of accession.®
Under expert and efficient supervision,
sangtarash, sadakar, pachchikar, munbitkar,
kalasa-saaz, tughra-naviz and other artisans
set to work, The grand project took about
scventeen vears, during which more than
20,000 workers were constantly employed.
Marble, red sandstone and other stomes were
supplied free by the vassal states. The State
treasury supplied other materials including
40,000 tolas (466.550 kilograms) of pure
gold which was valued at rupees six lacs (at
the rte of fifteen tola between
A.D. 163) and 1647).%2 Hard cash was chief-
Iy paid us wages to the labourers and the
artisans. In view of the evidence from
Persian sources and the accounts of foreign
travellers, particularly Peter Mundy, Taver-
nier, Manueci, and Bernier, reinforced by
the unmistakable architectural evidence, the
assumption that the Taj was originally a
Rajput palace and was converted into a
tomb as claimed by some, is completely
shsurd and without warrant.

The names of many of the builders who
participated in the construction of the Taj
in different capacitics have come down (o us
through Persian sources™ Amanat Khan

91. Yol. 1 . 12223, ‘dar
li.lhau:.n Lﬂl‘mﬁ. “EHIN

zam
92, Ibid., Vol. I1, p. 326
91, E en
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Vols. 1, 11 (Caleutts 18666%);
Sallh Kambo's Amali-Salih, (Bib, Ind.)
Vol 1, (Calcuita 1923-39).
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Shirazi has unanimously been mentioned as
the rughra-navis (calligrapher) and this fact
is attested on the Taj gateway where his
name has been inscribed at the end of the
inscription.
builder, The names of many Hindu inlayers
have also been recorded.

r Some 19th century works mention Ustad

Isa Afandi as the designer of the Taj Mahal
It must again be emphasized that the design
of the Taj Mahal cannot be ascribed to any
single master-mind, Ustad Isa or anybody
else. The Taj is the culmination of an
evolutionary process, the preceding stages
of which, featurewise, can be traced systema-
tically. It is the perfected stage in the
development of Mughal architecture. May
be, Ustad Isa suggested the various details
in the propased plan he submitted for consi-
deration, which were true to the traditions
of the country—which were in strict accord-
ance with the aesthetic values nurtured by
the patrons of arts and architecture in India
from times immemorial. May be, his plan
served as a stepping stone (o the wooden
models in which the proportions of the
mausoleum were evolved and finally per-
fected.

Some European scholars held the view
that the Tuj was designed by an Italian—
Cieronimo Veronco, This was first suggest-
e¢d by Father Manrique, an Augustinian
Friar, who came 1o Agra in A.D. 1640 o
secure the release of Father Anthony who
had been imprisoned at Hughli by the
Mughals, He went to Lahore in the same
connection and ultimately his request was
acceded to. It was there that he met
Father Joseph de Castro, the executor of
Veroneo who died at Lahore in A.D. 1640,
De Castro gave him this information, which
he recorded in his Irinerario delas Missiones
del India Oriental. Manrique notes, ‘El
architecto destas fabricas [ue un Veneciano
por nombre geronimo Veroneo que passo a
aqueflas partes en las naves de Portugal y
murio en la ciudad de haor poco tiempo
antes de ma elegadn® (The architect or

Ismail Khan served as the dome-
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designer of these buildings was n Venetian
by name Geronimo Veronco who came in
the Portuguese ships and died at Lahore
shortly before my arrival).

The view was shared by many scholars
of note, Particular mention may be made
of Rev, H. Hosten, S.J., who spoke of it
very affirmatively™ But a scrutiny of the
contemporary and later records does not
confirm the assumption, Persian sources
make no such mention. Veronco was seen
by some trustworthy Europeans at Agm
who have mentioned him as a jeweller.
Peter Mundy was personally known to
Veronto and received him at the English
House at Agra. He described him as a
Venetian and a goldsmith.? R. C. Temple
rightly notes that ‘It is noteworthy, however,
that though this building [the Taj] was in
course of construction while Mundy was in
residence at Agra and though Veronco was
persanally known to him yet he says nothing
of the ltalian’s connection with the work
Had Veroneo really been the architect it is
unlikely that so accurate a chronicler s
Mundy would have failed to mention the
fact. He saw the work going on “with ex-
cessive labour and cost and prosecuted with
extraordinary diligence.” ™  There s no
doubt that had Veroneo been comnected
with the Taj which was then under construc-
tion, such an accurate observer ns Mundy
would not have failed to mention it, -as
Temple maintains, English factory records
also allude to him as an Italian jeweller”
Tavernier, the French traveller who himself
was connected with the Mughsl court as a
jeweller, also does not speak of him as the
designer of the Taj Mahal. These Europeans
would have recorded this feature without
fail and not without a sense of pride, had it
been a fact. They give a graphic descrip-

94, Cf. ‘Who Planned the Taj?' Journal of rhe
fqmr:l; .“mdrl}- ef Brnan;' Tune 1910, {(Vel,
0.,
Cf. R. C. 'i’mplr.. Travels of Peter Mundy
(London 1914) \"ufl I, p. 208.
g}m wmi- h English Facrories in
v osler, '
India {lﬁ&?-ﬂ}. p 13
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tion of the Taj and would not have missed
to mention jts architect had he really been
Veroneo, particulurly as he belonged to their
own homeland.

Most important from this point of view
is the allusion of Father Francis Corsi, 5.1,
who had intimate connections with tho
Europeans at Agra and Lahore. He men-
tions Veroneo &s 'Que lembellss maose
bons abili dades pafazer peras curiozas de
oro esmaltadas compedraria® (who had fine
hands and great skill for making curious
pieces in gold set with precious stones).
At the most he may have been employed
on the gold work and the gilding by Jehangir
and Shah Jehan, including the thrones, the
ceilings of some residential apartments and
the original golden curtain around the céno-
taphs at the Taj Mahal. In this capacity he
must have served under Austin or Augustine
of Bordeaux at least upto A D, 1632 when
the latter died.

Father Hosten tried to uphold Veroneo's
claim but he failed to outdo E. B. Havell
who repudiated it in toto™ In the absence
of any documentary evidence in its favour,
and in the face of overwhelming records
against it, the assumption seems to be too
imaginative 10 be believed. Hosten's plea
that the foreign travellers ‘must not be ex-
pected to have recorded everything™ is
hardly convincing He seems to have at-
tached too much credit to Father Manrigue’s
statement. E. A, H Blunt commilled o
similar mistake.!™

Veroneo ar any other European could not
have been conversant with the traditional
building techniques of India which have so
successfully been represented at the Taj
Mahal, Veroneo had not u past as an archi-
tect either in Indin or Italy, Nor does he
seem 1o have received any recognition later.
The Taj is not an isolated phenomenon; its
e Eim";?‘.,l:’,.’r’}l',,“m““"““s 3. Tossap

. CI. op. cit. p. 287,

IW Christians. Tombs and Monumenty {Allnha-
bad, I.!III]_ p 41l
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is not a meteoric idea! It marks the perfect
stage in the evolution of the tomb in India.
As E. B. Havell defined it, *It was of a liv-
ing organic growth born of the Indian artis-
tic consciousness.... The Taj is not an
isolated phenomenon, the creation of a
single master-mind but the glorious consum-
mation of a great epoch of art' Percy
Brown rightly comments: “And as an
answer to the Jesuit Father's contention
there is the standing testimony of the Taj
Mahal itself which shows in all ils aspects
that it was the natural evolution of the style,
true to tradition and entirely unaffected by
occidental influgnce, ol

THE GENESIS OF THE TAJ'S
PERFECT PROPORTIONS

The Taj rises to a total height of 243" 6
(74,21 metres) upto the finial)@ The
height thus exceeds the breadith by more
than 56 feet (17 .07 metres)—which at once

gives it an imposing and a majestic ap-
pearance. The tomb of Humayun is too

101. Cf.  Camibridpe H.‘.ﬂﬂry of Indls, Vol,
[1957), p. 562. . Russell, special mf-
Ditny in Indla 5'5‘:.-:3‘”#’:1 TR

ary ‘in [
pp. 26566) observed: ‘It is suld the Taj

Italian construction but no one

can say the idea i anything but orientsl. 11

hﬁ-n ble to comceive for a moment

Ta} was designed by an Italian. To
m‘j mmd ided stamped wpon build-
Is intensely Mahomedan and orientul

=

It is alone in ity loveliness—pure and chaste
and graceful smong all the architectural
“ fl!mmmw?fr 1596 ’““’?5‘;’
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broad in relation to its height and an attempt
was made to improve the effect at the tomb
of Khan-i-Khanan which belongs to the
same class. As a matter of fact, it was the
superstructure  which always required the
greatest manipulative skill and ingenuity of
the builder. Examples may be cited from
the octagonal tombs. The mausoleum of
Mubarak Sayyid (A.D. 1434) lacked height
and in the later tombs of this class the archi-
tect attempted to raise the superstructure.
He even went to the extent of elevating the
drum of the dome to the dimensions of an
additional storey and crealed a perfect
example in the tomb of Sher Shah. It is the
height which plays the predominant part in
the total aesthetic effect of an architectural
work, provided it is in complete harmony
with the ground plan. This is whay the
ancient Hindu Vast-canons precisely pre-
scribe.  The talachhanda, or the rhythm of
the level, must be in proportion with the
urdhvachhanda or the rhythm of the eleva-
tion, so that the two fundamentals of a
building could be harmoniously intercon-
nected, The Hindu pravada, for cxample,
was designated architecturally as vi-mana
because it was built strictly in accordance
with the ‘various proportionate measure-
ments or various standards of proportionate
measurement.”™  Three groups of lines
determine the rhythmical disposition of the
plan; the pramana-sutrd, the paryanta-sirra
and the vimyasa-sutra. This perfectly evolv-
ed method of expressing the proportionate
measurements of the horizontal parts of the

ceivable that a , like Veéroneo, im+
bued ns he must have with the tradi-
tions of the Renalsance, <ould have so
myhuﬂy divested h[mmlf of those trudi-
tions could hoave entered so intimately
into the spirit of an alien style as to create
nol only n mustorpiece in that style bul one
that is mrue to it in every essontial detail”
102, Gordon Sanderson, A. 8. . Anngal Report
J9]2-13, p. 130 it is not 1870 (37.00 metres)
ax  Brown {cf. ugj cit., p. 108) noted.
beight 10 e op. of the Bulal o be 107
10 the WOp o -] i
riras=285" 4" (1 8 fest). It herefore
mmluhlwbe:nmmdrm the river

103, Hm;'nrhch, op, dt, po133,
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temple with reference to the vertical ones
and vice versa ‘shows that the building was
regarded as a three-dimensional unit inter-
connected in all its parts.™  According to
the: Vasrucanons, the height must exceed
the width of the prasada; the Brhat-Samhita
and the Matsve-Purana prescribe that the
total height of the temple must be twice the
width of its square, ‘the width of the parbha-
griha being 2 that of the prasada is 4, this is
also its height; it is & perfect cube and from
it rises the sikhara to twice this height; the

‘wall measuring 4 the sikhara has § units in

height'™ There seems 1o be no doubt that
these rules were in the mind of the builder
when he evolved the propartions of the Taj
Mahal. The proportions of the octagonal
mortuary hall, which measures 358 feel
(17.68 metres) in diamster, with the total
height of the building, ic., 243" 6" (74.21
metres) is roughly 2:8. The Hindu artisans
who were patronised by the Mughals could
have safely suggested these well-tried aesthe-
tic norms which they could successfully
transfer from o Hindu prasada to a Muslim
tomb.

Mughal Beg mentions that Shah Jehan
decided to build a navab, kamal, Ludif and
ajeeb-o Gharib tomb in memory of his
deceased gueen and he sent for a council of
expert builders. ™ The designers submitted
plans for the proposed tomb on paper.'”
One was sclected by the Emperor; accord-
ing to this a fine model in wood was pre-
pared.*™ Shgh Jehon had his own ideas
nbout the proposed tomb nnd seems fto
have mode valuable suggestions,

All this leads us to believe that the pro-
portions of the Taj Mahal were evolved first
on a wooden model and as it seems certain
many wooden models were prepared which
105, Toid, . 239,

106, The ms. is cntitled “Taj Mahal' and is in

of the Department of Archaeo-

107 ﬁ F’“ﬂ""{.fm‘"ﬁmﬁ bara, har
"ok itnd meen mavardand.’ |

108, Thid., [. 11, ‘choon ik n:hhlmnd naleg-
hazrat asmad: bammijib san na Iateefaye
rauzaye chaubee taiyar shud.
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helped to develop the perfect design. This
was adopted and was translated into stone
in actual size, It was at this stage that the
indigenous builder could safely make his
own suggestions which helped to bring out
the final design. The perfect proportions of
the Taj Mahal cannot be explained other-
wise.

THE GARDEN AND THE
WATER-DEVICES OF THE
TAJ MAHAL

It is at the Taj Mahal that the garden and
the water-devices have been manipulated
most successfully to create the best and the
most magnificent architectural  effect.
Though, as usual, the char-bagh plan has
been ndopted, here it has been put 1o a
better use than in any carlier example. The
mausoleum, instead of occupying the central
point, stands majestically on its north side
just above the river, while the whole garden
has been placed at its feet in simple adora-
tion. Each of its four quarters has again
beea sub-divided into smaller quarters with
broad stone-paved raised pathways (Fig. 24).
The centre of the garden is occupied by a
raised marble lotus-pond with a cusped and
trefoiled border. Everything has been laid
out in perfect symmetry in itself as well as
in relation to the whole composition. The
tomb structure has thus been presented in
an extremely beautiful setting composed of a
broad eanal stodded with fountains, stone-
paved pathways, parterres, cypress-avenues
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and flower-beds—each forming an integral
part of the whole plan. The garden
approach has been worked out carefully in
relation to the architecturnl scheme as a
whole. This emphasises the great concep-
tion which preceded its construction. The
garden-designer and the architect collabo-
rated to work out a perfectly co-ordinating
and unified composition.

The architect. who was fully conscious of
the unaesthetic appearance of the grotesque
pur-ramps and crude conduits, selected the
adjoining Bagh Khan-i-Alam for procuring
waler for the Taj Mahal. A series of purs
(manual draws), storage tanks and water-
channels could be built there and abundant
water could be brought to the Taj through
underground pipes without at all jeopardiz-
ing the aesthetic aspect of the grand project.
It was a novel idea which like all other de-
tails of the Taj Mahal was guided by nesthe-
tic consideration and was premeditated with
the utmost precision.

Water was drawn from the river by a
series of purs and was brought through a
broad water-channel into an oblong storage
tank of great dimensions (Figs. 27 and 28).
It was again raised by a serics of thirteen
purs which were worked by bullocks. Ex-
cept for the ramps, the other features of the
whole water-system have survived, An over-
head waterchannel supported on massive
arches carried water into another storage
tank of still greater dimensions. Water was
finally raised by means of fourteen purs
and passed into a channel which filled
three supply tanks, built massively over-
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The water supply system of the Taj Mahal
at Agra

head the gate of Bagh Khan-i-Alam. The
last tank had pipe mouths in its castern
wall. The pipes descended below and after
travelling underground through the inter-
vening corridor crossed into the Taj enclosure
ncar the western water pavilion (Fig. 29).

There are no water-chutes in the Taj
Mshal. Instead, the whole cthereal effect has
been obtained by fountains which have been
laid systematically in the main south-north
canal. Five marble fountains have been
placed superbly in the raised central lotus
pond. Another twenty-four omament this
pond on all the four sides, Twenty-four
fountains have been set on its south and
another twenty-found on its north side. The
planner desired to add to the beautiful view
of the mausoleum from the front by pro-
viding these wonderful bud-shaped fountains
in the exact centre, Lest the attention be
diverted to the sides and a part of the
wirard’s charm be hroken, he has placed
no fountains in the west-cast canal! This
shows how carefully he calculated tho aes-
thetic effect of the water-devices and the
garden which thus form integral parts of
the Taj Mahal, [t is through the silvery
spray of these fountains and the delicate
small waves of water in this broad canal
running along the whole span of the garden
that the architect desires to present his
wonderful creation. The waler-channels at
Akbar’s tomb, Sikandara, are narrow
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threads of water; at the Taj they are
broad glistening sheets of crystal clear
water allowing the reflection of the pure
white tomb to dance in its soft ripples that
the air intermittently creates. In its imme-
diate neighbourhood cypress-avenues and
flower-beds have been laid symmetrically;
the deep green cypress trees with their
slender rising shapes and curving topmost
crests are mirrored in the water while be-
tween their dark reflections shines the beauty
of the immortal Taj—a miracle revealed
through the genius of the Indian builder.
The subtle shadows combine harmoniously
and create a wonderful impression of beauty,
grace and grandeur.

Underground pipes fed the fountains.
One pipe line runs directly towards the
mosque to supply the fountains in the tanks
on the red sandstone plinth below the mar-
ble structure. Copper pipes were used for
separate series of fountains in the north-
south canal, the lotus-pond and the canal
around it

An ingenious method was devised to en-
sure uniform and undiminished water pres-
sure in the fountains, irrespective of Lhe
distance and the outflow of water (Figs. 30
and 31). The fountain pipes were not con-
nected directly with the copper pipes feeding
them as this would have resulted in a gradual

Fii, 30
Wager supply for the fnunm-u of the Taj Mahal
Plan)
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decrease in the volume and pressure of the
water. Instead, a copper pot (kalata) has
been provided under each fountain pipe—
which was thus connected with the water-
supply ‘only through the pot. Water first
fills the pot and then only rises simultane-
ously in the fountains, The fountains are
thus controlled by the pressure in the pots
and not by the pressure in the main pipe.
As the pressure in the pots is uniformly dis-
tributed all the time, it ensures an equal
supply of water at the same rate in all the
fountains. This shows the great amount of
pre-conception of the minutest details with
which the Taj is associated. It is really
creditable that the planner spared no efforts
—belonging to art, architecture and engi-
necring—to creste a perfect production
without the slightest weakness, architectural
or aesthetic,

The main supply of waler was however
obtained through carthenware pipes. One
such main was discovered under the bed of
the western canal. The pipe is 9" (0.23
metres) in diameter and has been embedded
in masonry ot a depth of 5 feet (1.52
metres) below the level of the paved walk.
Evidently the Mughal water expert was a
master of his art and successfully worked
out the levels in relation to the volume of
witer to ensure ils unobstructed supply for
centuries. He anticipated no repair work
and therefore made mo provision for it
henve the extraordinary depth at which the
pipe was sunk.

The original intention of the builders of
the Taj was probably to present the com-
position as a whole without being obscared
from view. This is more than confirmed by
the method with which the garden is irrigat-
ed. Except for the outleis at the two
extreme ends, the garden is irrigated by the
overflowing of canals. The north-south
canal has inlets of water through fountains.
The west-cast received its water through
an interconnection with the north-south
canal. Thus the quarters near the canals re-
ceived an adequate supply of water while

The lmvemorial Tal Mahal

the distant quarters got a smaller supply.
Obviously the quarters near the canals could
be used for growing flower-plants like roses,
tulips, crown-imperials, lilies, irises, marn-
golds and others which would not obscure
the general view. The distant quarters on
the other hand were suitable only for tall
trees, preferably [ruit trees like the mango,
orange, lemon, pomegranate, apple, guava,
pineapple, palm and others. ‘This shows that
originally the Taj could be seen fully, in all
its perfect beauty, without it being even
slightly obscured as it is today. Its makers
were moved by that overpowering sense of
beauty which led Keats to exclaim, A
Thing of Beauty is a Joy for ever.” They
wianted to convey ‘a joy for ever' and hence
created @ thing of beauty in righl earnest.
There is definitely no other monument in
the world in which the aesthetic considera-
tions are so elaborate and yet so determining.

THE AESTHETICS OF THE
TAJ MAHAL

Altempts have sometimes been made o
compare the Taj with the Parthenon at
Athens which was construcied between
447 and 432 B.C. and was dedicated to the
goddess Athena Parthenos. Not only are
the two constructions separated by more
than 2000 years, the two conceptions also
difféer fundamentally as one is a Greek
temple and the other a Mughal tomb, The
comparison is thus unfortunate unless we
merely care to cxamine the total acsthetic
effect in each case, from which point of view
the Parthenon is insignificant in comparison
to the Taj Mahal. The Parthenon is an
isolated structure as i the Kandarya
Mahadeva temple st Khajuraho, with no
garden-setting, wings, detached minarets or
other flanking accessories. It Is simple in
outline and depends on uniformly disposed
pillars for its external adornment.  The Taj
Mahal, on the other hand, is a grand project
with 5o many fine features, inseparably
associated with it, all pre-conceived in their
minutest details and brilliantly put together
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to produce the most harmonious impression
which was fully snticipated. The propor-
tionate disposal and a consequential melodic
combination of its various paris and ils
singularly varied and pleasing outlines are
the aspects which place it on a far higher
acsthetic footing than the Greek Parthenon.

Fergusson did not do justice when he
allotted greater credit to the Parthenon than
to the Taj. The great sculptures inside the
Parthenon, the wonderful artistic pieces by
the master-sculptor Pheidias, proved to be
the determining factor in his judgment. Sir
Banister Fletcher too was impressed by its
ornamental qualities rather than by anything
else; "This miracle of architecture compact
of glistening marble, marvellous sculpture
and glowing colour, has thrown its glamour
over men through all the ages and more
than justifies the poetic description of
Emerson—"Earth proudly wears the Parthe-
non as the best gem upon ber zone™ "1
It is however s wrong basis on which to
decide such delicate issues. In their class the
marble dados of the Taj, with the superb
intaid borders and carved guldmifas in bold
relief in the centre, are unsurpassed in the
same way as are the sculptured pieces of
the Parthenon in their own class,. The two
cannot and should not be compared. Least
can they be taken as criterin to judge the
technique, the aesthetics and the phonetics
of the buildings they respectively adorn, as
Fetgusson erroncously has done. The Taj
is o far more superb conception and a more
magnificent creation than the Parthenon or
any other monument in the wotld. Fer-
gusson lamentably underestimated the acs-
thetics of the Taj when he allotted only five
parts of sesthetic value as against four of
the Parthenon; only the aesthetics ol
the former deserves all the twenty-four of
the latter.

As hans been described above, the grand
clevation, the minarets and other flanking
accessories play an impartant part in the

109, F‘hfllnzl;cr op. cit, 17th ed. (London, 1961),
oIz
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aesthetics of the Taj Mahol. The beautiful
garden setting has been worked out skilfully
to present the white marble sepulchre amid
a number of pleasing features. Then there
is the background of the Taj Mahal which
has been manipuluated ingeniously to work
wonders on visual perception. In all earlier
examples, the char-bagh has been used with
a Mughal tomb 1o provide it with a setling
and also a background. Here at the Taj
Mahal the garden has been laid out entirely
in front of the tomb proper with the sole
object of giving it a beautiful setting. This
garden does not play any part in the ‘back-
ground' of the Taj Mahal which has, instead,
been provided for by the sky. The Taj
overhangs the river majestically and is
always seen with a blue sky in the back-
ground, This background is not constant;
it changes its colour and texturé more than
often, and the Taj is olways seen in this.
ever-changing, and hence ever-new back-
ground. Its shades are sublly reflected on the:
white marble surface of the Taj Mahal
which changes its colour and complexion
accordingly. The Taj is thus presented in a
variety of (ints and wmoods. In  early
morning it appears to be fresh and lively
like a white lotus bud at the point of open-
ing: it looks to be sad and sober like a
yellowish narcissus when the pale sunset
glow softly descends upon its contours.
When seen in the dark night it appears to be
undisturbably slecping, while in full moon
the Taj seems to be wide awake with some
pleasant surprise like a blooming rose!
Every lime it appears to change its mood
because we never see the Taj alone but
always in relation to the everchanging blue
sky in its background. 1t is because of this
feature that it appears ever-new and ever-
fresh and this eternal pewnéss ig the most
important factor of its aesthetics. It is
surprising, and equally commendatory, that
the planner of the Taj Mahal could combine
MNature with his creation so inseparably and
yet so impercoptibly as to produce such
benutiful colour effects.



Besides these, there are other points
which add immensely to the overall aesthetic
impression. They are however not normally
perceptible and are therefore seldom under-
stood. They deserve, therefore, a detailed
explanation.

The Taj is & superb combination of vari-
ous parts which have been assembled toge-
ther in perfect symmetry and pleasing
proportions, The structural masses have
been balanced most harmoniously. The
total unity which has thus been obtained is
simply graceful and enchanting, I we aim
to appreciate a work of art our approach
towards it should be synthetical, We can-
not know or appreciate it in parts; we can
do so only as a whole. The parts there-
fore should be so assimilated together that
each looses ils identity in the total unity.
The architect must be conscious of this
synthetical natore of art as much as the
painter is and should combine so as to
produce absolutely a new thing. He must
crente an fllusion which is always more
beautiful than reality,. The beauty of a girl
is also an illusion, technically, because there
would be no beauty if we see her micro-
scopically; if we see ber in parts she would
no longer remain beautiful. It is, therefore,
due to the total unity which is presented to
us 88 & whole that the girl is seen (o be
beautiful.

What does n painter do? He tries to imi-
tate the reality on his board; in other words
he creates an illusion. The worst scene of
a lane full of dirty garbage could appear
beautiful in his painting! The creation of the
illusion is a necessary corollary of all arts—
painting. music, sculpture and, of course, ar-
chitecture.

The ‘scene’ of the painting is a two-
dimensional illusion. The ‘kinetic volume'
of sculpture on the other hand presents a
three-dimensional illusionary space.?® The
reality in either case may not exist. But in
architecture the problem centres round a

110, Susanne K. Langer, Fee and Form (New
York, 1952), pp. mﬂq
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co-relation between the reality which is no
doubt present and ils appearance. It is the
reality which the architect so manipulites
as to give a beautiful and no doubt an illu-
sionary appearance. This illusion of archi-
tecture is easily missed because of the obvi-
ousness and importance of its actual and
functional values. But the illusion of the
‘ethnic domain’ always exists because
‘virtual place’ is created by the treatment
of an ‘actual place.’ 'l It is here that the
skill of the architect is most faithfully re-
presented. He weaves his warp and woof
0 as 1o create a beautiful thing—a thing
which appeals to the aesthetic sense; he ex-
presses himself 50 as to create a beautiful
impression, the latter being fully anticipated
in the former. Hegel aptly points out that
the task of architecture “lies in 5o manipulat-
ing external inorganic nature that it becomes
cognate to mind, as an artistic outer world.
The material of architecture is matter itsell
in its immediate externality as a heavy mass
subject to mechanical laws and its forms do
not depart from the forms of inorganic
nature, but are merely set in order in con-
formity with relations of the abstract under-
standing, i.e., with relations of sym-
metry." 12 The Taj stunds as the most
brilliant example of this phenomenon,
We appreciate the beauty of the Taj
Mahal, but genernlly we do not bother to
discover the contributory factors which make
it so beautiful. Generally speaking we re-
ceive a beautiful impression, but we do not
study those essentinl parts of this beautiful
expression which have so ingeniously been
assembled together by the architect to
bring about this effect. It is like a smile
we think we see bul ‘in reality we have
only a vague impression of it, we do not
perceive all the characteristic traits of
which it is the sum, as the painter dis-
covers them after he has worked upon
them and is thus able to fix them on the
111, Ibid, p, 95.
112, Bernard
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canvas,”! The great ingenuity of the
architect of the Taj lies in the fact that he
distinctly studied the ‘characteristic traits’
of this total unity and unmistakably antici-
pated the beaotiful expression which the
combination of these traits presents. The
anticipation of the combination as beautiful
is what has brought about ils incarnation,
and the architect's—nay, the artist's—skill
deserves all applause for bringing about this
combination so successfully.!™*

The composition of the forms and lines
of the “Taj Mahal is perfectly sym-
metrical. Here we meet with a beautiful
admixture of lines, horizontal with vertical
on the one hand, and straight with curved
on the other—all harmoniously set together
in the total unity. They adopt each other
with amazing uniformity., The combination
is entirely rhythmic and melodic. Particu-
larly noticeable are the semi-octagonal
alcoves at the chamfered angles which are
perceptible from every perspective view and
give a three-dimensional appearance from
the outset (Fig. 32). They emphasise the
diagonal lines and suggest depth.

This great depth has also been further
suggested by the double arches, one over
the other, on each side of the central portal.
The solids and voids have very judiciously
been distributed that provide a varicty, yet
an undiminished uniformity. These alcoves,
the balconies in each minaret, the chhatris
jections in each facade allow a beautiful
play of light and shadow. The whole com-
position being in white marble, a wonderful
effect of light is created. ‘"Undoubtedly
113, Bﬁmm E.‘T.lmxmh;i;
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muchu!imchamispmluwdhythequdity
and texture of the material used in its con-
struction. The marble from Makrana is of
such & nature that it takes on incredibly
subtle variations of tint and tone, accord-
ing to the changes in the light, thus pictur-
ing the passing colour of the moment.
Especially is this noticeable in the shadows
which on occasion are almost as delicately
imperceptible as those cast upon clear water,
soft and ethereal but still giving definition
and depth. For every hour of the day and
for every atmospheric condition the Taj has
its own colour values, from the soft dreami-
ness at dawn and the darzling whiteness at
midday to its cold splendour in the moon-
light, when the dome, thin of substance as
the air, hungs among the stars like a great
pearl. Yet none of these effects can equal
those few fecting moments when, softy
illuminated by the brief Indian afterglow, it
assumes the enchanting tint of some pale
and lovely rose.!ts

Light plays an important part in the total
acsthetic effect of a building. The architect
of the Taj not only selected white marble
for all exterior surfaces but ulso so mani-
pulated his material as to produce the best
possible effects of light. The coloured in-
lay of the portal-dados, of the spandrels of
the arches and the pilasters, closely asso-
ciated with sbundant white marble plain
surfaces has its own unique colour effects,
which marvellously present the structural
forms. The decoration has been distributed

115, Thid, p. 109,
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very sparsely and there is an apparent pre-
dominance of plain surfaces. This Jucid
simplicity with a co-ordinate arrangement
of simple forms is a significant factor of its
aesthetics.  Unusunl lights bring out new
forms and the architect fully understood
these effects. He fully justified Le Corbu-
sier’s definition that ‘Architecture is the
masterly, correct and magnificent play of
masses brought together in light.'1®

The colossal height of the tomb, along
with its pyramidal appearance which is
obtained by the receding plinths, the square
tomb and the bulbous dome, gve it a soar-
ing effect. It appears as if it is about to rise
high into the sky. The pilasters surmount-
ed by pinnacles, the tapering minarets, the
deoreasing volume of the dome culminat-
ing in a kalgsa combine logether superbly
to give the Taj its ethereal quality full of
lightness and grace:

The architect of the Taj fully understood
these principles of aesthetics which he suc-
cessfully incorporated in his creation. That
these aesthetic norms served as the guiding
lines in its planning as well as in jts eleva-
tion brings homo the fact that the Taj is more
a work of art than of architecture—it is
more a thing of beauty than a mere Mughal
mausoleum! As if it were a painting which
the painter has portrayed on the blue sky!
As if it were a melody which the musician
has personified in stome! As if it were a
poem which the poct has created in marble
~it is more the creation of an artist than
a mere architect,

Another important aspect of the nesthe-
tics of the Taj Mahal is the correction of
the optical illusions which have been very
ably understood and rectified. The human
eye 18 a very deceptive organ; it does not
see or interpret an object or a phenomenon
as it really Is but as it appears to the eyes,
the interpretation being conditioned by so
many factors, atmospheric, constancy and
others. Thus the sky which is jet black in

116, Cf. Lanpger, op, . 96, quoted
busder’s Tﬂumsl' n o Aghi:ﬂmrr:m p.cio;
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reality appears to be pleasingly blue because
of the refraction of light through the dast
particles which are present in the atmos-
phere. The pencil which is placed into water
contained in a glass appears to bend st an
angle just below the surface of water be-
cause of the travel of the light rays from a
more dense to o less dense substance, Things
ar¢ generally interpreted in terms of the set-
ting in which they are seen; that is, they
are perceived in terms of a varicty of cues
or enviremmental factors; for example,
diagonal paralle! lines appear to be un-
parallel if they are presented to the eye with-
in & combination of horizontal and vertical
liucs_'“

These optical illusions create great diffi-
culties for the architect who necessarily has
to take into sccount all such illusionary
effects and suitably adjust for them in his
creation. It is highly commendatory that
such optical illusions were taken into consi-
deration  and  forms  were  accordingly
adjusted at the Parthenon as early as in the
5th century., B.C. Greek columns have an
upward taper or diminution and an entasis
or a convexity of silhouctte or a swelling or
curving outwards along the outline of the
shaft. This was devised to comrect the
optical illusion on the vertical axis, FEach
angle column at the Parthenon is 117 (3.75
cms.) thicker than the other columns and
it is placed closer to the adjacent column,
i.e, the distance between the angle column
and its adjacent one is 5 9 (1.75 metres)
only while other columns have been placed
T 114" (2,43 metres) apart. Had they
been of equal size and placed #t equal
distance the angle columns would have
appeared thinner against the open sky, The
effect of light and shade in the pillared con-
struction has thus been counterbalanced and
7.
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The Tal Makal

the illusion has successfully been corrected.
The columns are inclined inwards towards
the top (i.e., the axes of angle columns lean
inwards by 23" or 6.20 cms.) to correct
the appearance of falling outwards.

The correction on the borizontal axis is
of far greater importance, It is curious to
note that the Parthenon has been construct-
ed with a convex stylobate, architrave, en-
tablature und pediment, inclining upwards
by 2764 (6.65 cms.), the buse also rising
upwards in the middle to 2°-61 (6.60 cms.)
in a length of 109 feet (33.22 metres). By
giving this convexity, the optical illusions
have been corrected and the temple is cor-
rectly posed. Had it been built accurately
without these optical corrections, it would
have appeared as if it were falling
down " Another correction has been done
in the letters of the inscription which has
been raised up on the building; they are
furger in upper lines than in the lower so
that they all appear of the same size when
viewed from below.

There is no doubt that the architect of the
Taj was not aware of the theory of illusions
that modern science has revealed to us in
the 20th century. It is also not possible,
that he knew of the optical corrections
made at the Parthenon—the two are so
widely separated in time and space that an
association between them cannot be esta-
blished. But the indigenous buiiders of the
Taj too fully understood the deceptive
nature of the human eye. They had inheril-
ed the architectural traditions of the country
and themselves had vast experience of
architectural projects.”® They knew that the
reality and its perception and interpretation
thereof differed. They knew how to com-
bine details so #s to present a project pleas-
ingly. Tlusions they fully understood and
118. Fleicher, op. cil., p. 94
119, Hero 56 one of ‘oiher set of workers s
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they utilised this aspect for the beautification
of the Taj Mahal,

The Taj is not a pillared construction like
the Parthenon; instead it has massive abut-
ments and arches for its external effect. The
plinth of the main tomb is 2 10" (0.86
metre) high on an average.™ But the
height varies at dilferent places, particularly
the central point between two piers being in
each case 0.5 to 0.7" (1.5 to 2.1 cms)
higher than the sides, which indicates that
a convexity has deliberately been given Ic
the plinth, not as a whole as in the case of
the Parthenon but by instalments, i.e., in
the centre of each arch. The facades are not
exactly at a right angle with the plinth, but
are slightly inclined; the degrees of inclina-
tion have however yet to be ascertained and
this awaits a closer survey and scrutiny, The
finial is a stupendous crowning feature
which measures 32 54" (9.90 metres),'2
The architect fully anticipated the apparent
size which a finial would present from such
a great height. It has, therefore, been very
ingeniously planned. The kwmbha, which
was to play a dominant role, measures
8' 9 (2.67 metres) in comparison to the
base which is only 4 (1.22 metres). The
uppermost portion above the crescent is
likewise 5' 81" (1.74 metres), Anything
shorter or higher would have spoiled the
whole effect. This demonstrates without
doubt the ability of the Indian architect to
reconcile the illusionary effects created by
distance and light.

Sections in each facade have been demar-
cated by semi-octagonal pilasters that rise
from the plinth of the main tomb and are
crowned by beautiful pinnacles above the
parapet.  They have chevron patterns inlaid
with black and yellow marble horizontally
along their whole beight. They appear to
be fluted on each side though, as a matter
120, As measured on the benchmarks 49 1o 36,
121. Nis replica as has been reproduced on ithe

chabutra of the ecastern Mehmankhana

measutes MY 5 (9.19 metres), which
means that the present hinial is not original.

As has been confirmed mow, the original
was replaced by Taylor in ALD. 1810,
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of fact, there is no real futing at all. They
create a beautiful illusionary effect which
the architect has very skilfully manipulated.
Each such pilaster is flanked near its base by
a panel on each side which has a similar
chevron pattern inlaid in its border. While
the chevron is horizontal on the pilaster it
s vertical on the panels, The horizontal
and vertical lines have a different dynamics
und the axis of symmetry of the former
differs from that of the latter. The two
have been put together most harmoniously
to create an illusionary and hence & beauti-
ful effect.

The letters of the inseriptions around arch-
ways at the Taj Mahal, as in the case of the
Parthenona, are generally supposed to be-

The Inunorral Taj Makal

come larger and larger above, On closer
scrutiny, however, they are all found to be
of uniform size, The calligrapher took
recourse to a very simple device to correct
the optic illusion. The letters have been
inscribed densely at the hotlom, with little
plain surface in between; the inscription
becomes more and more sparse as it rises
with more plain surface in between the
letters. It is this way that the visual rays
have been correctly met with and an un-
mistakable uniformity obtained, The dimi-
nution of the plain surface has been accu-
ralely calculated and it is really creditable
that the optical perspective of the letters has
been reconciled with such minute precision.



CHAPTER 6

The Ornamentation

of the Taj Mahal

WanE the ancient Hindus chiefly relied
upon sculpture and carving for interior and
exterior omamentation of their temples, the
Mughals with their proverbial love for
colour, resorted to almost all decorntive
schemes which had been introduced into
India subsequent to its conquest by the
Muhammedans. Of course, they also made
use of the ancient Indian decorative mode
of sculpture and carving, both incised and
relief, but they did not confine their aesthetic
expression to “chiselling” only. For the deco-
ration of their buildings they used glazed and
coamel tiling, mosaic—which ultimately
developed into the indigenous inlay-—stucco
and painting. Glazed tiling has been used
chiefly as exterior embellishment while
glass-mosaic and painting have been reserv-
ed for interiors. Stucco art has been used
in Interiors though exterior surfaces have
also been ornamented with this technique
and with equal success, Mosaic snd inlay
have been used in inferiors as impressively
as on the exteriors of monuments.

In India the mosaic of stone had been of
two kinds from an early period. One was
the tessellated style in which squoare or
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rectangular picces of stones of different
colours were assembled ond aranged
together so as to form a pattemn.  These
picces could be set together systematically
on a plaster surface of on u stope slab
background, the four edges of which could
be made to border the mosaic pattern, The
other was the inlaid style in which very thin
pieces of semi-precious and rare stones were
laid in sockets specially prepared in a red
sandstone or marble slab,

The mauscleum in the Ashrafi Mahal
apartments at Mandu, constructed about
A.D. 1450 during the reign of Khalji Sultan
Mahmud 1, had in certain places patterns
inlaid with choice stones.™ Inlay had also
been used at the Tower of Victory st Man-
du. Curiously enough, the inlay style had
also been adopted, almost simultancously, in
the Chaumukhi Jain Temple at Ranpur, in
Sadri Pass in the erstwhile Jodhpur State,
dedicated to the first Tirthankara Rishabh-
deva.™ Tt was constructed by iwe Jain
seths, Dharma and Rama, during the reign
of Muharana EKumbha (A.D. 1433-68).

122, Brown, op. cit, p 66,
1225, See muthor's Colowr Decoratfon In Mughal
Archiiceture (Bombay, 1970), ppe 29
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The interior of this grand temple bad been
inlaid with mosaics of cornelian and agate, '
Marble was availuble in the nearby regions
and there is no surprise that the artisans,
inspired by the mosaics in tiles which had
now been well introduced into India, indi-
genously devised the mosaic in stone. No
doubt, marble, to be perfectly preseated,
requires plain surfaces and it thus dis-
courages profuse carving It might have
also led the workmen to resort to the mosaic
of coloured stones in 8 marble background.
These 15th centiry examples of mosaic in
inlay disprove the theory that the inlay art
was introduced into India by foreigners
during the reign of Shah Jehan.

The Qila-i-Kuhna mosque of Sher Shah
in the old Fort of Delhi, buill about A.D.
1541, provides another example of mosaic
with coloured stones.  Pieces of white, black
and yellow marble have been used with red
sandstone!®® in its facade, chiefly in the
central archway and both in tessellated and
in inlaid patterns, The success and the
confidence with which the art has been used
here demonstrate the attempt of the native
stone builder to counteract and cotmter-
balance the much professed tile-mosaic of
the Islamic brand Without being dazzling,
it relieved the monotony of the red sand-
stone surfaces and provided a varied and
thus a pleasant effect It was a suitable
substitute for the tile-mosaic which it could
replace advmttagﬂmsly, including casier
and less costly preparation, subdued colour-
fulness and an undiminished association

123, James. Tod, Anmnals and Astiguddes of
Rajasthan, Vol. T (London, 1920}, p. 337,
fin. 1; Tod observes, “This temple i an
additional af the early existemee of
the arnt af ying: Har Bilas Sards, Maha-
rana Kiumbha (Aymer, 1917), p. 86; Hu:?
Cousens ulso seems to concur with this,
AvS. 1, Anmual Report 19078, 20%1L

124, Brown, op. dt 93 LD ur, 'Rnpn.r'[

for the year I‘I'L .-l. \ Vol
{Cullcum, Iﬂ‘M} p. T4; J. Ph, v I l':f
A5 Annual Repor! lqﬂl L p T8

tained the upirlhn l!lll this work is » hm
addition but the view i3 harndl mabl: the
ornament midurnhmll f

part of the origina ni the
mbsgie,
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with stone with which the Indian builder
was traditionally accustomed.

The tomb of Humayun in Delhi, began
around A.D. 1565, has inlaid ornament'>
chicfly on the pavement and the dados
Bold examples of this style are also met
with at the Delhi Gate and the Jehangin
Mahal of Agra Fort and the Jami Masjid
at Fatehpur Sikrd. Inlay has been done
here in red sandstone slabs with marble
picces.'?®  Poinled stars have generally been
used as design motifs.

White marble dado-panels, with beauti-
fully inlaid borders, were first used in the
‘gecond ‘storey halls of the main gate and
eastern and western false pateways at the
tomb of Akbar at Sikandara, Agra, con-
structed between A.D. 1605 and 1612
Three such panels have survived the ravages
of Time and Man at the western galeway.
Each white marble dado is outlined with
black marble linings to enhance its artistic
cifectiveness on a wall of red sandstone.
The white marhle slab is quite plain except at
the edges which have been inlaid very
tastefully in beautiful conventional floral
patterns.  Black marble and abri stones of
a chocolate-grey-yellowish calour have been
used for inlaying.

These marble dados it seems certain were
inspired by the gorgeously bordered minia-
tures of the Mughals. Jehangir loved paint-
ing which was his most favourite pastime.
He was o connoisseur of the miniature art.
He greatly appreciated the beauties of nature
and flower studies formed an important
aspect of Mughnl painting as represented by
the paintings of Ustad Mansur,®? who was
one of the best artists in his atelier.

A great innovation was made during this
period. The miniatures were gorgeously

125, Cunningham, A4.5.0, Vol. 1, p. 233,

136, 'The pnu:mmﬁmunuul the red
sandstone and the inloying was duw: after-
wards'—E W. Smith, The Moghul Archiree
furr oj Fnuhpm- Sikri, Part {Allahabad,

!I‘F. nwn. Indfam  Pain under the
:glm'.r iO:I’m‘d. 1924), ;'Iup 86; also his
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mounted with beautiful borders (hashivahs)
in highly conventionalized floral pafterns.**
These borders were exquisitely and minutely
painted. Separate painters who excelled in
their art worked on these borders almost
independently of the miniaturists; the border
was thos treated as a complete work of art
in itself.™¥ Sometimes the border outshined
the whole miniature, Generally speaking
these borders borrowed their conventionaliz-
ed leaf and floral patterns from Persian art;
the curves and twists resembled more the
arabesque scrolls of the Persian minintures
than the lotus and mango motifs of Ajanta
and Bagh. The flowers also were typically
Persian, such as tulips, iris and narcissus.
A special brunch of miniature art had
thus established itself firmly during the
reign of Jehangir. It depicted plants and
flowers; Chinese cloud-forms at times ap-
peared on the background, sometimes to
fill in the blank space; and it had beautiful
borders gracefully framing the picture.
Such miniatures, because of their in-
herent beauty and superb aesthetic effect,
greatly influenced the architectural decorator
who translated them into stome. He wutilis-
ed it chiefly on the dados of the buildings
in white marble panels. A plant in the
centre with leaves and flowers in natural
bends and curves was generally carved.
The hashiyah (border) on the other hand
was inlaid with rare or semi-precious
stones representing exactly the same colours
which were used in the miniature, Curious-
ly, the Chinese cloud-form was also copied
by the mason from the miniature painting
and we come across its liberal use on the
dados of the Musamman Burj in the Agra
Fort.
128. llnfkrillmldm Bhorat ki Chitrakals, p. 92;
rown, Indian Painting under the
Hﬁai‘: p. 91 ‘no miniatore was consider

less jt urrounded
o thaa . Nighly ormapanted houters i

of  these highly
which' bright- flowers, hunu'ﬂm nnd
birds were freely Introduced... This form

]ur uml-ullu-'l'lm:nt while n;mmrini ﬁmtfin

ghangir's reign, became n distinctive
hu:ofthennmda'ﬁlwh J'tl:m

129, P«cz Brnlm, Indian Painting  (Calcutis,
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Intaid dados were used at the tomb of
Itmad-ud-Daulah  which was begun in
A.D. 1622, Here, however, the design has
been spread so densely on the panegl that
the floral border has become almost in-
clfective. Tt is here, therefore, that the
Mughal decorator learnt the value of plain
surfaces in marble construction. Here he
picked up the idea that ornamentation
should be sparsely distributed and inlay, to
be properly presented, should be neighbour-
¢d by a lot of blank space. Any profuse-
ness is destined to spail the effect. The
inlaid border at the tomb of Itmad-ud-
Daulah has lost its individual identity and
has been completely submerged in the geo-
metrical pattern which it originally meant
to outshine.

Marble dados with inlaid borders have
been psed with better effect at the Musam-
man Burj. The centre of the dado is filled
in with carved plants in natural bends and
curves in two series one over the other. The
border is inlaid with rare stones in pleasing
tints in highly conventionalized fioral pat-
terns, exactly like the hashivahis of n minia-
ture painting.

The borders on the dado-panels at the
Diwan-i-Khas in the Agra Fort, though also
conventionalized, are far more refined and
sophisticated.  The space for inlay has
been selected very carefully leaving adequate
plain surfaces. Carved floral designs have
been associated harmoniously with this in-
lay, which has been executed with an un-
mistakable arlistic vision and a keen aesthe-
lic sense. The sclection of coloured stones,
as much as the seléction of patterns, deserves
an unqualified tribute; nowhere does the
embellishment appear to be extravagant or
tiresome; nowhere does the mlayer appear to
be over-enthusiastic, the defect from which
he could have suffered most during the
golden period. He was always as cautious as
# paintér is when he portrays a natural
scenc with the minutest precision,

The inlaid border at the Taj Mahal marks
the perfect stage—from where the ant could
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only decline. The artist most judiciously
distributed the inlaid borders on the dados
in the interior hall, square chambers on the
sides connecting the corridor running all
round and the exterior portals, He removed
at the Taj the defect of the dados of the
Diwan-i-Khas: instead of using a double
series of plants ope over the other that
spoils the uniformity and rhythm, he used
al the Taj, .z, on the dados of the octa-
gonal mortuary hall, a single beautiful plant
pattern composed of slender twigs, twisting
lcaves and bold flowers, emitting gracefully
out of a classical Hindu kalasa. The carved
pattern combines majestically with the in-
laid border composed of a highly conven-
tionalized pattern with set curves and twists.
Very appropriate stones have been used to
secure different colour tints in the pattern.
The effect has been calculsted with precision
and due emphasis has been allotted to each
inlaid flower and leaf. The border provides
a delicate framing to the kalusa-plant; the
latter with its dominant impression harmo-
nizes magnificently with the former. The
co-relation between the art of chiselling and
the art of inlaying is most pleasing, Each
dado is presented splendidly like a Mughal
miniature! It is here that we agsin meet
with the traditional stonec-artist of India
who chiselled the lively sculptures of Khaju-
raho in one art epoch and these wonderful
bas-reliefs of the Taj Mahal in another.
Each stands as a great work of art. unrivali-
ed by any other example of its type in the
world, There is no doubt that this aspect
of Mughal architectural omamentation
received impetus from the contemporary art
of painting; it is from this source that it
derived most of its impressiveness and grace.

Inlay has also been used profusely on the
marble curtnin around the cenotaphs and
also with equal skill on the cenotaphs them-
sclves, The designs are highly stylized
florml, typically Mughal. Inlay has been
combined here with jali-work as pracefully
as it has been used with carving on the
dados. The most complicated phase of the
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art was arrived at, when the artist used at
times as many as forty-cight tiny pieces of
multi-coloured semi-precious stones for the
execution of a single flower. The inlaid
borders on the exterior dados of the four
portals at the Taj are simpler than the work
in the interior,

The inlay work on the spandrels of the
arches in the interior as well s the exterior
add magnificently 1o the overall mesthetic
elfect of the respective [acades. Floral
scrolls hang predominantly over the arch
like a bunch of flowers over a rivalet flow-
ing below; the superb impression created
baffles the eye in the marning light as much
as on the full moon-it nights of October.

MUGHAL INLAY VERSUS
THE PIETRA-DURA

It is in the Diwan-i-Am of the Delhi Fort.
in the interior alcove, that the coutroversial
inlaid panels have been used, one of which
depicts 'Orpheus and his Lute.” This inlay
of extreme delicacy, depicting some foreign
birds and thin foliage, has been executed on
dark black marble plagues,'® They are the
sole examples in India of this particular
art ¥ The art is unmistakably Florentine,
Its use in this Mugha! structure led scholars,
including Fergusson and V. A. Smith, to
presume that it was pietra-dura which had
been introduced into India, by Florentine
artists led by Austin or Augustine of Borde-
g, 12

The theory is wholly erroncous and is
based on insufficient and faulty observations.
The plaques are of ‘intensely black and fine-
ly grained marble only procurable in Italy,"'**
unlike the greyish-black Indian marble. Not
only the plaques but also the inlaid stones,
the designs and the method are typically
Italian, so much so that while restoring them
work on a number of the plaques could only
be executed in Florence. On the basis of

130, Sir Yohn Marshal, A.5.1. Amsnual Report

19023, p. 26.
131 Ihid, p. 26.
132, Thid., p 26.

133, Ibid., p. 26.
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these findings Marshall concluded that ‘they
were not only designed but actually execul-
ed in an ltalisn studio and afterwards im-
ported into the country. ... the ambesques
on the other hand, which decorate the inter-
spaces between the pancls are of pure Indian
style and Indian workmanship without a
vestige of foreign influence,"™™

Except for these plagues we do not come
across any other specimen in Mughal archi-
tecture with such material or designs. The
earlier examples of inlay of a highly sophis-
ticated order strongly stand in favour of
the technique having been doveloped in
India indigenously, The inlay art, as we
meet with at the Taj and the palatial apart-
ments of Shah Jehan at Agra and Delhi
is as much Indian as is the carving work on
the brackets of the so-called Birbal's Palace
at Fatehpur Sikri. The designs are ‘esssen-
tially oriental in character; and even as
regarids technique it is more probable that
it originated independently in  this
countrv.... it has lately received strong
confirmation from the discovery at the Khalji
mausoleum at Mandu of pietra-durs work
in rougher and earlier stage than was hither-
to known. Nor can the plaques in the Delhi
throne referred to above be taken as evi-
dence in this matter. ... these panels were
without doubt made in Ttaly itseli and
brought to India all complete so that they
stand on quite a different plane to works of
art produced on [ndian soil and afford no
substantial proof whatever of the extraneous
influences to be Jooked for in the latter,"*
Murshall concluded that 'the presence of
these Ttalian plaques demonstrates trade con-
nections but nothing more."¢

Marshall’s view was confirmed by Signor
Menegatti, 4 Florentine mosaicist, and a
practival expert on lalian marbles,'™ whose
services were utilised by the Department of
Archasology when some of these broken
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and missing panels were restored between
A.D. 1906 and 190% Gordon Sanderson
too fully concurred with Marshall’s view
that these plaques were imported from
Italy; while the restoration work was carried
out Indian greyish-black marble was used
‘instead of the original black Italian
marble.' % Many of the inlay stopes were
also brought from Florence.!'® He observes,
‘I am informed by the Director-General
of Geological Survey of India that true black
marble is practically unknown in lIndia,
although a dark grey variety is found al
Bhanslanz in Rajputana.’ %

Fergusson committed an error when with-
out studying the different stages of ils deve-
lopment he observed, ‘in the early part of
the 17th century [talian artists, principally
apparently from Florence, were introduced
into India and taught the Indians the art of
inlaving marble with precious stones’ ™
This presumption goes unsupported. The
gross under-estimation of the art capabilities
of Indisn workmen seems lo have been
based on the bins with which many Euro-
peans suffered in the 19th century. His
hypothesis that there is no specimen of
‘inlay’ at the gates of Akbar’s tomb'2 is
erroneous; we come across mlay specimens
on a perfectly developed scale at these gates
as has already been discussed, The earlier
examples of indigenous inlay at Fatehpur
Sikri and the Qila-i-Kuhna mosque at Delhi
of the 16th century, and at Mandu and
Ranpur temple of the 15th century, stand
strongly against the faulty hypothesis that
the art was introduced into India all of a
sudden in the 17th century.

Fergusson's fanciful presumption that the
mosaic of ‘Orpheus” was executed by Austin
who was employed by Shah Jehan'* has
not been corroborated by records. Euro-
pean travellers, including such an accurate
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observer as Peter Mundy and including of
¢ourse the French travellers Tavernier and
Bernier, do not make any such mention.
They would have been proud to proclaim
it, had it been a reality. Both the Frenchmen
wrote of Austin as a jeweller and as an ex-
pert in counterfeiting precious stones. Austin
in his own letters mentions himself only as a
jeweller and as an engineer, expert in
counterfeiting precious stones and making
gold and silver articles; he never alludes to
himself as an inlayer in marble, 4

The panel, it is certain, was imported as a
whole in the same way as the Aleppo glasses
were imported for omamentation at the
Shish Mahal in the Agra Fort. Tt is incredi-
ble and fantastic to hold the view that Italian
artists gave Instructions regarding the new
art to Indisan workmen. The attempt to
decry Indian indigenous skill and artistic
capacity is too garibaldian to hold. Fergus-
son’s distinction between ‘adopting' and
‘adapting’ *** is equally defective; the art of
inlay developed on indigenous lines, slowly
and gradually, stage by stage, which can be
traced and any ‘adopting’ or ‘adapting’ of
the Ttalian art features is not admissible.

V. A. Smith stood by Fergusson and main-
tained that Muoghal inlay had its origin
in [alian pictra-dura; he writes, “The
Flosentine pistra-dura inlay, a revival of the
ancient Roman opus sectile, first appears
according to Major Cole in the Fsbbrica
Ducab built by Ferdinand 1, Grand Duke of
Tuscany in 1558. The -earliest certain
Indion examples being considerably later
in date and identical in techmique a strong
presumplion arises that the art must have
been introduced into India from Italy, There
is no doubt that the Mughal sovercigns
freely entertained artists from Europe as
well as from most parts of Asia. The pre-

144. Cf. "Four Letters by Austin of Bordeaux’,
Journol of the Ponjah Historical Soclety,
Vol IV, Mo, | (Caleutia, 1916); for details
see  authors nmr entitled 'Auguni:nn of
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Court 11612-12} blished in the Quur-
ferly. Review hm-.irul Studiey (Cal-
cutta), Vel. 3
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sumption is not rebutted by the obvious
fact that the designs of the Muoghal work
are essentially and in the main Persian be-
cause the ordinary Indian practice is O
transpose foreign importations so to speak
into an Indian key, Persian designs were
readily assimilated but in the 17th century
nobody in India cared much for outlandish
European forms or wanted to have
them," Wé

It scems that the earlier 15th and 16th
century Indian examples were either un-
known to him or it is possible that under
the influence of over-whelming bias he chose
to overlock them. The stages of indigen-
ous development from the Ranpur Temple
to the tomb of Akbar are perfectly clear and
the belief that specimens of Mughal inlay
were executed by Florenting artists under
the patronage of the Mughal court is hardly
convincing.

Sir George C. M. Birdwood maintained
a multi-faced theory.. On the one hand he
asserted that Austin de Bordeaux introduced
pietra-dura at the Taj and on the other he
remarked, ‘while Florentine in origin and
style the designs have a thoroughly local
character of their own and.... adhere
strictly to the principles and methods of
Indian omamentation.’ *? At one place he
writes: ‘The use of inlaid stone in true
mosaic work by the Mogols in India was
principally due to the revival of the ancient
art in Italy. The ltalians of the Renaissance
developed two distinct forms of inlaying in
stone, the Roman mosaic of modern jewel-
lers which may be compared to the opus
minus vermiculatum (ecomposed of wvery
minute and delicate tessellac) and the
Florentine composed of thin slices of differ-
ent coloured stones chiefly quartzose cut to
the shape of form they are intended 1o re-

“present, the petal of a flower, the wing ol a

bird or whatever it may be and set in white
or black marble with cement.... It was
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this Florentine form of mosaic in pietra-dura

which was used by Austin de Bordeaux in

the decoration of the glorious Taj

Mahal’ #¢ In snother reference be refutes

his own version and comments, “The mosaic

work of the Taj is. ... not an exotic art but
of indigenous development and strongly racy
of the soil from which it immediately
sprung. It is not in the least Florentine but
strictly Indian of the Mogol period and the
product not of the knowledge and taste of
any foreign artists in the employment of

Shah Jehan but of the whole history of

India and the East." 4

E. B. Havell was not prepared to admit

any Florentine trace in the Mughal art of
inlay and wrote, ‘on technical grounds it is
difficult to understand why a French pold-
smith and jeweller should be made responsi-
ble for inlaid stone work similar in technique
but totally different in design to Florentine
pictra-dura.” ' He muaintained that the
solitary instance at the Diwan-i-Am of
Delhi Fort must have been imported. He
strongly believed in the inherent art capabi-
lities of the Indian workman and held the
view that the art was an indigenous develop-
ment. Percy Brown also agreed that this
plaque was imported from Florence and *as a
choice work of art was incorporated by the
Indian artisan in his ornamental scheme just
as a piece of exotic brocade might be includ-
ed in a patchwork quilt."™' In his opinion.
the foreign influence in medieval Indin ‘was
confined almost entirely to the field of the
minor and applied arts, the effect on the
architecture being of little consequence
owing mainly to its inherent constitutional
vigour.''= J. Burton Page also concurred
with this view.!'
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It is thus absolutely without technical and
historical foundation to designate the inlay
work at the Taj and at the palatial mansions
of Shah Jehan at Agra and Delhi as pietra-
dura which is, therefore, a misnomer when
applied to the inlay ari as seen in Mughal
architecture.

INCISED PAINTING AT
THE TAJ MAHAL

The Mughal court from the time of Akbar
to Shal Jehan gave patronage to almost all
methods of architectural painting as is seen
in the monuments of Agra and Fatehpur
Sikri. There we meet with specimens of
encaustic, fresco-buono, fresco-secco and
stucco-lustro  techniques, Marble as well
as plaster surfaces have been used for these
paintings. Sometimes the art was directed
into strange channels. In the Khwabagh at
Fatehpur Sikri, for example, we meet with an
unknown method of painting While in the
interior of this building the pigments are of
the thinness of paper, the floral patterns
painted on the exterior columns of the
uppermost storey have no intonaco or back-
ground coat whatsoever, The stone surface
has directly received the colour, chiefly
chocolate, and has completely absorbed it,
so much so that the colour has no separale
entity at all. In this process the artist
dexterously utilised the white natural spots
of the stone to represent flowers or other
features with slight additions. The com-
plete absence of the intonaco on the columns
of the Khwabagh is indicative of an ingeni-
ous development of the technique and
makes this painting a superb work of art.
It confirms Abul Fazl's statement that ‘the
mixture of colours has' especially been
improved. The pictures thus received a
hitherto unknown finish."™ This is neither
fresco nor tempera but something else, the
execution of which did not require any
plaster  background. The paints used are
neither water-colours, which could nol have

154, AlnebAkburi (Blochmann), Vol, | (Calcutta,
I873), p. 100,
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survived on the exterior columns always
exposed to sun and rain, nor encaustic be-
cause they do not have the resultant Justre or
any trace of it. The true nature of the co-
lours used on the columns of the Khwabgah
has mot been uscerisined and remains o
mystery fike so many other features of
Mughal art.

While so many complicated methods and
a wide variety of colours—with an almost
invariable overcoat of costly gilding—were
used in mural painting under court
patronage, contemporiry folk-art developed
on extremely simple lines. It was mostly
‘intaglio,” or incised und wus composed of
two simple colours—a white used on a dark
red background The former was obtained
from safeda (white lead) and the latter
from hirmich (Hirmizi, red earth), the
common and cheap country pigments which
are in use in folk-art from ancient times.
Most probably this folk-art painting was
exccuted by the tempera or the fresco-secco
method. Tt hos first been used, almost on
an experimentnl basis, at the tomb of Akbar
at Sikandars, in the three open cham-
bers at the back of the western false
gatewny. Highly conventionalized florals
and arabesques have been used. The art
proved to be as beautiful and as stable as
was (ho complicated encaustic painting of
the vestibule in the same mausoleum. The
simplicity of the pigments used, the success
of the technigue with which it could be
executed and its lucid aesthetic impression
which moved the beholder led the court
artists of mural painting to adopt it on an
claborate scale with some of their own
colours at the tomb of Itmad-ud-Daulah,

In this technique a thin layer of colour-
pigment is laid over the white plaster sur-
face. A floral or conventional design
is then drown oo the colour surface,
according to which the colour layer is
scrapped  off, thus cxposing the white
plaster undemeath, now scen only through
the scrapped-off design. It is thus ‘incised
painting’ which ensures a delicate play of
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light and shade and is as beautiful as incised
stucco. Tt has chiefly been wsed at the
tomb of ltmad-ud-Daviah on the borders
of the alcoves, along with the guldastas and
an the ceilings.

This art resembles the Italian sgraffito
work to some extent, though India did not
necessarily bomow the idea from the Ttalians,
In all probability it was developed indepen-
deatly by the Mughal painters; who through
a long course of architectural embellishment
with the help of plaster and colours, might
have devised it independently. W. H.
Nicholls did not correctly compare the two
arts—the Italian sgraffito and the Mughal
incised painting. examples of which were
probably not known to him.'** The Mughal
incised painting is quite different from the
incised stucco art in technique as well as
in material. Tt is muoch simpler, being
mostly composed of two colours only, one
of which is almost invariably the white of
the entire plasier surface.

The most developed stage of this tech-

155. CE A. 8. 1. Annaul Report 19034, ppe 25
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nique ks found at the Toj Mahal, in the
mosque and the Mehmankhana, distributed
in highly stylized patterns along their whole
interiors, from dados to the ceilings. Here
again only two colours have been used, a
hirmichi red on a white background which
is allowed to show magnificently through
the scrapped off leaves, lowers and the out-
lines, The tiny curves of white thus blpssom
extherantly on a red ground—portions
of the background have thus artistically
been brought 1o the forecground and the
foreground recedes into background! [t is
hardly believable that such a great sesthetic
effect could be obtained, on such a large
scale, by the use of these two simple colours
only, This has been made possible by the
technique, the motifs and above all the
artists” skill in distributing the designs judi-
ciously and harmoniously; all these three
aspects of the art deserve credit for the
exquisite effect produced by this architectural
decor, The walls glitter as they do ut the
Shish Mahal; the principle of light and shade
has been utilised to work wonders. Ob-
viousty a plain painting could not have
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brought about this miracle of artistic
cxpression.

That folk-art composed of essentially
Indian pigments like safeda and hirmich has
been employed in such a fine monument of
the Grand Mughuls and that too with such
great emphasis is as much llustrative of
the Mughal love of the beautiful as of the
patronage which was unprejodicially accord-
ed to a common form of art. It represented
the popular side of the Imperial regime; the
Mughals had accommodated themselves
heart and soul in the Indian eavironment.
They wore Indian dress, they ate Indian
dishes. They observed Jharokha-darshan
and Tula-dan; they celebrated Diwali. Holi.
Raksha-bandhan and Dasschra, the popular
institutions of the Indian masses. They per-
formed tilak, They gave considerable im-
petus to Indian music, literature, arts and
architecture. ‘They did not despise the cul-
tural side of their people; instead, they
nccorded due cognizance to it and, if it was
conducive to their artistic ideals and did not
infringe on their political aspirations,
liberally patronized il.



CHAPTER IZ

The Story of a Second
Taj and Other Mysteries

ACCORDING to o popular legend, Shah Jehan
decided 10 construct another Taj Mahal in
black marble on the other side of the river
Jumna and to connect the two by a bridge
(Fig. 33). It has been recorded almost
contemporarily by Tavemnier: ‘Shahjahan
began to build his own tomb on the other
side of the niver but the war with his sons
interrupted his plan and Aurangzeb who
reigns al present is not disposed to complete
i'1%  Later gasetteers and  guide books
mention this story almost invariably, Parti-
cularly Moinoddin attached the greatest
credence to the legend ond went to the
extent of pointing out traces of the unma-
tured plan on the other side, The Mehtab
Burj and the wall which sdjoins it opposite
the Taj Mahal are generally said to be the
foundations and remains of the proposed
plan, This has been sccepted cven in the
most recent times. J. B, Page spoke of it
affirmatively: “Had the Emperor at first
intended this to be his own tomb he would
have occopied the central position. We
know that he intended his own tomb to be
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of a similar design to the Taj but in black
marble, in a garden on the opposite side of
the river and connected to the tomb of his
consort by a bridge: there are indeed traces
of the foundations for such a building across
the Jumna,'ls?

This is a misconception; the idea bhelongs
more {o fiction than to histary. Tavernier
sezms o have recorded a rumour. His own
account js self-contradictory and is not re-
liable in view of the facts and figures of
history. He was in India first on his second
voyage to the East in A.D. [640-41 when
the Taj was still under construction and a

157, 1. B. Page, Splendours of the East, p, 162
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replica on the other side of the river could
not hiave been begun. He was again at
Agra in August/September 1665. The Taj
was completed in A.D. 1648. Obviously,
if any construction had been undertaken on
the second Taj, it could only be dated after
A.D. 1648 and much before 1658 when
Shah Jehan was finally deposed and impri-
soned, Tavemier falscly connected the
three distinctly separated events: the sup-
posed comstruction of a second Taj about
A.D. 1648, the war of succession in A.D.
1658 and the allusion of the ruling monarch
Aurangzeb in A.D. 1665. The idea thus
secems lo be too fanciful and romantic to
be historical, Lahauri and Kambo, the con-
temporary Persian chroniclers, do not make
the slightest mention of such a plan. The
traces which are identified as the founda-
tions of the second Taj can least be asso-
ciated this way. The masonry structure
which extends to the west of the Mehtab
Burj is not a foundation but the enclosing
wall of the Mchiab Bagh which was found-
ed by Babur. Plinths of some pavilions,
water-channels, tanks, loose brackets, stone
slabs, and other features are distinctly trace-
able in the adjoining arca. As a matter
of fact, they mark the site which was occu-
pied and relaid as char-baghs by Babur and
his nobles as his memoirs record, The
Mosque of Humayun, which bears the date
A.D. 1530, is in its close vicinity. The
Gyarah Siddi ulong with its beautiful baoli
in the neighbourhood is another link in the
same chain. The char-baghs extended to
the Rambagh. The Mechtab Burj is only
the south-east tower of the Mehtab Bagh,
the other three have crumpled. It cannot be
compared with the north-ast tower of the
Tuj, which is of far larger dimensions, The
Mehtab Burj is single-storeyed, crowned by
i chhatri and stands hardly 12 feet (3.66
metres) above the river. The north-east
tower of the Taj, on the other hand, is
multi-storeyed with a complex arrangement
of rooms and verandahs and stands 43 fest
(13.11 metres) above the river. The two
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widely differ in plan as well as in elevation
and by no stretch of imagmnation can the
former be considered a replica of the later.

The irregular position of the cenotaph of
Shah Jehan as compared to thiat of Mumtaz
Mahal which occupies the exact centre of
the hall is said to be a proof of this as-
sumption. But this position is similar to
that at the tomb of Itmad-ud-Daulsh, on the
ground floor as well as in the upper hall.
Thus, while the sarcophagus of Asmat
Begum is in the exact centre, that of Mirza
Ghiyas Beg occupies an unsymmetrical posi-
tion (o ils right (Figs. 22 and 23). Bul
this irregularity of position is not easily dis-
cernible as the cenotaphs there are pot en-
closed within a curtanin, while at the Taj
Mahal the passage within the enclosing cur-
tain is practically obstructed by the ceno-
taph of Shah Jehan and immediately
attracts notice to the irregular positioning.
It is only due to the presence of an enclos-
ing curtain around the cenotaphs at the Taj
that the irregularity is perceptible while it
1s not noticed casily ot the tomb of Itmad-
ud-Daulsh, In either case, the wife pre-
ceded the husband to her heavenly abode;
in either case she lies buried in the exact
centre.  The bodies acconding to Islamic
Law are buried with their faces towards
Mecca and legs towards the south, and the
husband is placed on the right hand side of
his wife. The interpretation thus that the
cenotaph of Shah Jehan was not meant to
be placed here appears to be superfluous.
The story of a second Taj is based on mere
hearsay and seems to have been given cur-
rency by over-zealous guides with a view to
multiply the magnitude of its magnificence
as if that were needed!

THE BASEMENT CHAMBERS
AND A PROBABLE THIRD
GRAVE

Two staircases on the northern side of the
red sandstone plinth of the Taj lead below
into the basement chambers which are
sevenleen in number and have been laid out
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in a line on the riverside of a nparrow
through-corridor (Fig. 34). The rooms and
vorridor are of arcuate construction in brick
and plaster, with stucco and painting orni-
mentation, distributed sesthetically on the
soffits, At the extreme points on both sides
there are doors sunk in the northern wall,
They were blocked up permanently and
securely with thick masonry at some un-
known date, but without doubt with some
well-calculated purpose.  As may be sur-
s dade mised, the set on the northemn side could
st 4204 have been repeated on the sides below the
gekeses marble structure, with a rotating corridor,
chambers and probably a crypt in the centre
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This crypt would have contained the third
and the real set of graves. The custom of
cenotaphs or replicas had been
followed by the Turks and the Mughals slike
as we meet with this practice at the Sultun-
ghari and the tomb of Iitutmish at Delhi
and at the tombs of Sadig Khan and Akbar
at Agra, as has already been discussed
above, The tomb of Akbar has three tomb-
stones, one on the grave and two as ceno-
taphs. The tomb of Itmad-ud-Daulah and
the Chini-ka-Rauza too had three lomb-
stones cach. The lowest of the former was
contgined in a crypt which was originally
uccessible from the riverside and has now
been completely blocked up. The crypt in
the latter case is still extant, though the
graves have been destroyed.

These examples indicate that the Mughals
penerally liked to provide three tombstones
in a mausoleum. Al the Taj we have two
at present. The third and the real set of
graves is traditionally claimed to exist. It
is only in these underground vaults that the
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third set could have been placed. The doors
in the basement carridor no doubt exist and
must have originally given ealry to some
underground arrangement of chambers and
cormidors. Though they ure now impregn-
ably blocked, their existence lends weight
to the legendary version. It may be con-
jectured that the crypt which might contain
the grave of Mumtaz Mahal and the sur-
rounding passages were closed up ot a later
dute tv give additional strength to the base
which has to support such o huge load
above. No such step, however, is recorded
to have been taken during the British period
from A.D. 1803 to 1947, Nor could the
attempt have been made during the turbu-
lenl, almost anarchic, 18th century when
Agm, the Darul-Khilafat of the Great
Mughals, changed hands from the Mughals
to the Jats and from the Jats 1o the Marm-
thas, onc after the other. It i3 possible that
the deors were blocked up in A.D, 1652
when Aurangzeb noticed cracks o the seven
underground vaults and conducted certain
repiurs.

On & close scrutiny it can be seen that
no additional strength would be given 1o the
structure by the repairs which have been
carried out, It is inconceivable that the
doors. were blocked up and that too with
such great carc and precision with a view
to provide some additional support to the
huge moss above. No fraction of the load
rests on the sills of the doors, the whole be-
ing passed down on an efficient arcuate
system and hence their filling would be
superfivous from this point of view., Unless
the blocked up doors are opened and secess
is made possible into the closed down pas-
siges nothing cun incontroversially be de-
duced, It can bowever be assumed at pre-
semt thut the original grave of Mumtaz
Mabal is somewhere in this underground
arrangement of corridors und  chambers,
possibly at their nucleus and the whole was
closed down secretly during the reign of
Shah Jehan himself, for s purpose which
has yet to be discovered.
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The Story of o Second Tal and nher Mysteries

THE TAJ IS SINKING™

When the architect of the Taj Mahal was
out in search of some suitable site for its
construction, he had some fundamental con-
ditions in mind: that the plot of land where
the grand edifice would be erected should
be on the river bank, just near water
provide it with a beautiful setting and to
give it an unalterable, undiminishable, in-
herently aesthetic churacter; that it should
be situated at a point where the dangerous
thrust of water would be at a minimum
and that it should be ploced so as to give
a carrect orientation to the Mosgue which
formed an integral part of the whole project
—without st all jeopardizing its symmetry.
The site on which the Taj presently stands
muarks a4 point where the Jamuna takes a
sharp curve with the least of w
and accurately faces the east, It thus ful-
filled ol the three requirements and was
consequently selected,

The architect was fully coaversant with
his matenals and knew well how to use
them to the best advantage. Mortar was
specially preparcd for the purpose with per-
fectly slaked lime and wijre kenkar in equal
proportions along with some country ingre-
dients like gur, wrd-pulse, batashe, besan,
rumi-masiagi, belpiri-water, jute and gum,
The cementing sgent which had thus been
prepared was very strong and enduring.
The brick was reduced from the standard
Mughal size of 8" x T x 13" t0 77 x 44"
x 1* so that the wajra mortar could occupy
a greater cubic volume of the construction
than that which could be flled with the
brick. Perfectly baked bricks of first clas
quality were selected, They were fed into
hot fat, mixed with some chemicals, which
were absorbed into the porous body of the
brick. This (hin, ulmost imperceptible,
overcont made the bricks adeguately water-
proof.

The sepulchre was built at the edge of a

158. Published under the title "The Taj in Danger'
in the Sunday Standard of April 7, 1966,
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stylobate which originully sloped into the
rver (Fig. 35), A stody of the river bank
downsiream as far as the Lal Mahal
confirms this contention. Very deep foun-
dations were dug which extended right
down to rock level. As was the Mughal
custom, the system of well foundation was
adopted on a very refined scale. The plans
and sectional disgrams, which are no Jonger
available, must have been prepared before-
hand with the utmost care, loculising the
load and the distribution of the weight on
the massive piers. The foundations were
raised in accordunce with the supemstruc-
ture so that each massive pier could rest
on one series of wells: which were connected
together by means of strong arches, Each
well is composed of a massive circulur wall

of kakai bricks and lime mortar of great 1

strength with axles and spokes placed in it
at regular intervals along the whole depth.
The core was filled with rubble mixed with
mortar, The space between the wells was
filled with solid masonry composed of stones
and lime. The load was evenly distributed
and passed down to the foundations with-
out the shightest apprehension of lateral
thrusts. Thus, cvery care irrespective of

cost was taken to provide the huge mass |
pbove with s firm and compact base, which

originally rose to @ height of 16 Shabjaha-
nian yards, equivalent to 43 feet (13,11
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mietres) from the Jamunu level. While each
mmssive pier carrying the huge load above
it rested directly on a series of wells; the
whole was so honded together as 1o make
it a perfectly compact body. The well-
foundation had its advantages near the
water in as-much as it minimised. the dan-
ger from displacement of sobl, uneven dis-
tribution of the weight, and unequal settle-
ment.

To counteract the inevitahle thrust of
water, wells were ‘Blso’ piled towards the
riverside outsile the foundativns st close
intervaly, The wells are in series of three,
seven and seventeen and concentrate in large
mumbers néar the north-west comer of ‘the
building, i.e:, the Basai Burj where the ap-
prehiension of the dangerous thrust of water
wits the gieatest, They have also been dis-
tributed, though sparsely, along the whole
northern side of the building. Each such
external well is also composed of u mussive
circular wall of kakai bricks and strong lime-
mogtar with ' wooden  (Deodar) axles and
spokes. The core is filled with mud and
sand. This well-foundation is a lypical
feature of Mughal architecture, used almost
invariahly in all buildings constructed on the
river bank, e.g, at Rambagh, Chini-ka-
Rauza, the tomb of Ttmad-ud-Daulih and
others. The greatest sdvantage of this ex-
pedient on the external side is that it faces
and néutralises the thrust of water before
the latter can do any harm to the building;
it counmeracts the thrust almost like a living
organ as it remains afloal maet, even when
it i dislodped at its base. Overlaid with
mud and sand which the fiver deposited
every year these wells provided an invinci-
ble shield to the building,

The Mughal architect aimed at giving the
maximum strength and stability to the tomb
and worked ouwt the minutest Jetails with
utmost precision. He was fully conssious
of the magnitude of the great luteral thrusts
and intensities of pressure of the tmge
weight of this great mass of masonry cen-
tred round the tomb measuring 997 feet
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(307 .49 mur:&)\hmg, 373 feet (113,69 me-
tres) broad and™285 feet (86.87 metres)
high.. It is bnnﬂdt:rum to note that only the
dome at its springing weighs 12,000
(12192.56 melde tons) tons]™¥ The walls
of the cenotaph hall carry a heavy load at
7.9 tons (8.02 metric tons) per sq. fool,
almost twice the safe limit of 4 tons (4.06
mefric tons) of the strongest constrocGon
of modern: architecture!*®  The architect of
the Tuj might not Bave calculsted the
weight so accurately as he was not a theore-
tician. But as a practical expert in his ant
he had all these details in constant view und
uniformly distributed the load  throughout
according to the principle which is known
s the 'Cone of Incidence” in modern archi-
teclure, The load ke not allowed o con-
centrale ut any one point or to rest unevenly.
Extrsordinarily mussive piers and  vaulis
were constructed to support this heavy load
and fo pass it down safely to the solid pile
foundations; An efficient system of headers
and stretchers, reinforeed with fron clamps,
was resorted 1o, to withstand the bursting
l:ﬂmtafl_h: heavy lowd. With the very
best quality of the bonding mwmterial the
architect successfully combated the disrup-
of the arcuste system has been muade fo
span the spaces in conformity with the plan
of the sepulchre, while ull the time the ses-
thetic comsiderations were kept constantly
in mind.

It is not known how in spite of all these
precautions angd care, danperous cracks and
feakages developed in the substructure just
four years after its completion. Aurngzeh
in his letter to Shah Jehan in A.D, 1652
mentions these cracks which be noticed in
the seven arched underground  vaults 16
Some defects were discovered nbout the

159, Fiol Report of the. Mmtﬂmhmuu
the Reésiorptiom and Coniervation of the Taj
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same time in the dome. Though thorough
répairs were undertaken, the nnture of the
cracks could not be discovered.

Captain Joseph Taylor conducted repairs
on the Tsj next between AD. 18I0 and
1814.'2 The cracks were again noticed to
have developed (o dungerous proportions
and the antention of the Government wis
drawn to the fact. J. W. Alexander, Exe-
cutive Engineer, P.W.D. Agma Provincial
Division, was consequently assigned in A.D
1874 to carry out the necessary ropairs,
Cracks however bgain deweloped and in
pursuance of the comments in the Hindu-
stam Times of Tth and 11th November 1937,
Sir Zimoddin Ahmed took up the matter in
the Assembly. An Advisory Committee on
the restoration anmd conservation of the
Taj Mahal was consequently set up. An
exhaugtive survey of the  monument with
particular reference to the damuge was un-
dertaken. A keea sttempt was made 10
assess the amount of danger which the
building was faced with, und the pature of
the cracks. Permunent bench-marks were
‘engraved on 104 points to facilitate recheck-
ing of the levels every year os was finally
recommended. | Extensive repairs followed.

Some very important facts resulted from
this survey. It was discoversd thal the
plinth of the mausoleum on the northem or
the riverside is lower than on the south by
1 1-11/25% (about 3.5 cms), The slope was
recorded to be gmdoal and symmetrical.
No cracks in the exterior wall were then
noticed. Hence, uny subsidence was ruled
out by the experts who explained the dif-
ference in the plinth level as cither having
been made purposely or due to the inscco-
racy of construction.'®?

Such an insccuracy of construction is in-

162, Major Willism Thorn, of, Memolr of the
War in India (L 1818} 2009,
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conetlvable at the hands of the Indian
rzason who worked in accordance with well-
tricd ‘and perfectly evolved ancient archi-
lectural canons.  His extremely simple lools,
the sutra-astakam, could ensure most scien-
tific construction brought  about  with
greatest precision, Any defect on  the
horizontal or the vertical line is not met
with elsewhere in lus creations. A differ-
eace of level 1o the extent of more than an
inch could never hive escaped his notice,
He prepared pavements ol such a large span
with the help of a water-level which elimi-
nates possibility of any such defect on the
horzontal axis, There seems to be no par-
pose in providing a slope to the piinth
northwards either. Gargoyles were provid-
ed on all the four sides of the plinth which
shows that the rain water was intended lo
be thrown off on all sides evenly. The
cracks were not perceived on the exterior
wall. But they were definitely present on
the second storey vaults of the marble
structure - and, on a much lorger scule, in
the underground vaults below the northemn
side. ‘The long serics of these cracks in
the underground vaults may be due to the
crushing of the lime on account of the ex-
cessive weight, or a2 seems more probable,
this may be due to the sinking of the whole
structure townrds the riverside. Such a
sinking would shift the load out of balance
slowly and gradually and the unequal setile-
ment would crack the weak points, parti-
cularly the soffits of the vaults and arches,
which s actually happeaing in the under-
ground chambers.

The report included another hair-raising
discovery, i.¢,, the minarets were found out
of plumb. The displacement of the central
oxds glong its elevation, |, the differences
between the centres of their bases und tops
were recorded in ALD, 1940 as follows:
South-exst minaret — 4.5 (11,25 cms,)
Norih-east minacet — 1.9 ( 4.7% cow.)

Morth-west piinwret — 1.4° { 3.6 cma)
Southewes! miliarct — 8.%" (21,29 coms )"

164, Ibid, p. 5
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The eccentricity was not then found o be
of dangerous proportions, though a constant
vigilance, including an annual rechecking,
was recommended.

It might have been assumed in A.D, 1940
that the architect taking into account the
cifect of the wind pressure which was ap-
prehended most on the minarets, deliberate-
' ly inclined them, each according to its dircc-

tional position. But the data collected after
aboul twenty-five years disproved the hypo-
| thesis, as (he inclination has increased as

The Immortal Taj Mahal

the foundations. It is not due to some leak-
sge of water into the foundations; nor is it
due to the shock of some wunderground
movement. In both these cases the cracks
would have travelled continuously [rom one
storey to another; they would not have been
localised abundantly in the sublérrancan
vaults and next in the second storey, Maore-
over, the plinth and the minarets would not
have inclined, had the damage been of any
such mature, It is, it appears, on account
of the sinking of the whole massive edifice

follows ;165 towards the riverside, A structure which
theas Displacement Diirestion ol i : Helght e
nclinat from the
b baie J {frmlhnm:lmng n:]rl:h} i
(o e South-cmt minaret — 5.0° 146 132.21 I‘m
i il (13 cma.) gjbm.ltlﬂ +23 metres)
m1ie North-east minaret —_ 2.0 14*
aplesti=h = {5 ama.) snhmll 39,93 metres)
N - “u. | North-west minaret - ¢ . 2577 {3&&:41‘;«13%
[
Moag (s - 8.6 233 132,14 feet
I.'“'h*"i* (1. !ﬂl:ll!.] fl.'bd'lﬂ.‘ﬂ HMMI}

A o '“-']I can mow easily be deduced that the dis-
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placement is of greater magnitude and con-
"'“_::;n sequently more dangerous in case of the
warfinn iy minarets on the southern side; they are at

the same time a little taller than those on
the north; it has yet to be calculated when
the resultant thrust woold go off centre. It
is however increasing at the rate of 0.5"
: (1.25 cms.) in the S.E. and 0.1 (0.25
cms.) per twenty-five years in the remaining
three minarets. The S.W. minaret is in the
most dangerous condition,

This increasing inclination of the mina-
rets is alarming. The slope towards the
northern side adds to the apprehension. The
cracks have developed to a dangerous mag-
nitude in the second storey, mainly on the
apex of the vaults and ceilings, in the un-
derground chambers and also in and around
the base of the massive piers near the mar-
ble plinth of the main tomb. Here the

stands at the end of a stylobate just on the
edge of water has 2 natural tendency to
move towards the more open side, the higher
edge always acting as a strong  buttress,
thrusting it in the opposite direction. There
is no doubt that the builders of the Taj
were conscious of this danger, That is why
they bonded the whole mass together, with
the very best materials, into a compact
body. It however began with the displace-
ment of scil beneath the loundationy on the
riverside. It is the whole mass, and not a
part of it, that is very gradually sinking.
This is what can justifiably be concluded
from the available data,

Will this grand majestic memorial be left
to its fate to crumble down and vanish into
the cruel waters of the Jamuna?

Will deceitful Nature be allowed 10 play
so ruthlessly with the Taj?

Will the architect of the Taj Mahal have
to pay such a high price for selecting the
site 80 near the river? Posterity will never
forgive us if we fail to preserve it and to
pass it down to coming generations as il
has been passed down to us!



A Trituee to Itz Art

A TRIBUTE TO ITS ART

Gurudeva ' Rabindranath Tagore earnest-
ly desired: ‘Only let this one tear-drop,
this Taj Mahal glisten spotlessly bright on
the cheek of Time for ever and ever.''®
Tagore analysed the personal character of
the Taj better than anybody else could do—
‘0 King, you sought to charm Time with
the magic of beauty and weave a garland
that would bind formless death with death-
tess form!—despite all this, the courier of
your love, untamished by time, unwearied,
unmoved by the rise and fall of empires,
unconcerned with the ebb and flow of life
and death, carries the ageless message of
your love from age to age! .... The mau-
soleum stands still and unmoving in its
place, here on the dusty carth, it keeps
death tenderly covered in the shroud of
memory! . ..."

The Taj is oot merely a potential foreign
exchange earner, it is something more than
that. It is an important part of our cul-
tural heritage. It is a wonderful work of
art, more than of architecture, ‘It is the
most graceful and the most impressive of
the sepulchres of the world,” as Fergusson
dmgnu!ed it. Major Archer had a similar
opinion, ‘... most gorgeous and magnificent
mal.lsﬂl:um under the heavens. Those who
have admired all that remains of Grecian
or Roman arl have not seen anything by
which a comparison could be instituted or
a resemblonce conveyed, Composed of
white marble and inlaid with various co-
Joured stones highly polished it has the
freshpess of yesterday's erection.’

It is a ‘dream in marble” as W, H, Russell
culled it. He wrote, ‘It is a thought, an
idea—a conception of tendemess—a sigh of
cternal devotion and heroic love. .. .well
was it said to me by one who loves not
Indin or her races—"II the people of this
Tand really built the Taj, the sooner we Eng-

lish leave the country the better. We have:

166, ‘Ek bindu uﬂym nrrr i hll'lr kapalmls
sublira samfjol Hfu
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no business io. live here and claim to be
their masters,” * Can there be a better tri-
bule to the Taj, and the heritage it enshrines,
than this?

Percy Brown defined it as a ‘materialised
vision of Joveliness” which marks the per-
fect moment in the evolution: of Mughal
architecture. It is 1the most beautiful crea-
tion that could be conceived by buman
hand. ‘So pure, so gloriously perfect did
it appear that 1 almost feared to approach
it lest the charm should be broken,” Bayard
Tuylor commented feclingly.

The Taj is a poem in marble. It is a
poem full of grief which Shah Jehan per-
sonified in stone, That is what Tagore ob-
served. Sir Edwin Amold similarly com-
posed:

*Not Architecture! as all others are

But the proud passion of an Emperor's

love

Wrought inlo living stone, which gleams

and soars

With body of beauty, shining soul and

thought as when some face

Divinely fair unveils before our eyes

Some woman beautiful unspeakably—

And the blood quickens and the spirit

leaps

And the will to be worship bends the half

yiclded kopees

While breath forgets to breathe.

S0 is the Tajl'

THE ‘FEMININITY' OF THE TAJ

The beasuty of the Taj is unmistakably
feminine, E. B, Huvell commented that the
Taj is ‘an apotheosis of Indian woman-
bood..., If they [the builders of the Taj]
could not carve her statue they [erected a]
umque architectonic symbol of her loveli-
ness. The Taj grew up under their hands
a living thing with all the sesthetic attn-
butes of perfect womanhood; [it is] more
subtle, romantic and tender in its besuty
than any other building of its kind. ... [the
marble surface has been] sometimes deli-
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cately carved in low relief, sometimes in-
laid with all manner of precious stones as
if to stimulate a matchless loom-embroider-
ed sar.”

On another occasion he explained the
point emphatically: "The Mughal artists be-
ing prevented by the precepts of Islam from
attempting sculpiure suceeeded in investing
their great architectural monuments with an
extraordinary personal character. There is
a wonderful personality in the dignity and
greatness of Akbar’s tomb; we see the scho-
lar and the polished courtier in Itmad-ud-
Daulali's, But the Taj carries this idea of
personality further than had been attempted
in any of the Mughal monuments; it re-
presents in art the highest development to-
wards  individualism...what were the
thoughts of the designers and of Shah Jehan
himself when they resolved 1o raise a monu-
ment of eternal love to crown the Palace—
Taj Mahal? Surely not only of a mauso-
leum—a sepulchre fashioned after ordinary
architectural canons, but of an architecto-
nic ideal, symbaolical of her womanly grace
and beauty. Those critics who have object-
ed 1o the effeminncy of its architecture un-
consciously pay the highest tnbute to the
genius of the builders. The Tsj was meant
to be feminine. The whole conception and
every line and detail of it express the in-
tention of the designers. It is Mumtaz
Mahal hersell radiant in her youthful beauty
who still lingers on the banks of the shin-
ing Jamuna at early momn, in the glowing
midday sun or in the silver moonlight. Or
rather we should say, it conveys a most
abstract thought; it is India’s noble tribute
to the grace of Indian womanhood.'

Percy Brown thought along identical
terms: ‘It is from such positions that the
character of feminity with which this monu-
ment has been accredited becomes appa-
rent, & quality presumed to be intentional
as a tribute to the sex of the royal per-

The Immortal Taj Mahal

sonage it enshrines. This impression has
been evoked by several particulars among
which are the plastic delicacy and soft
moulding of its contours, the superfine
treatment of its decoration and the chaste
texture and subtle colourmg of its material
which combined with the gracious and poet-
ical nature of the building as a whole all
tend to imply a humanity which can only
be feminine.'

The Taj Mahal is as much pant of Indian
art and architecture as are the Sarnath Pillar
and Capital, the Stupa of Sanchi, the tem-
ples of Deogarh, the Ajanta Caves, the tem-
ples of Khajuraho, the Man Mandir ut
Gwalior, the Gobind Deva Temple of Vrin-
daban, and other great monuments scatter-
ed throughout India. The unbroken art
traditions of the country produced the tem-
ples of Khajuraho in one art epoch, the
tomb of Sher Shah in another, and the Taj
Mahal, in still an other.

That Shah Jehan accorded a patronage
to these traditions, that he financed the pro-
jects and employed a certain amount of ini-
tistive is something which can hardly be
denied.  The Mughals, with their liberal
outlook, and more than that, with a pro-
verbial love of the beantiful, revitalised the
art traditions of the country; they introduc-
ed a new vigour into them. They gave the
Indian art a new direction which ultimately
brought it to such a magnificent and splend-
ed apex as to evoke the wonder and appre-
ciation of all ages.

The Taj is an important part of our cul-
tural heritage. It is not a monument of
Islam based on Byzantine, Arabic or Persian
uesthetic norms; it is produced in svecord-
ance with our ancient Vastu-canons. Ex-
cept for the newness of combinations there
is nothing new at the Taj Mahal. It is the
representation—the  reorientation—of  well
tried architectural values which has brought
about its incarnation.



A. The Mughal Tomb
and Buddhist Stupa

IT 15 A curious parallel of history that the
Mughal tomb developed on the same lines
on which the Buddhist stupa had grown.
Though the evolution of the two essentially
different constructions cannot be intercon-
necled, the two can adequately be compar-
ed as having many points of similarity,

(1) The stupa was originally a funerary
structure and later housed the relics of the
Buddha or important Buddhist monks, The
Mughal tomb was also funereal and con-
tained the remains of kings and nobles.

(2) The stupa was a religious symbol
and was in worship before the image came
into vogue, Its religious sanctity remained
undiminished cven after that. The tomb
often has a mosque attached to it which
gave it an equally religious character.

(3) The stupa is generally spherical and
with its receding tiers it has @ pyramidal
effect, ‘The tomb also has a spherical dome
and with its receding storeys has an iden-
tical pyramidal effect. Both have a soaring
height though the symbolism of the former
has npot been kept in view in the latter. The
stupa has crowning clements in which cul-
minated the whole being of the hemisphere.
The dome also has the crowning features,
which are essentially identical.

(4) The stupa hus u railing round it with
gatoways at the four cardinal points. The
Mughal tomb also has a walled enclosure
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and four gateways on the four sides, the
miin gatewsy being more monumental than
the others. This gateway is often a grand
two-storeyed structure, complete in itself
and generally having a central octagonal
hall and subsidiary chambers suitably dis-
posed around it. This was a great inno-
vation which impressively introduced the
building to the visitor,

{5) The stupa has a circumambulatory
( pradakshina-path), The tomb also has'a
rotating verandah or an arrangement of
passages and rooms round the central mor-
tuary hall.

{6) The stupa provided surfaces for the
display of art, chiefly sculpturesque decor.
The Mughal tomb was also profusely orna-
mented and had all forms of decoration on
the exterior as well as in the interior. The
decorator worked side by side with the archi-
tect and, as in the former case, played @
significantly important part in the planning
of the Mughal tomb, much of the grace and
charm ol which is altributable to his gen-
ius. The white marble has been used
here to relieve the monotony of the red
sendstone surfaces. The blending of the
two types of stones, in inlay as well as in
mosaic, successfully presented a varied and
pleasant effect. Islamic lorms of mural
painting and stucco designs have also been
employed.



B. An Introduction to the
Inscriptions of the Taj Mahal

Tt mscripTions at the Taj Mahal have
been very judiciously selected and artisti-
cally inscribed over the main gateway, in
the Mosque and the Tomb proper, in
panels around the arched portals, alcoves
and the niches, They are chielly wverses
from the Quran. South Gateway which is
the miin entrance has, along its front and
sides, the whole chapter ‘Walfazr' (The
Daybreak) (Sura-89, containing 30 verses).!
chapter “Wad-duha' (The Glorious Mom-
ing Light) (Sura-93, containing 11 verses)?
chapter ‘Wat-tin® (The Fig) (Sura-95, con-
tnining 8 verses), and chapter ‘Alam-
nashreh’ (Have We Not Opened) (Sura-
94, containing 8 verses).!

Fifteen verses of Sura-91, entitled *Wash-
Shams’ (The Sun)® and 4 of Sura-112 en-
titled ‘Sura Ikhlas" (The Declaration of
God's Unity)® have been inscribed inside
the Mosque of the Taj Mahal. Particularly
noticeable are the verses from Sora-112
which speak that God is one and the only
One; He k= Eternal and Absolute. He is
the Supreme Reality. All are dependent
upon Him. He is unique; there is nubady

I. Cf, The Koran,
Abdullnh Thr H'n! mn, ‘Vu'l
11 H.uhwt 193!
Sale. p. 492 1‘?50-53

- Sale, p, 4sra+ Abdul'lnh, P 1754-56,
Sale, p. 491; Abdullah, m 174144,
Sale, p. 504; Abdullsh, pp, I8056,
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like him and he resembles none. These
verses profess the Unity of Being. That
such highly philosophical verses have been
inscribed in this monument is a point of
special significance.

The portals (iwans) ol the main tomb are
adorned with the text of Sura-36 entitled
“Ya-Sin' (comtaining 83 verses).” Arched
niches inside the portals have verses from
Sura-81. enfitled ‘Izash-Shamso Kuvvirat’
{The Folding Up).* Sura-82 entitled ‘Izas-
Samaun Fatarat' (The Cleaving in Sunder),”
Sura-84  entitled ‘lz-as-Samaun Shagqot’'
(The Rending in Sunder)™ and Sura-98
entitled "Lam-Yakonil Lazing Kafaroo® (The
Evidence). !

Verses from Sura-67 entitled ‘Mulk®
(Dominion),” Sura-48 entitled ‘Fath® (Vic-
tory),”* Sura-77 entitled ‘Mursalat® (Those
Sent Forth)™ and Sura-39 entitled ‘Zumar'
{The Crowds)** have also been inscribed in
the mortuary hall around the frieze and
also around the arched niches. Particularly
remarkable are the verses from chap-
ter 67, e.g., tabarakal lazi be yadihil muiko

. Sale, pp. 36165, Abdullnh, 116888,
. Sale, pp 480-81: Abdullah, b 169297,
. Sale, p. 482; Abdullak, pp. 1698-1701

. Sale, P, 484) Abdu‘:‘lﬂt,m 170812,

. Sale, pp. 495-96; -
. Sale, pp, 458:59; Abdullah, pp. Iﬂﬂi’l
. Sale, pp. 41317; Abdullah, pp 13821401,
- Sale, pp, 476-77: Abdullah, pp. 166270,

. Sale, pp 37783 Abdullsh, pp 123539,
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wa huwa ala kulli sharin Qadir (Blessed be
He in whose hand is the Kingdom, for He
is Almighty). We hawve the same chapter
inscribed in the vestibule of Akbar’s Tomb
at Sikandara and, as seems probable, Shah
Jehan respectfully followed his august grand-
father’s rare choice of these Quranic verses
i their selection for his own mortuary hall.

It may be moted that in Akbar’s tomb at
Sikandara, the inscriptions are mostly in
Persian, being verses from Persian poetry.
Some are in praise of Akbar; others have
been composed in accordance with the
Imperialistic policy of the Emperor or depict
his philosophical views towards life and reli-
gion. The Quranic verses are there only in
the vestibule leading to the mormary cham-
ber. These are thirty wverses of chap-
ter 67, last three verses of chapler 37 and
verse 56 of chapter 33, numbering thirty-four
in all. At the Taj Mahal, on the other
hand, the inscriptions are mostly Quranic
tically inlaid in between beautiful stylized
floral patterns on the tombstones and the
cenotaphs in the lower and the upper hall
respectively.  They are epitaphs; two of the
upper hall may be guoted:

(1) Epitaph on the south side of Shah
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Jehan's cenotaph (Upper Hall)—Margad
mutahar aali Hazrat Firdaus Ashiyani
Sahib-giran saani Shah Jehan Badshah
taab surah sanh 1076 Hijri.

[The sacred sepulchre of His Most Exalt-
ed Majesty, dweller of Paradise, the Second
Lord of Constellation, the King Shah Jehan,
may his mausoleum ever fiourish, 1076 Hijri
A.D. 1666).

(2) Epitaph on the south side of
Mumtaz’s cenotaph (Upper Hall)—Margad
munavvar Arjumand Banu Begum mukhatib
bahi Mumtaz Mahal taufival fee sanh 1040
Hijri

(Here lies Arjumand Bano Begum called
Mumtaz Mahal who died in 1040 Him
A.D. 1630).

The tombstones and the cenotaphs also
bear a few verses from chaplers 41, 40, 83,
2,59, 39, 3and 23. They have very carcfully
been selected for the place and depict the
realities of life and death in one way or the
other. There are such philosophical refe-
rences as the one inscribed on the cenotaph
of Mumtaz Mahal above the epitaph No. 2
(quoted above). .5,

Al mugrebun innalazee qaalu rabbanallah

(These who say Allah is our God. shalt
approach near unto the Divine presence).



C. A List of Some Artists with Their Native
Places, Specialization and Monthly Salary,

Employed at the Taj Mahal

Muhsmmad Hanif Agra
Sattar Khan Turkey
Amanat Khan Shiraz
Kadir Zaman Khan Arabia
Chiranjilal Delhi
Baldeodas Multan
Abdul GhalTar Mulian
Wahab Khan Persia
lsmail Afandi Turkey
Muhammad Khan Baghdad
Raushan Khan Syria

NOTE: The name of Muhummad Isa
Afandi has sometimes been suggested as the
chicf architect of the Taj Mahal. The con-
temporary records do not make any such
mention and the idea seems to have been
@ later innovation, As a matter of fact, the
Indian artist is anonymous, We do not
meet with the names of the painters, sculp-
tors and architects of Ajanta or Ellora. The
master-artists of the Khajuraho sculptures
are gimilarly unknown to us. ‘Then, we do
not know the names of the builders of the
tomb of Akbar or of Itmad-ud-Danlah at
Agra. Islamic tradition, on the other hand,
is more in favour of recording history with
the necessary details. The Islamic artist was
particular in leaving a record of his name and
place with the date, For example, the calli-
grapher at the tomb of Akbar did not forget
to inscribe the words— Abdul Haqq, son of

Supervisor of Musony Re. 1000/-
Calligrapher 1000~
Calligrapher 1000, -
Calligrapher 800/~
Sculplor & Mosaicisi E0D/-
Sculptor 690/
Calligrapher 600,
Calligraphes £00,-
Dome-builder 500-
Calligrapher 200/
Calligrapher 400/-

Qasim Shirazi in 1021 A.H" Amanat Khan
Shirazi, likewise, inscribed his name on the
main gateway of the Taj Mahal. 'We can,
therefore, safely surmise that if the pames
of the chiel builders of the Taj Mahal are
not known to us they would surely be indi-
genous artists who, in faithful adherence w0
their tradition, did not consider it necessary
to leave a record of their mortal being and,
true to their artistic conviction, preferred to
Femain Anonymous.

However, we find that the Muslim
chroniclers have maintained a record of
some Hindu sculptors and inlayers who were
employed at the Taj. It 15 not known why
they have, then, failed 1o record the names
of the chief builders which, unless they were
specifically barred, they could have done!
The two views are yet to be reconciled.



D. A List of some Inlayers (Pachchikars) with
Places of Their Residence and Monthly
Salary, Employed at the Taj Mahal

Munnoolsl Lahore Rs. 680/ Manohardus Multan Rs. 293/-
Jamnadas Delhi 680/~ Madhoram Lahors 273/-
| Basharatali Delhi 632/= Chintamani Multan 233
Bhagwandas Multan 630/- Banuidhar Multen 244)-
Chhotelal Multan 600/ Hiraman Multan 234¢-
Jhoaemrlal Multan 600/ Manohamingh Lahore 200/~
Sheajilal Multan 342/ Mohantal Kannau) 200/

- ﬁﬂl Hmsan (ms, emtitled “TajMahal' in possession of Agra College, Agra, I, 13) and

ugh Em.i 'TS-M:h:l‘ ji'n possession of (he Department of tﬁ.‘trchmu]ﬂ'g, Northem

Zone, Agra, [ 12-33) unanimously maintain this list; Molmeddin—The Ta] amd [
Environmenty’ {Agra, 1924), pp. 11718,
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E. A List of Rare, Semi-precious and Precious
Stones Used for Inlay in the Taj Mahal

| Abri (Bloodstone)

2 Ajuba (Wonderstone)
3 Agiq (Cornelian)

4 Billor (Crystal)

5 Dhanus-i-farang (Malachite)
6 Firoes (Turquoise)

7 Ghoo*

& Hira (Diamond)

9 Khattu (Agate)

10 Lajward (Lapis Lazuli)
Il Magnatis (Loadstone)
12 Moonga (Coral)

13 Moti (Pearl)

14 Neeclam (Sapphire)

15 Pai-Zahar (7)

16 Pitunia (Jade)

17 Pukhraj (Topaz)

18 Reg (Glasstone)

19 Sankh {Conch-shell)
20 Secp (Mother-of-pearl)
21  Sulaimani (Onyx)

22 Surkh (Redstone)

23 Tamra (Guaroet)

24 Tilai (Goldenstone)
25 Yamani (a Cornelian)

* A kind of porceliin which breaks the moment
poison I8 put Into iL

26 Yaqut (Ruby)
27 Yashab (Jasper)
28 Zamurrad (Emerald)

NOTE; These stones have different values
and different aesthetic impressions according
to the transparency of light Of grealer
importance than these two aspects was their
relationship with the signs of the Zodiac,
The Mughals firmly believed that the pre-
cious and semi-precious stones have different
effects on the fortunes of different persons
and places; they are accordingly auspicious
or inauspicious, This has precisely been
calculated and strictly adhered to in the
ormamentation of the Taj Mahal: hence the
predominance of one or the other stone on
u particulor feature of its architecture.

It haz to be observed, however, that this
aspect of Mughal art, like the study of
the mason-marks, has yet to be taken in
hand and thoroughly investigated with a
view to get an insight into the beliefs and
disbeliefs of the medieval people; it would
be as interesting as historically useful to
discriminate between science and super-
stition.



—

F. Save the Taj : It Sinks

ATTENTION of the Government was drawn
to the gradunl sinking of the Taj Mahal into
the Jamuna in my article entitled *The Taj
in Danger’ published in the Sunday Standsard
of Aprl 7. 1968. Though the concerned
authorities promptly came to Agra, their
approach to the problem was hardly con-
structive. It Is a matter more to be surpris-
ed of, than to be regretted, that, while many
inquiries were posed, no attempt was made
to ascertain the accuracy of the data 1 have
given in my article, or, if it was correct, 1o
examine the logic of the interpretation which
had been derived therefrom. It was declar-
ed, subsequently, in the Hindustan Times of
May 27, 1968 that the cracks are age-old
and no new one has developed and that
*There is no reason for any alarm.’
Obviously, undue credence was attached to
the glass tell-tales without examining the
ever enlarging cracks and without going into
the details of these tell-tales which are
hardly competent 1o tell any tale after Inde-
pendence. The hollowness of the much pro-
fessed vigilance of the concerned anthorities
was recently exposed when a turret of the
Jomi Musjid of Agra collapsed and fell
down in the busy bumre below, creating
great damage and destruction. Though it
was in need of repairs for years together,
no attention whatsoever had been paid to
it! *The reason for alarm,’ viz., the growth
of vegelation chiefly peepal and accumuls-
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tion of rain-water, though it was constantly
there, had never been admitted!

There is no doubt that the cracks in the
Taj were first noticed in 1652; 1 had myself
given a briel history of those cracks and
their repairs upto 1940 in my arficle referred
1o above. However, the crucks are only a
minor result of the sub-soil displacement
and the damage to which the structure is
consequently subjected. Of greater im-
portance are the two aspects: the inclina-
tion of the marble plinth towards the river-
side by more than an inch and the inclina-
tion of the minarets, one of which has gone
as much as 876" (21.50 cms.) out of plumb!
Unfortunately no allusion to these, whatso-
ever, has been madé in the above referred
declaration of the authorities. 1 cannot help
feeling that the colossal amount of respon-
sibility which is involved in this vitally im-
portant problem hardly justifies the brushing
aside of the issue so lightly. Can we hazard
to stand aside, looking smilingly into another
direction and wait till the Taj crumbles down
like' the turret of the Jami Masjid at Agra?

That the monument has been subjected to
alarming damage, ¢.g., the cracks, the inclina-
tion of the plinth and an undeninbly dan-
gerous inclination of the minarets, proves
that something hos gone seriously nnd extra-
ordinarly wrong with the foundations. Tt
is not due to some leakage of water into the
foundations; nor is it due to shock of some
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underground movement. In both these cases
the cracks would have travelled continuously
from one storey to another; they would not
have been localised abundantly in the sub-
terranean vaults and next in the second
storey, Moreover, the plinth and the
minarets would not have inclined, had the
domage been of any such pature. As it
seems, it is on account of the sinking of the
whole massive edifice towards the riverside.
It may be reiterated that a structure which
sltands at the end of a stylobate just on the
edge of water has a natural tendency to
move towards the opener side. the higher
edge always acting as a strong buttress.
thrusting it in the opposite direction. There
is no doubt that the architects of the Taj
were conscious of this danger, That is why
they bonded the whole mass together with
the very best material into a compact body.
It, however, began with the displacement of
the soil beneath the foundations on the river-
side. It is the whole mass—and not a part
of it—that is very gradually sinking.

That is what can justifiably be concluded
from the available data. It is inconceivable
that the builders of the Taj deliberately gave
an inclination in the horizontal axis of the
marble plinth. Each of the four sides of
the marble plinth around the mausoleum has
its own gargoyles for the discharge of rain-
water; thus there is slope respectively on
each side and not on the riverside alone.
This disproves the theory that the architect
inclined the plinth deliberately. That the
inclination is on the horizontal nxis of the
plinth is a sufficient proof that it is inclining
towards the river as a whole.

The inclination of the minsrets may be

The Immortal Taj Mahal

placement of the central axis along its eleva-
tion in each case however differs. The
nature of this difference has yet to be ascer-
tained. The inclination of the minarets is
increasing in each cnse as shown in Table
below,

The glass tell-tales may not tell any tale,
but the story which is revealed by the in-
creasing inclination of the minarets can
scarcely be ignored. Tt proves beyond
doubt that the destruction, for whatever
reason it has set in, i not static but is in
process. It might have brooght out other
effects on the monument which have yet to
be surveyed and scrutinized. For example,
we have still o ascertain if the central mar-
ble structure has also gone out of plumb,
and, if so, in what particular direction. We
have to examine if the inclination of the
plinth has also increased. Last of all, we
may open out the sealed passages benecath
the mausoleum and get access to a tradi-
tionally claimed crypt containing the third
set of real graves; we may then ascertain
if they were closed down in 1652 by Aurang-
zib to give additional strength to the base
which supported such a huge load above,
or with some other secret purpose in view.
The floor of the closed-down passages and
chambers conceals & substantial clue.
This has to be opened and examined. There
is much to be done in the interest of this
grand mausoleum. A mere assertion that
There is no reason for any alarm will only
lead us to play an ostrich who after getting
tired of the pursuing beast hides its head
into the sand and assures itself—"Now it is
all right® Only a realistic approach to the
problem will help us 1o save the monument

on account of the same reason. The dis- from the impending catastrophe.
Inclination Inclination nerease
Minaret in 1940 in 1965 " ;,wi:
SE 4.5 (11.48 ema.) 5.0° {12. 70 cma.) 0.5 (1.22 con,)
NE 1.9 { 882 crm) 2.0 { 508 ema) 0.17 (D.26 ¢ms.)
NW 1.4 ( 3.68 ema) 1.5 € 3.81cm.) 0.1 o )
SW B.5° (21.59 cms) B.6% [21.65 cm) 0t )




ABUTMENT
ArsLes

ALOOVE
AMALAKA

ANIMATION
Apse

ARABESQUE

ARCHITECTONIC

Glossary

That portion of a pier or wall which sustains an arch; solid
masonry which resists the lateral pressure of an arch.
Wings; portions of a mosque on the sides of the nave; lateral
divisions parallel with the nave; the division between nave and
aisles is usually by piers und colummns often carrying arches,
A vaulted recess; & sunk arch or niche with adequate depth
generally having a semi-soffit.
Crown of the sikhara of Nagara temple; it has cogged rim,
with ribs of o ring shape; it is crowned by the kalasa-finial.
Depiction of living beings: birds, beasts or human beings.
The circular or multangular termination of a sanctuary usually
semi-circular in plan but occasionally polygonal,
Surface decoration, light and fanciful in character, much used
by Arubian artists in elaborate continuations and repetitions of
curved lines; ied also to the combinations of flowing lines
interwoven with delicate conventional folinge.
A range of arches supported on piers or columns (attached 1o
or detached from the wall) mrr}-inplfga roof, wall, entablature
or other superstructure.
An arc of u curve; a structure of wedge-shaped blocks over an
opening so disposed as to hold together when supported only
from the sides, the load vertically; a self-supporti
stmctmumu:;ompospd of bl'li‘-kl‘.;li or wmcks [vmmn}rsﬁ
capable of carrying a superimposed over an opening: the
voussoirs are usually wedge-shaped to prevent slipping but in
rough work are occasionally rectangular, the joints between
them increasing in width from the underside upwards; the princi-
pal :‘)J:m of arch are (a) semi-circular, (b) segmental,
(¢) stilted, (d) Tudor, (¢) horse-shoe, (f) lancet (pointed),
(g) equilateral (pointed), (h) three-centred, (i) four—centred
(j) eliiptical, (k) cusped (engrailed), (1) ogee. Principal parts
of an arch are abutment, %ﬂll, crown, rise, extrados, impost,
intrados, keystone, span, spandrel, spring, springer and voussoirs.
E;:bdﬂl:dhuq:h lhmﬂrlugh ti::mm m:;n h;mtc shape is built on tra.
& orizontal system no VOUssSOirs. ancient
Hindus largely used J!t!mim'. arch. R
A lerm jmplying that a building shows a knowledeoe of
architectural principles on the pm;utg of its designer. =
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ARCHITECTURE

ARCHITRAVE

ARCHIVOLT

ARCUATED

ASHLAR

AZaN
Bavrony

BaLUSTER

BaoLi

Basg
BASEMESNT

Barres

BATTLEMENT

The Immortal Taj Mahal

(Latin “architecture’, Greek “architekton’); literally chief crafts-
man or master-builder, The science as well as an art of de-
signing buildings; architecture must fulfil three condi-
tions: (i) a building must be conveniently planned for its pur-
pose, (i) be soundly built of good material and (iii) must give
pleasure to the eye of a discriminating behalder (its aesthetic
gspect is probably the most important),

The beam or lowest division of the entablature which extends
from column to column; a4 moulded frame round a door or
window; the lﬂ\l’ﬂicl;f mﬂig:lbcr of the entlahiauuc mgl::l;gi directly
u the capitals suppeorting columns; a m ing sur-
h‘f‘l‘z:m nrp;mming a doorway or a window opening inside
or outside a bullding,

The mouldings on the face of an arch and following its con-
tours; a moulding curving round an arch,

A style of architecture in which the structure is supported on
arches and vaults; in contrast to ‘trabeated” architecture where
vertical posts and horizontal beams are used structurally
throughout; this style calls for the use of radiating arches and
the load thus rests vertically.

or squared stones in regular courses in contradisting-
tion fo rubble work.

Eight truditional tools of construction of the Hindus, includ-
ing cye, thread (sutra), plumb, trinngular scale, etc, These
1ools are extremely simple, yet ensure a most scientific construc-
tion,

(Arabic) the call to prayer for Muhammedans,

A platform projecting from the face of a building outside sup-
ported on brackets, generally protected by # railing and some-
times covered by a roof.

A pillar or column su ing a handrail or coping, a series of
such Mnghm:limﬂﬂ ustrade; row of vertical members sup-
porting a bhandrail or coping (forming an external pet)
constitutes a balustrade; IE? 1nterm=dlnry space is “lﬂ:uz; -
ed with julies.

ﬁ:ﬁmu: p traditional water-structure of Gujurat, Also call-
av,

The lower portion of any structure or architectural feature.

The lowest storey of 4 building: also applied to an underground
storey.

One of the series of projections from the main curtain wall
Ulf a fortress plaucdk a;#ut;'wﬁ in such a manner as to enable
the gamson to keep off the besicgers attacking the intervening
metciﬂm of wall; bastions are pentagonal, nemlgidmﬂar or tri-
anguiar,

A determined slope in the exterior wall: a torm applied to a
wall with an inclined face; the is cither to increase the
strength of the base s in retaining walls or to add to the
defensive strength of the wall,

A parapet having a series of indentations or embrasures, be-
tween which are raised portions known as merlons; archers
or musketeers could shoot through the embrasures between the
protecting merlons,




Glossary

Bays
Beasm
Brocking Coupse
Boss

BaACKET

Bursous
BuTiRESS

CALLIGRAPHY

CAPITAL

Carvo-InTaAGLID
CaArvO-RELIEVO
CAUSEWAYS
CEILING
CeENOTAPH

CENTERING

Crramics
CHAMIER
Cranar-Tag
Cran-Ban
CHEVRON

Cusnalia
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Compartments of the sanctuary or of cloisters each with four
pillars or piers and each with a roof of its own.

Any horizontal structural member of any malerial resting upon
two or more supports and subject to a transverse load.

A course of solid masonry built upon the top of a projecting
cornice and serving to neutralize any tendency of the comnice
to overturn the wall.

A projecting ornament at the intersection of the ribs of ceilings
whgthnr vaulted or flat, often delicately carved with foliage.

A projecting member to support a weight, penerally a beam or
chhajja; ‘it is triangular or serpentine and 15 richly ornamented
with scrolls or volutes,

A dome rising like a bulb, a high dome supported on a tall
cylindrical drim or base,

{To bear against): a mass of masonry built against a wall to
resist the pressure of an arch or vault.

(Hhnul-Khat), the art of writing or inscribing Arabic SCTipt;
used originally in paintings, then for architectural ornamenta-

(Latin ‘capur® = head): the crowning feature of a column; the
moulded or carved top of a column serving to concentrate the
superincumbent load on to the shaft of a column and often
treated with great richness of ormament; brackets spring from
the capital,

Incised or low relief; incised or low or deep undercutting; en-
graving; the incised technigue has also been applied 1o paint-
ing and stucco by the Mu;ah.

High relief.

Raised stone-paved paths connecting the main building with
subsidiary structures, often with water channels,

The covering of a room which may be flat, segmental, semi-
circular, grﬁm:d or vaulted.

(Greek, an empty tomb); a tombstone; a sepulchral monument
to a person buried elsewhere; a replica of the real grave.

A lemporary support erected to facilitate the construction of a

t;ﬁkorsmnenmhordnm:nndmnm&lwhmuwmm
set,

Perfectly baked and polished, or otherwise having finished
surfaces, tiles or other articles of clay,

(French ‘chanfrein’ = channel); a diagonal cutting off of an
arris formed by two surfaces meeting at an angle: an angle or
edge cut off disgonally.

A domed structure supported on four arches on the four sides.
Four-quartered garden having in the centre a tank or a struc-
ture.

A regular zig-zag pattern of straight lines gencrally disposed
horizontally on pilasters or turrets in Mughaﬁc buildings.

A projecting stone feature above the arches to protect from
4 Maractit=tal

rain or sun, generally slanting and broad: it is a ¢
feature of Mughal architecture; roughly eave or dripstone.



CHHATRI

CiNQUEFOIL
CLOISTERS
Corrers

COLON NADE
CoLumn

CONGREGATION
CoONVENTIONAL

Comwa

CORBELLING

Conice

CRESTING

Cuyer

Cures

Curora

Curvin Roow

Cuse
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A kiosk or a pavilion with four, six or cight pillars with &
cupola or pyramidal roof su;ug_oned un brackets and lintels: ht
was used by the Mughals for e ect on the superstructure; A Raj-
put funereal structure in the post-Mughal period.

(Five Leaves): in tracery an arrangement of five foils or apen-
ings terminating in cusps.

Dalans; three-sided verandah in a Mughal mosque; covered
walk or arcade usually around the sides of a quadrangle.

Sunk panels formed in ceilings, vaults and domes: sometime
they are given in the walls also,

A range of columms,

(Latin ‘columna’ = a post); a vertical support generally con-

sisting of base, circular shaft and spreading capi

Assembly of the faithful for prayers.

i s
nat nds t x a i isti-

cated form of a floral design, Y

The protective capping or covering of brick or stone on the

top of a wall; it usually projects slightly over the wall face

and has a throating or groove to prevent rain water from run-

ning down the wall face.

A beak like projection; a block of stone often elabomately
carved or moulded projecting from a wall, su ing the
beams of a mof, floor, vault or other feature: it is used tri-
angularly at the angles to span the space.

The system of spanning a space where each upper course, which
:upmmEm the lower one successively regularly projects for-
ward, ultimately reducing the span to cowmgk by a single
slab or block of stone.
The crowning or upper portion of the entablsture: also used
as the term for any crowning projection,
Awidtpamgiuahﬁjdlngmnmcﬁngmnmmwm
sets of rooms.

(Summit); a light repeated ornament incised or perforated
carried along the top of a wall or roof: the crowning orna-
mental feature of the parapet,

The highest point of & semi-circular arch or vault, correspond-
ing to the ‘apex” of a pointed arch.

(Greek “kryptos” = hidden); a space entirely or part under
4 building; tahkhana; the underground mami:u.qr cmlguz
Environmental factors contributory to the aesthetics of a build-

(Latin ‘cupa’ = cup); a spherical roof placed like an inverted
cup over a crcular, square or mul lar apartment; it is
gonerally crowned by lotus-petals and a fini in Mughal archi-

Aﬁwﬁﬁnrﬁmhlﬁ:rﬁd&@qwm%
curved co cury It imitates the bamboo
curved roof of a thatched hut. peetpet

(Latin ‘cuspis’ = a point); the point formed the inlemec-
thnufﬂ:fuéh:cmdiﬁdethepzthimnnaegnnlhﬂsm
are ormamenial.




Glossary

CyMa
Dapo
Desion

Diarin
Drwan-1-Anm
Diwan-1-Kitas

DoMmEe

DounLe-Dome

DrirsTonE

Daum

Eaves

Envaustic Panting
Encaustic Tiues

ENGAILED ARCH
ENTABLATURE

ExTasis

EQUILATERAL ARCH
Extranos
Facape

Finat,

Froman
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A moulding with an outling of two cantrary curves,

Lower portions of wall when decorated separately.

The architect’s graphical solution of a project or programme—
economically, structurally and aesthetically,

Any small pattern repeated continuously over the wall surface;
it consists of rows of flowers each Framed in & square,
Mughal Hall of Public Audience; ceremonial place for the
general assembly.

Mu Hall of Private Audience: place for conducting impor-
tmugsh;lm business of a confidential nature; Council House wE:rc
only the important grandees of the Empire were admitted.
(Talian ‘duomo’ = a cathedral, Latin ‘domus’ = a house): a
convex roof, of approximately hemispherical form, erected over
4 square, oclagonal or circular space in a buildi : cupala is
an almost synonymous term: for ideal visual effect a dome
needs to be steeper than # hemisphere externally, hence famous
domes are of double construction.

A dome which is hollow inside; it has wo Iavers, one which
is in the intérior and roofs the room below, the other or the
external surface proclaims the monument from afar,

The projecting moulding over the heads of doorways, windows
and ways to throw off min water; the Mughals used ex-
tremely slanting and broad features for this purpose which can
better be called chhajja.

The cylindrical lower part of a dome: base or the neck of the
dome; it may also be square or polygonal,
The lower part of 8 roof projecting beyond the face of the

wall,

A painting done with hot iron tools along with wax, resin or
lac as its base,

Tiles inlaid with decorative patterns in differently coloured
clays, afterwirds burnt in, used for architectural ornamentation,
An arch with multifoils along its curves,

The upper part of an order of architecture {signifying a parti-
culir column) comprising architrave, frieze and comnice sup-
ported by a colonnade: arrangement of three  horizontal
members: architrave, fricze and cornice above the supporting
columns,

A swelling or curving outwards along the outline of a column
shaft, designed to counterict the optical illusion which gives
a shaft bounded by straight lines the appearance of curving
inwards,

A pointed arch with jts radios equal 1o its span,

The outer curve of an arch.

The face or frontal elevation of o building: one full from
side facing the quadruple or any other open space.

(Latin 'finis" = end); the upper portion of u pinnacle or other
architectural feature used for ornamentation; the crowning
member of the dome or cupola.

Vegetational patern: a design with' twigs, leaves, flowers and
other similar motifs.
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Resembling the vegetational pattern; adopted in a way so as

Lo give & impression.

The vertical channelling on the shaft of & column or pilaster.

(Latin “folium’ = lcaf); ench of the arc Openings in tracery

separated by cusps; trefoil, quatrefoil, cinquefoil, eic., signify

the number of foils.

Floral or having u resemblance with the fRoral design,

The provision of foils or curves in tracery or any other &r.ngn

(Fresh). the term originally applied to painting on a wall

while the plaster is wet but often now used for any wall paint-

ing not in oil colours,

A painting done on the wet plaster; it is thus incorporated

inlo ils structure.

A painting done on a plaster which has set; it is also called

‘tempera’.

(ltalian ‘fregio’ = omament): the middle division of the en-

tablature; the front portion above the arches butr below the

parapet, if there is » chhajja the fricze can be below and

above the chhajja.

A continpous, garland-like series along the intrados of an

erch either of spear-heads or of Jotus-bnds,

Sanr;tmdum n!pklhét H’}il:lu temple: innermost g chamber of tilr.

Hindu tem or reposition of the deity; it is generally

closed, covered and dark, =

(Latin ‘jurges' = whirlpool); n projecting waler-spout grotes-

quely carved o throw off water from the roof,

A pattern composed of geometrical elements, square, rectangle

(4-sided), ;tniaag? {S-sid;dh h:};lgon (6-sided), octagon (8-

sided), decagon (10-sided), or r polygons, stars, etc, or

motifs with curved lines, .

E:fiq;lkiic ormamentation in gypsum plaster preferably in low

relief,

The innermost private cooncil chamber of the Mughals for

strictly confidential business, wherein only the v:? privileged
il

“and selected few were admitted: it was closely guarded; synony-

mous with Sha/-Bierj,

A coat of gold or other brilliant colour over a piece of stucco
or painting,

Mosaic in which uniform convex glass pieces are used.
Process in which the speciall prepared colours (obtained
from metallic oxides and l’usil{k chemicals) are pasted first
and then coated over with the glaze (made of sund and che-
micals) and then the whole is fused: in this process the glaze
retains its identity over the colour; it must be distinguished
from ‘enamelling™ in which the colour and nze are mixed
together and the mixiure js pasted on the ﬁi and then the
whole Is fused.

Tiles (small uniform pieces of sand and silica) overlaid with
chemicalised colours fused in excessive heat under a speciali-
sed process,

Ammakdghzﬂiﬁlm:uﬁ;mdmjcisdlwwm: Tes-
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selated-mossic, in which each clement of the design, fower or
leaf is represented by @ separate individual tile, cut up and
assembled  together; Square-tile-mosaic is different as in this
type the whole pattern is divided into a certain number of
mﬁ:limly large squares of uniform size, each square, thus,
containing # part of the whole design.

Arabic ‘hammam’, Persian *hamam’ = 10 bathe or the bath-
‘:E';g place); Mughals gave this name to their airconditioned
private apartments which werc used for secret councils or
for convivial parties,

Technically Royal Bathreom of the M s, used generally

for the private Council House of the Emperor, sometmes

synonymous with Ghusal-Khana.

Borders, origin ani'ld the Mughal miniatures and then, by usage,

of the dados of Mughal monuments.

The Hindu temple which has an octagonal sanctum, and four

small rooms on the four sides all connected through a closed

ambulatory, thus running all around the sanctum.

Six-sided.

The flight of Hazrat Mubnmmad from Mecca to Madina in

A.D, 622, hence Hijrl era begins after AD. 622; it is a lunar

system of calculation and differs from the Christisn era, be-

ing one year shorter' in every 30 years.

Smnll room attached to the mosque for the residence of the

rrezzin,

House of worship; Prayer-hall; technically the place at Fareh-

m Sikri where religious discussions were held under Albar’s
rs,

Latin “imponere’ = to lay upon); the member usually formed
of mouldings on which an arch rests

Omamentation composed of the specially cut pieces of rare
or semi-precious stones laid in the sockets cut info a stone

or marble slab according to the design; it should not be mis-
understood for 'Ffﬂm dura’ which i.'ﬁhe nomenclatare of the

Italinn inlay similar in technigue but different in material and

Plaster or stucco background for the panting.
The inner curve of an arch or under side or soffit of an arch.

Central arched entrance originally with barrelvaulted ceiling;
in Mughal buildings: it is rectangular or semi-octaganal and
has a semi-soffit or vaulted ceiling.

Lattice: perforated screen,

The sides of doors and windows; the portion outside window-
frame is the ‘reveal’.

Tho Hindu water-pot (kumbha, purna-ghat); integral part of

the Mughal finial used to the
dr.\‘wrruf.rs.'h crown domes and cupolas of the

The central stone of an orch generally ornamented; the vous-
soir on the crown or apex of an arch

(French ‘kiosque’); an opén summer-house or pavilion usoal-

ly having its roof su pillars; it is @ ximaiely
syponymous with the 1 chhatri. e
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The Immortal Ta) Makal

Mouth of glory; gavaksha or the Sun-window of the Buddhist
and Brahmanical architecture: a popular motif in Mughal ar-
chitncﬂmtdemmﬁanumlchicﬂymlhnhﬂﬁﬂfﬁ]]ﬁﬂ.
Style of writing Arabic which to Abul Fazl has one-
sixth curvature and five-sixths straight lines; it is generally
used in the inscriptions on monuments; generally devoid of
points it is diﬂictﬁt to decipher.

A window divided into small panels arranged dingonally,

A jalisd or perforated screen.

The horizontal timber or stone that spans an opening and
carries superincumbent walling.

‘Padma-kosa'; the uniformly set petals of a lotus flower
generally used to crown the Mughal domes and cupolas: it
supports the finial.

A projecting parapet with floor openings, through which mol-
ten lead, pitch, stones, ele,, mepped on an enemy below,
(Greek ‘mausoleion’); u stately place of burial for a royal or
othér important pe s0 called after King Mausolos of

Caria (4th century B.C.) whose magnificent tomb stood at
Halicamassus,

Raoseties or other circular motifs used generally in the spandrels
of the arches,

One of the solid or tooth-like portions of a battlement bet-
ween the embrasures (openings).

A sunk recess or a niche in the western wall of the sanctuary
of the mosque indicating the Qiblah.

A pulpit in the mosque generally with three steps; the miuez-
Zin occupies a position on the pulpit and leads the congrega-
tion.

(Arabic ‘manara’); originally indicated the tower where fire
used to burn (from nar — fire); then a place where the call
to prayer was given by the muerzin (hence maginah); then
a8 detached multi-storeyed tower sometimes functional through
the spiral staircase but more omamental in nature than merely
utilitarian,

A single block of stone.

(Latin ‘monere’ = to remind, hence 8 reminder or memarial);
a hugnqtngg erected either over a sepulchre or clsewhere as a
memorial,

Combination of small pieces of hard substances such as glass,
stones and marbles generally multi-coloured to form a '
a form of surface decoration with the help of small pieces
laid in plaster,

The dominant or distinctive feature or element of a design.
The contours given o projecting members; omaments! and
continuous lines of grooving or projections worked respecti-
vely below or above o plain surface,

Vertical members  (bars) dividing windows into  different
members of lights.

An arch having more than five cusps,
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The omamentation or any other feature distributed on the
wall

Divisions of pavement of the sanctuary in a mosque, one for
each fair.hlm.p?mﬁng sufficient space to offer prayers in pre-
scribed postures,

(Naskh and Talici): style of writing Persian whose characters
consists entirely of round lines; its letters end in curves; Mug-
hal inscriptions are generally in Nastaliq.

(Greek ‘naos’ —  dwelling, Latin ‘mavis' = ship); central
compartment of the sanctuary which contains the mihrab and
the minbar and invariably roofed with a dome,

(Italian ‘nicchio® — shell); a recess in a wall hollowed like a
shnﬂforlhﬂmpﬁcmulastmucﬂrumﬂmml:mmm
recess in a wall usually with an arched top often but not in-
variably intended to contain a statue: Mughals used niches
for surface decoration.

Small pilaster-like of a structure generally with a rape
pattern in Mughal itecture.
Eight-sided,

A moulding or an arch made up of a convex and concave
curve

A pointed arch of double curvature, the lower curve being
canves and the upper curve concave,

A window corbelled out uféum the fci‘l:;l]:n;f ;ﬂ;aum? ‘t:;ﬁjmhnf
projecting stones; a window proj ce
of the building and supported on brackets or corbelling; it
has generally two pillars and balustrade, cupola or pyramidal
roof,

Lotus-petals; o popular feature of Mughal ant used 1o crown
ﬂ;lm:i omes, below the Kalasa finial, to which it gives a beauti-
f 2.

A broad design having the overspread leaves resembling the
palm; u highly conventionalized palm motif.

Five jewelled formuls of the ancient Hindus, comprising a
central sikhara flanked on the four sides by four subsidiary
sikharas.

A sunk or raised compartment in wall, ceiling or door,

The portion of wall above the roof sometimes  battlemented:
a low wall around a roof or platform to prevent people falling
over the eodge.

Regular systematic divisions of a Mughal garden.

A floor which has been paved with brick or stone.

An omamental building or an open summer  house tl
constructed; it is gnn:rgnlly pillared. o
The base supporting column, statue or obelisk.

Overhanging member attached with the apex of the soffit of
4 ceiling; also with the brackets.

The term applied o the triangular curved overhanging surface

meins of which a circular dome s supported over a square
or polygonal compartment: in the construction of a dome rest-
Ing upon a square base the spherical triangle formed between
each pair of supporting urches,



102

PHANSIGHAR

Praase oF TRANSTTION

Pien

Piemma Duna

PIGMENTS

PivmACLE

PLaN
PLmrs
POLYCHROME
Porci

PorTAL
PorTico

PuLerr

Pun

CQrnta
QUADRANGLE

Quom

Raparing Ascyl

Ramp

The Immorial Tej Mahal

Private exccution chamber of the Mughals generally situated
in the subterraneéan area.

The stage when the square room is converted into an octagon
(and the octagon into 16-gom) to allow the circular dome 10
rest over I; the intermediary stage between the room: below
and the dome above; it is achieved by squinches or penden-
tives.

(Latin ‘petra’ = rock); & mass of masonry, as distinct from a
column, from which sn arch sptings in an arcade or bridge;
an independent solid mass of stone brick or concrete which
supports & vertical load or the thrust of an arch.

Florentine mosaic: an ornamental mosaic of Iapis-lazuli mar-
ble highly polished.

Colours or other materials used as colours in an architecturl
painting.

An attached pillur or turret for support as well as for effect,
(Latin ‘pila’); a slender vmg:l sttu.:tu::lhlmnmber bearing a
load; whereas a piilar may uare, oblong, polygonal, or
circular in section, a column s always circular.

A small turret-like omamental termination on the top
of pilasters, buttresses, parapets or elsewhere, often oma-
mcﬁlled with bunches of foliage or lotus flower and kalasa
finial,

The representation of the shape of a building showing the
general distribution of iis parts on the ground.

Projecting stepped or moulded base of any building: the ﬁ
form over which the building stands; the square of mo
projecting member at the base of a wall or column.
Omamentation with many colpurs.

A structure shellering the entrance to a building.

The central arched entrance to a building.

A colonnuded space forming an entrance or vestibule with o
roof supported on at least one side by columns.

Minbar, a mised stepped structure from which a sermon is
preached or the muezzin leads the congregation; generally
with three steps.

Manual system of drawing water from a well through a rope
and bucket L(hr.;r skin-enclosure) pulled by bullocks on a ramp
attached to wall.

The direction of Mecca indicated by the mikrab in a mosque.
Quadruple; a square or rectangular (oblong) courtyarnd en~
closed on all sides by buildings occasionally with one side left
open; it is generally open to sky.

(French “coin’ = angle): a term applied to comner stones at
the angles of buildings and hence 1o the angle itsell; external
angles of a building.

True arch which his regular voussoirs and allows the load to
rest vertically, as against the trabeate system wherein the load
rests horizontally.

A slope or inclined plane connecting two levels.
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In fortifications a defensive bank of earth with or without a
stone parnpel.

Roza; a tomb in an enclosure; o mausoleum with all its neces-
Bary accessories.

The zones generally of an arch which uniformly recede exte-
riorly.

Four-sided,

Mechanical system of dmwm water from a well through d
waler-wheel which gene Exs 80 to 90 buckets or pots,

rotating inside the well fi Flllng water from below and empt
it ngg\rse in a trough connected with the channel. 'I'lligmlg

also worked by bullocks though on a regular level,

Any ornamentation which relieves the monotony of the plain

surface.

A brick or stone arch wsually concealed, built over a lintel

across an opening in order to relieve it of some of the super-

incumbent weight of brick or stone walling above it

A projecting band on a ceiling, vault or elscwhere; generally

stone arches on the groins or surface of a vault which carry

the thin web of the vault as the ribs of an umbrella support

the thin [ahric when stretched.

Svstem of roofing in which s between two upward  rising
s is filled in by panels to form a ceiling.

Any conventional cmament carved or modelled to resemble

a

W composed of rough stones which have not been dres-
% hammes or chisel; unhewn and unfinished stone.

The sacred part of the muaqlur the main building of the

mosque with nave, milrah pit, and domes.

!Arnb S;'mad#és of !RT mumﬂcs amungpathc M:d:le;ﬂmne:rl:’.
e ria, Egypt, Algeria, Morocco in, etc; the w
‘Samcenic’ is a1 misnomer in India; Islamic inspimtions in the

mcd:uml period must instead be identified as Turkish or Per-

Tnl:l:lbsmnu

The Hindu temple having & square with mandapas on
the four sides, l‘ﬂving aménmsrﬁkhmr the mmtu;::r and
four subsidiary sikharas. This was generally built on a ruis-
ed, broad, square terrace.

A partition or enclosure of iron, stone or wood often carved.
A kind of moulding so called from its resemblance to a scroll
of paper, the end of which projects over the other part.

An arch of which the contour is a segment of a circle but less
than a semi-circle.

A funemiry structure, tomb or mausoleam.
Funumal
ﬁmung incised painting developed indigenously un-
als; in this a thick layer of colour pigment is
Isud over thc white plaster surfuce; o is then drown
over it and the colour is scraped off according to this design
ﬁ:ﬂpﬂﬂng the white plaster only according to the scraped off
ign.
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The Immortal Taj Makal

The portion of a column between base and capital,

See Ghusal-Khana,

A sacred place or object, e.g., a receptacle for relics.
Spire-like superstructure of the Hindu temple, reetilinear or
curvilinesr, hav yramidal appearance culminating in the
amalaka and the -finial

The ceiling or underside of any architectunl member, the
undérside of & cornice, lintel, arch or dome; generally a vaulted
ceiling of a dome or chhatri; the cup-shaped ceiling.

The distance between the supports of an arch, roof or beam.
The triangular space enclosed by the curve of an arch, a ver-
tical line from its springing and a horizontal line through its
apex.

A rod of iron or wood, used vertically to crown the typically
Islamic domes.

Rotating member (ramp or a staircase) round the circular
shaft of a structure which helps ascending and descending.
Arches placed diagonally at the internal angles of the square
room in the phase of transition to convert it from the square
to octogon 1o support the circular dome,

(Greck “stalactos’ — au dripping stone): honey-combing: a
type of ornament resembling the formation of calcium carbo-
nate hanging from the roof of walls of a cavem; it appears to
have originated in the multiplication of small squinch arches
on a pendentive (hence the stalactite pendentive): its compli-
cated arrangement of appeared to the Arab love of geo-
metrical decoration stimuluted by the Islamic prohibition of
animal representation; a typically Islamic feature.

A moulding or projecting course running horizontally along
the face of o buiﬁz.g

A building; the frame work or fabric of a building as opposed
to ils ormamental features.

A slinting or serpentine brackel; bracket with delicate curves
and volutes; a typical feature of Gujarat architecture.

A slow setting hydraulic lime plaster on walls and vaults as a
ground for relief ormamentation or for fresco painting; an or-
namentation in plaster.

Painting done with the help of hot iron tools overlaid  with
wax or other similar materiol and polished.

Tope; a commemorative or sepulchral hemispherical Buddhist
monument containing the relics; a religious symbol.

A manner or mode or fashion of building or in any partico-
lar region and distinguished by certain characteristics of gene-
ral design, construction and ornament.

The rhythm of the level; the proportionate  disposal of the
horizontal parts of a construction.

Determined slope in o structure (e.g. in a turrer) along its
elevational line, the dismeter decreases as the structure rises.
A raised level m:mmmdn. paved or covered with turf and
usually with n balustrade; stage or open space Oon a storey,
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A garden Iaid on different levels, generally in regular descend-
ing siges, allowing the water through the respective water-
devices to flow from higher level to the lower, rhythmically.
Earth baked or bumnt in moulds for use in building construc-
mm decoration, e.g., in wall facings and architectural
{Tesserne). Uniform small cubes of marble or stone used in
mm’ 1]

The downward and outward pressure or force exerted by a
dome, vault. arch or other structural member upon its sup-
porting walls ﬂ;gh-.rs counferacted in some cases by buttres-
ses; ‘Mughals thick massive abutements for this purpose.
Originally one of n series of rows of seats on a slope, ¢.g, in
a theatre; stages or terraces generally one over the other.
Funcreal memorial. A sepulchral constroction; mausoleum.
(Latin ‘trabs’ — beams); the style of architecture in which
the beam forms the constructive feature in contrast to the
arcunted style in which the main openings are spanned by
arches; the load rests horizontally; pillar bracket and beam
are its distinctive characteristics,

The omamental pattern work in stone to fill up a window.
The horizontal divisions or cross-bars of windows; a hori-
zontal bar of stone or wood across a mullioned window,

An arch with three cusps or leaves.

A depressed four-centred arch,

Calligrapher.

Small towers generally attached at the angles or quoins in
Mughal buildings.

Rhythm of the elevation; the proportionate disposal of the ver-
tical parts of a construction.

Architecture; Vastu of the ancient Hindus not only signified
architecture but also included scu:ﬁtmm (vilpa), painting (chitra),
and other allied arts and crafts, though no doubt they all occu-
pied a subordinate position.

An arched covering in stone or brick over any building; an
arcuate ceiling or angle support used for spanning the space.
An oblong corridor open on at Jeast one side, situated before
@ room or a set of rooms generally rotating the central apan-
ment,

An ante-room to a la apartment of a building; an entrance
hall to the crypt. e

The scroll or spiral oceurring in capitals or other features.
The truncated wedge-shaped blocks forming the true arch.

Chadar, An omamental slanting slab connecting a water-
channel on an upper level with a small pead on a r level,
allowing the water to fall in sprays.
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