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INTRODUCTION

Tho concept of spacs has changed

considerably and radically in tho thought of

nan from ancient tines until now. According

to the Grsoks it was rsaiistic and was

thought that

"Space is an attributs of existing

nutter and that things tats their
beginning in it.”'

1. Dorots Foiqs and Jsnuszowsks, (sds.)

igndis : Zgéinav Pub{Ecs%gons, 199*‘,
p. 58.
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Aristotle’: concept of space was

"In relation to place, he spoke
of space as the proper place
of things... three dinensional but
not infinite because it is con-
tained within a body.'2

While Galileo Galileo's concept of space was

that it was infinite and our understanding

of it

"lies in our tendency to think of
it in finite terns"3

However, dimensions of space determine

the expanse of universe or the world in
which we exist. At a rather intimate and

more definable level it is the area, room,
extent or place within particular limits.

Space also refers to the continuous extension

and also to intervals between objects.

As man's very existence takes place in

space, his experience of it is unavoidable.
Viewing objects and forms in space and in

terns of interrelated space is very much a

2. Idea
3. Idem
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part of one‘: life. In reality, objects or
forms are experienced in terms of their
existence in space. And space is defined by

objects or forms that occupy space. This
brings a close communion btween the expanse

of the universe and the existence of objects

in the universe - in other words, between forn

and space.

One's perceptive power enables his to

gauge space mentally in terns of its expanse,

its limits and its relationship between objects.

This space is also felt in terms of its
height, width and depth, in otherwords, in its

three dimensions.

Space also refers to the distance

between points, forms, words or lines on a

two-dimensional plan. The area or extent

between one line and the other experienced in
terms of its height and width is two-dimensional

space. Lines or forms that appear on such a

surface conform to two-dimensions. However, an
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ingenious placement of lines and fonns on a

two-dimensional surface can create an illusion
of three-dimensional space. An artist is often

confronted with this problem, as, using a two-
dimensional plane he strives to capture te

illusion of three-dimensional space.

flhen an artist creates a visual expression

of space, he employs certain devices to create

it on his two-dimensional surface. Methods such

as the unvanishig or mystic perspective, the

herrinbone perspective, the multiple perspective

and in the early fifteenth century geometrical
perspective have been employed to project effects

of three-dimensional space. Over the years dif£-
erent devices have been used, of which the single

point perspective or converging perspective is

most popular till today.

Mughal miniature paintings display a

dexterous use of an array of devices that help

project an illusion of space. The extent of

interaction between other schools of painting has
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greatly widened the arena of devices employed

in its own school.

Beginning frn the Persian School, use of

superimposed forms, creation of space cells of
receptacles and a combination of direct and

bird's-eye views are discetlible. Ancient Buddhist
elements in the use of hierarchical perspective

and its frequent use of direct and bird's-eye

view in combination are predominant features.
The use of reverse perspective is derived frol

Chinese examples, while the fiestern concept of

converging point perspective, receeding background
and modelling of forms prove strong European

influence.

Mughal miniature painting is an off-shoot

of Persian art in India, nurtured by the in-

digenous tradition of painting. Persian art

emerged in various places and was influenced by

various schools of painting. However, when it
finally took roots in India, it fused with the

indigeous style prevalent in the region and

germinated profusely, forming a class of its own.

Its branches spread high and wide, blossenin

into a glorious art that engulfed the entire
region in its spell.
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It is evident that Hughsl Miniature

paintings drew their inspiration frol the
Safavld style, a popular school of Persian Art.

This Persian style has left an indelible mark

on Mughal art. It portrays a combination of

aerial and direct views, eschews shading and

sakes use of brilliant osaic like pure colors.
It restricts natural elements such as trees,

cliffs, mountains and sky to a few types. It
makes use of intricate patterns and its sky is

painted in deep blue or in gold. At tines,

it is relieved with clouds that are indicated
in the Chinese manner. The illustrations are

mostly two-dimensional in character.

The Persian school of paintin in itself

is a mixture of two styles, the Chinese and

the Mongol style. Since the Mongol invasion of
Persian and China in the early thirteenth

century, relationship between the two countries
was nell established. By the end of fourteenth



7

century this continuously and mutually fostered
relationship had produced a profound effect on

the arts of both China and Iran. Further,

trade and cossserce between the two countries
was strengthened and paved the way for aple
exchange of ideas.

As great numbers of native Indian painters

were called into the Imperial Mughal courts, it

was natural for the Safavid style to undergo
certain amount of Indianisation, forming the
'Mughal Style’. Characteristic Indian features

are portrayed in the typical gestures of hands

facial types, stylised representation of trees,

foliage and flowers and mounds of earth. Render.

ing of water with groups of lines, half

submerged aquatic creatures at tines leaping, with

occasional indication of lotus plants are also

ntable. Ibunded forms, rhythmic figures of
animals and birds and the use of hierarchical
perspective are all derived from Indian tradition.
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Besides the hybridisation of Persian and

Indian Styles, other far extending influences

are also detectable. flestern influence in the

use of convergent perspective, was wiely

noticable in landscape backgrounds. But its

application was never consistent as all objects
were never drawn from a single focal point.

European influence is seen in the shading tech-

nique conveying the impression of volue. But

this also was adopted only in depicting certain

objects. Paintings done by Mukund and Manohar
may be noted for a better undrstandinq of

western technique of painting especially when

they have preferred a diagonal view of buildings,
heavy modelling, thick shaded lines, heavily

folded drapery and greatly diminished distant

1!hd8ClpQe

It is hence evident that the Hughal school

of painting is a rich composition of several

traditional styles. And still these diverse
elements are nixed and. blended well, preparing



9

an integrated style that has evoked considerable

interest among men all over the world. The
extent of interaction aonq the different styles
was altered with every Emperor who brought in

new influences from different sources.

Babur, a Muslim of the Sunni sect born

in Ferghana in 1483, was only fourteen when he
ascended the throne. He was deeply concerned

with people and nature and his books portray

many telling descriptions of mankind as well as
of flora and fauna. The lively biography on
Babur reveals his outlook and provides an insight

into his way of life. However this book entitled

‘The Baburnana', was not done under his patronage.

Huaayun, born in 1530 was the first

docuented patron of Nughal painting. He had

great difficulty in trying to regain his inherit-
ed territory fron his constant threats, Sher Khan

the Afghan Chief and his brothers Hindal Mirza
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and Kamran.

when Sher Shah forced Huuayun to flee

his empire he sought refuge in Iran under the

Safavid ruler §hah Tahnasp, with whose support

he succeeded in recapturing Hindstan. His
short sojourn in the Safavid Court in 1544,

kindled the first source of inspiration of
Huqhai art history. Huaayun admired the Persian

paintings and in 1546 when Shah Tahnasp's

interest towards painting was shifted to other

interests, Humayun invited the two Safavi artists

to join his court. These were the most famous
initiators and fornulators of the Mughal School

of painting, Mir Sayyid Ali and Abd-us-Samad.

Mir Sayyid Ali was the best court painter

gifted with the skill of making accurate observa-
tions and precise representations of shapes and
textures Abl-us-Salad was less gifted but far

more appreciated and enjoyed great favour from the
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Egpetot. Abd-us-Samad excelled in protraiture

and achieved great renown as an instructor.

Akbar was the main source of inspira-

tion for the significant performance of the
Mughal Artists. His valour and strength and

dynamic talent as a soldier enabled him to
expand his empire and exercise his power as

the greatest Hughal Emperor. when he ascen-

ded the throne as a young boy, Bairn Khan,

one of his father's most able generals, assist-
ed him.

Akbar associated himself with the

nicities of other religions. He permitted

Hindus to occupy important governnental posts,

abandoned the enslavement of Hindu prisoners

of war and abolished taxes levied on nn-
musliws and pilgrims. Taking a radical-

ly new step, he also married a
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Hindu princess, the daughter of Raja Bihar

Hal of Amber. This further strenqthened

his relationship with the Hinds cementing

every crack and crevice of disunity between

the two major religions at the time.

He founded the new sect, the

Din-iélahi or Divine faith nich his close

associates Joined. Though he was an illiter-

ate he always associated himself with the

learned and acquainted himself with prose and

poetry. His keen interest in painting initiated
him to study the art of painting under Abd-us-

Saaad and Mir Sayyid Ali,

Under Akbar's personal guidance and
initiative several illuminated manuscripts were

planned during his reign. Akbar showed great

interest in ancient Sanskrit literature and
ordered their translation into the Persian
language accdnpanied by suitable illuninations.
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various Hindu classics, such as the Raamnaua,

Mahabaratha, Ramayana or Harivansa. This lead

to active indigenisation of the Persian style.
Besides, influence from the west also set in

during Akbar's reign.

Jahangir, born in 1605 was a very

human autocrat capable of touching kindness

and outstanding aesthetic judgement. He had

pictures painted of exotic animals and beauti~
ful flowers. He was greatly interested in
arts and some of the net splendid creations

in arts were made during his reign.

Shah Jahan, was born in 1628, and under

his reign, building activity flourished, but

painting underwent a down set. The excellence

of Jahangir's court descended to a fairly loner

level till after his there was a total decline

Interaction with different schools brought
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new influences, from the Persian, Chinese
and European traditions. Besides, it also

adopted certain influences from the indigenous
style, Hence, space concept understood and

expressed by these traditions had a strong

bearing on the Hughal style as may be

gleaned from this dissertation.

The first chapter of this dissertation
examines the space created by uperinposing

figures at different levels, suggesting s sense

of varying distances. Mughal artists proved
to be consummate in composing.

In the second chapter, space created by

the use of space cells or receptacles is

studied. This provides the eye with an

illusion of recessional depth and also novenent.
Besides, forms are orgainsed with particular

receptacles. with an ingenious use of bird's-
eye view, Mughal artists creat more space to

place forms.

The use of Hierarchical perspective is
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analysed in the third chapter. It involves

the introduction of unusual elements such as

isolation of main figure and wreath formation
around the chief character to ensure easy

recognisability of the protagonist member. It

also includes the placement of figures accord-

ing to their order of importance or protocol.

Experience of near and distant space is

the aspect of scrutiny in the fourth chapter.
European influence in the use of diainishing

forms, blurred effects, and use of less intens

colours in creating an illusion of distant space
is discussed here. Modulation of colours and

the use of converging parallels in creating
three-dimensional space is also analysed in

this chapter.

The fifth chapter deals with the Mughal

love for aesthetics. as a result of which,
Mughal painters often sacrificed natural space
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experience. The love for splendour and

decoration lead to its enriched surface and

hence an ‘aesthetic’ space emerged.

To the viewer trained in western
experience of space, it is adenturoue to

survey the Muqhai space with its array of

spatial types. It is hoped that a close
examination of the Mughal concepts of space

will provide an enriching experience.



17

CHAPTER-I

JUXTAPOSITION IND SUPERIMPOSITION

Perception of space today is most

often related to the western concept of

space, imposing certain difficulty in underh

standing the Mughal concept. Yet as we

shall presently see, our ‘experience’ of

space is similar to that of the Mughal use

of space.

Persian art was greatly inluential in

shaping the style of Mughal miniatures. Its

flourishing influence brought with it a rich

deposit of Persian tradition into Mughal

paintings. The imperial school of painting

itself was initiated by Mughal Emperors whose

ardent love for art helpd prouce a prolific

output of paintings.

Persian paintings ‘project simple
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compositions with few essential figures

grouped in small numbers of two or three.
they were imaginatively placed at different

levels on the scene with occasional overlapp-

ing of forms and hiding of objects behind
mountains, plants or architectural members.

This provides an airy, breezy atmosphere that

surrounds the small groups of figures, flora
and fauna. The consistent concern of Persian

style was presenting two-dimensional figures
without any trace of modelling to suggest

three-dimensional volume. These were set
against an equally two-dimensional background

with very little or no modelling an without

the use of Western convergent perspective to

suggest depth.

The continuously augmented demand for

miniature paintings by the Eneror could not
be satiated by the two Persian artists. More

artists fron the homeland had to be employed

-- .-.,.-Jibu
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in the Mughal court. These artists worked

under the guidance of the two major Persian
artists, Mir Sayyid All and Abd-us-Samad.

learning the new technique and style till now
alien to them. Soon they excelled in the

acquired Persian style of paintin, but infus-
ed into it certain characteristic traits of

Indian painting. Heightened drama, animated

movement and vitality imparted a touch of

realism to the Mughal paintings. Compositions

were replete with details and were most

frequently balanced in arrangement.

Recurring features of the Persian tradi-

tion are visible in the Mughal style in the

placement of forms and use of superimposed
forms. Mostly destern use of perspective was

abandoned. Yet, through compositional grouping

of forms, superimposition. juxtaposed forms and

abrupt cutting or hiding of forms a sense of

depth, incmprehensible to the western eye was
achieved. . ~
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an illusion of receeding space was

effected in the arrangement and placement of

fwrma. Certain amount of depth was obtained

and a relationship established in space. ‘The
presentation of a book by Sadi', which forms

part of a larger painting expreses a respect

for spatial design. (Fiq. 1) This painting

marks a revelation of a simple process of

displaying forms in space. Placed at various

levels on a wide expanse of grassland, nine

advancing dervishes insinuate s sense of dist-
ance and space in the scene. Distance

between forms is portrayed by the ample mount

of space between then. Their placement at

different levels distinguishes the difference in

ground level.

Forms laid in close juxtaposition direct

the speculative mind to sense interrelated space,
and make a subconcious specification of their

position in space. Gradually, the cognitive

capacity of man encgraqes him to relate to
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then in terms of near and far forms, and

also experience space that exists between and
around it. Such an“ experience is evidenced

in the painting, ‘The presentation of s book

by 5adi'.

‘A Haven addressing the assembled

animals‘, shows a compact noutain setting

with a wide assortment of real and unreal

animal forns.(Fig. 2) A restrained indication

of waterbody at the base and the high peaked

mountain, provie an abode for acquatic creatures,
animals and birds. interspersed, interlocking

trees and rocks set the stage for the animated
discussion in progress.

The tightly packed composition from the

foot of the mountain to its peak has little

suggestion of receeding space. However, their
placement at different levels in water, mountain,

trees or flying in the limited expanse of sky

establishes then in related space. Placed at

\ ' ’

I
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varying levels of height one is encourged

to see them in definite relationship with

the space they occupy and also in rela-

tionship with each other. In reality super

imposition of forms takes place when forms

lying elong the sane vertical axis fall at
different ground levels. with a slight

shift from the vertical axis to the right or

left, forms lying behind the closest form
become partially visible. Hence, when super

imposed forms, form closely packed groups, a
definite relationship btueen then can be

realised. The group of horses
foreground is indicative of the

with each other in space. The

horse is followed by the brown
by the spotted brown horse and

in the central
relationship~

bluish grey

one, and next
finally there

is the white horse. Overlapping forms of

animals, set in small groups appear in specific
relation with each other-

Hile the closely~ placed forms in the

miniature, ‘A raven addressing the assembled

animals‘, reveals a cluttered atmosphere,
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'Prince Salim in the Polo field‘, expresses
an uncluttered airy space.(Fig. 3) Ingenious

placement of forms and superimposition are the
devices used to heighten the effects of

receeding space. This straightforward composition

showing a gme of polo, with the field Leing
punctuated by sportsmen and attendants from base
to mid region, reveals distance between forms.
sufficient amount of empty space witnessed

between forms is read as interval space, which

can be determined only by the presence of ferns.
Space recessfen occurs along the open space and
forms placed along vertical lines, leading the

eye till the edge of the architectural structure.

Besides creating a sense of receeding space in y

the painting, the widely spaced fonns are offered
enough' area for action and movement involved in

the game. Sufficient mount of open space
provided in the painting is so vital in fulfill-

ing the thematic content of the painting. Hence

the open space seems to be well integrated into

Oe
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the painting.

In general, forms which overlap are

considered to be near and forms on which
overlapping takes place has the appearance

of being further away from our sight.
The overlapping and the overlapped have

definite relations in 8p8¢€. At times,

however, the Muqhal artists painted contrary

to this logic, as may be seen in the
painting, ‘Encounter between the Hostile but

related Panduidi and Kuruidi Fsmiliee',(Fig. 4)

In their visual representation, forms

that are in the foreground are placed closer
to the base of the picture plane and those

behind further sway, showing difference in

ground levels and distances. But contrary to

to this logic, we will notice superimposed
parts of the further object on the closer

one. This is obvious only when one has a
closer look at the composition. Contradictory
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overlapping of garment is noticed to the

right background in the group of four figures.

The edge of the white garment worn by the

man in the backgrund overlaps the orange one
worn by the nan in front of him. In so

doing, he refutes the pictorial language of

art and the flacement of forms in three-

diuensional space. Movement caused by such

superimposition lead the eye in s too and fro
direction, moving in and ot of the scene.
As such, superimposition occurs in rare instances

and only in limited proportions, it is not
easily visible and hence not annoying in the

painting.

Forms superimposed alog a vertical line

rise up from base upwards easily an instant-
aneously causing a simple transition from fore-

ground to backgroun areas. It provides a

quick springing movement into the picture plsne

ensurin rapid experience of receeding space as
witnessed in the psinging, 'Cerenony of the
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Reviewe',(Fiq. 5) Fiquree superimposed along

a vertical line rise from base into the

scene along the right edge. But the sudden
movement into the scene is curtailed and

checked by horizontal eectionc formed by the

cow, the nine standards, the large inset
inscription and neuntaiue eettinq. Ac a
result, the impetus with which the eye travel:
along the vertical line is dramatically lessen-
ed, and carried alonq the horizontal lines
acroee the breadth of the picture plane. So,

spatial experience whichis receesional is

controlled.

Superimposed forue placed along horizontal

lines lead the eye into the depth of the
picture plane slowly in etaqee, ‘Bail Chaqani
Sweare his ‘loyal ty to Babuz" , presentl forth
right hands of overlapping fore.(Fig. 6) It

rieee in horizontal etaqee of rowe of figuree,

tent walls and sky, one overlapping the other.
While the whole area is sandwiched between open
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spaces in the foreground and further background

regions.

Movement ensured by superimposition is

witnessed in the painting, but it rises slog
strong horizontal divisions reducing its force.

As horizontal lines have properties of static
quality, the thrust into the scene is restrained
and measured. Sharp sections oi lin and colour
restrain rapid novenent and permit only a

gradual transition into the depth of the scene.

Besides, rows formed by individual forms attract

much attention at each stage before directing
the eye along its inward jorney into the scene,
Only the ‘U’ formation of men within the inner

court encourages a slight speedy movement into

the painting. Abrupt slicing of forms along

the picture frane and ferns hidden behind front-

al objects. sugests the feeling of continued
space. The eye and nine complete the incomplete
visual image. In the painting, 'Baki Chagani

swears his loyalty to habur', ferns cut along
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the edge of the picture and the row of men

hidden from waist downward help one to continue

the image mentally. and thus experience

indicative space. Besides, three trees in the
background extend their foliage into the border,

suggesting a sense of continued space.

Diagonal placement of forms suggest

action and swift movement. At an angle it

spans sinultaeoualy the depth in the picture

plane as well as the breadth. At tines. the
line is broken and staggered or expanded as

may be seen in the paintin entitled, ‘Scene

from the Siege of Hantambhor'. (Fig. 7) The

sharp diagonal swings the eye across the scene

from one side to the other and from base to

top. Overlapping forms ranged along the
diagonal section provides a guided movemnt into

the scen and beyond. Starting at the bottom

left with an expanding crowd, maximum concentra-
tion is seen in the lower half of the diagonal
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The passage narrows acutely to the centre and

widens along the left side as it goes higher

into the scene. The tightly packed forms
clamber up the steep ountain showing nuch
qesticulation. Fighting against this sharp

major diagonal are the interesting diagonals of

the canons in the upper left corner. This

feature of intersecting diagonals may be seen

in other paintings as well. The painting
imparts an instant genuine feeling of receedinq

space, marked by a firm sense of balance. Two
triangular areas to the top left and bottom
right anchor the sharp diagonal in its place.

A compact diagonal in ‘Scene from the
Siege of Rantanbhor' causes a deliberate ad

forceful recession into space. The contained

space in the painting intensifies the force
and hastens movement. Though similar movement

and space recession is experienced in the, '
‘Hunt in the Aiisheng mountain‘, it is witnessed

at an altered pitch. (Fig. 8)
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Several superimposed diagonals formed

by various elements such as men, animals,
rocks and trees accent the directional axis
in the painting. Closely resembling, ‘The

scene of the Siege of Rantembhor', in its

use of sharp diagonal, it shows variance in
space experience. Tightly compacted space

in the previous painting is released into areas

of open space with well spaced forms. This is

the result of space experienced between ad
around forms.

Strongly incessant diagonals stretching

from left to right reinforce each other, while

another set of diagonals inserts itself at nearly
a ninety degrees angle. This is in restless

opposition with the first one. They come in
contact with each other towards the centre of

the picture plane forming a ‘V’ one within,
the other. A vertical line can be run through

the points of intersection in the centre, causing
an illusory divisioning -of the scene.
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Alternating rows of deer, rocks and

figures form strings of diagonal courses
spanning the height, breadth and depth of
the picture plane. Alternation renoves

monotony, while repetition of line creates a

pulsating beat, rhytn and harmony.

A diagonal formation catapults noveneht

into the scene, offering instant space

recession. However, compositional arrangement
along an '5' curve guides the eye in an

undlating rig-rig, ensuring a controlled and
well ordered movement into the scene, es
witnessed in 'Babur fights with the Zakhreitsi

Tribes’. (Fig. 9) Cautious superimposition and

calculated form arrangement help the eye to

make a positive assessment of their depth in

space.

A subtle change in the space distribution

with a cluster of ferns along the right edge



32

causes a rushing movement. It is balanced
and lessened by the well spaced forms in

the rest of the curving form. Movement is
forceful yet deliberate, surcharged with vitality
essential in defining a battle scene. A
swirvin inward noentuu obtained in the place-

ment of horses and soldiers is broken, only

to be closed by a tree.

The dynamic relationship between figures

is conplete and intergrated de to skillful

superimposition. Each form is related t and
has a dynamic influence on its neighbour. A

removal of any element from its rightful place

will affect the rhythm in creation.

Through superimposition and well manipulat-
ed juxtaposition of forms, space recession or

an experience of three-dimensional space is
formed. Yet, often the amount of space provided

between forms is rather insufficient and limited.

Ferns that are near are in cadence to that
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which is immediately behind. Implied space

between forms is insufficient for their
existance. The three-dimensional nass and
volume of each form is hence challenqd at

this juncture.

This is frequently perceived among a

cluster of human forms, huddled together in

limited space. Space relationship between
head and shoulder of figures and the depth
of the body from front to back, is put to

question. Three-dimensional mass of individual

forms experienced in reality is redced to
two-dimensional shapes.

Forms are fittinqly composed. They are
amassed within limited space and convey s

sense of crowd and lively participation. A
suitable example is ‘Jahangir in Durbar'1Fiq. 10)

Such representation is very coenon enonq durber
scenes, court scenes and at times in battle
scenes.



Plea H Jahangir enbrasing his son Shahjahan.
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Portraits of Enperors were popular in

the Mughal court. Artists painted portraits

of government officials and durbar scenes,

innortalisig every member holding position in

the royal court. Such paintings gave artists

an opportunity to reveal their skill in
portraiture.

‘Jahangir embracing his son Shah Jahan‘, is

a rough sketch of detailed portrait studies.
(Fig. 11) The artists prime concern was to

include the portraits of many figures as
required in the coposition. As a result, he

has made subsequent bust studies in vertical

or slightly diagonal rose. Space alloted for

each figure is insufficient.

Much emphasis lies on the portrait busts

in the sketch ‘Three officials of Muhammad Shah's
Court'.(Fiq. 12) He will notice that the

three figures are placed in an ascending

sequence on the picture plane. Strong vertical
accents are formed by the three figures. The
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orientation of their heads forms a diagonal

and there is certain amount of open space
between the heads. This provides apparent

idication of receeding space, and the open

space between head and shoulders is indica-

tive of intermediary space. The angle of

inclintion witnessed at the top of their
heads is maintained along the waist bnds

continuing the illusion of receeding space.

Yet at ground level, they no longer retain

this angle of inclination. The drapery of

all three figures terminate more or less to-
gether forming a horizontal line at the base.

Superinposition of forms, intermediary space,

and the angle of inclination dictate that

the three figures stand one behind the

other along s diagonal axis. This implies

that the three forms will be placed at
different ground levels. Thus, here they are
along the sane ground level forming a hori-

zontal line at the base. Are they of
different heights and at the sane ground level?
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This idea is contradicted because the three
figures overlap each other. One night

question the

relations of

show a lack

it reveal a

ambiguity in understanding space

fonas. However, this does not

of space comprehension nr does
shortcoming in naturalistic

representation. The artist's prime concern

was to capture s true facial likeness of
his sitter. This is well depicted. By

partially overlappin forms, he suggested space

between then and also prevented a rigid frontal

composition. The remaining part of the figure,

was merely added on to the portrait bust study,

completed in terns of relevant drapery rather

than in terns of interrelated space.

The peripheral idea of juxtaposing forms

and superimposition was derived from the Persian

tradition, where forms are placed at different
ground levels on the picture plane and grouped
in smell numbers with certain amount of oven-

lapping. This leads to specific relationship
between near and for forms and invests the
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painting with three-dimensional space experience.

When the Hughal artists employed similar devices

to portray space recession and space experience,

more dynamic and astounding effects have resulted.

Hughal paintings provide optical illusion

of distance and depth, three-dimensional space
and recession into the picture plane. The eye

is set in motion and is guided differently in

each painting according to the placement of

forms. Force and tension are portrayed through
multifarious placement of forms. A sense of

static formalism is conveyed in paintings of
durbar scenes. while action, dynamic movement or

violent force is witnessed in scenes depicting

outdoor games, hunt and battle scenes. Organisa-

tion of forms by several methods causes suitable

movement in the painting. It is employed as
required to best convey the theme portrayed. The
eye sees and analyses the type of space created

and the extent of movement portrayed in the

scene, while the mind meditates on this visual

space.
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Usage of space defined within particular

limits is called space cells. The use of
space cells or receptacles in creating an

illusion of space is the nest popular device
coaon among Safavid paintings. This is another
device of creating space used by the Mughal

school.

Space cells or receptacles are formed by

mounds of earth, often covered by lush green

vegetation, or by rivers, rivulets, streams or
rocks, enfringing foliage or trees and also by
architectural members such as tents, palace nails

and even carpets. The picture plane is thus

divided into several smell units, elloting

particular areas for specific action. They also
serve as an appropriate setting for the theme
portrayd.
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Often relationship between figures placed

within particular limits extends beyond the

space cell, while at times, action is rest-

ricted and isolated within each space cell

having no connection with the others.

Forms superimposed or placed at different

levels on the picture plane create an illusion
of receeding space. This effect is maintained

even when receptacles are formed. Overlapping
mounds of earth or rocks fora receptacles

rising into the picture plane in specific

stages of horizontal or zig sagging sections.
Due to their placement one above the other on

the painting, the mind interprets then as forms

receeding in space. Uependn on their place-

nent, they could direct the eye into the scene,

slowly pausing at certain points, or hurriedly
rushing into the scene with an urgency causing
dynamic movement.

.A simple overlapping turf ground provides
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the setting for the painting, 'Mughal Prince
in the Hunting Field',(F19-I5) Intersectinq
earth mounds differentiated by colour modula-

tion forn a rigid, simple arrangement of space
cells. Rising one above the other in a set
rhythm, they house men and animals within

small units, specifying the area allotted for
each figure. The colour relationship, the

repetitive definition of space and the systematic

placement of forms, unify the scene despite the

sharp space divisions made in the painting.
Forms placed behind one another and overlapping

forms suggest space recession while the distant

trees painted in a smaller scale receed into

the background.

when a physical line is drawn between

nearer and more distant objects, those behind

seen pushed to the background. This nay be

seen in the painting, 'Acclamation of Nine
Standards'.(Fig.l4) Cliffs and trees fora a

calculated curving line in the middle ground,
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segmenting foreground forms from those in the
background. The group of armed soldiers, a
cow and nine standards fill the first space

cell, while armed soldiers mounting horses

and camels fill the second one. With more

t*an half the picture space allotted for the

first space cell, forms auecomfortably placed

in this area. In the subsequent half, teem-

ing crowds are tightly sandwiched between cliffs
and trees both in front and behind them.

Cliffs in the background are silhouetted against

a clear blue sky.

Overlapping diagonal lines indicating the

ground, ensure space recession while forms placed

at different ground levels imply intermittent _
space. This may be seen in the painting, ‘The
chenar Tree'.(Fig.|5) This beautiful miniature

is an idin in simple composition. Here, a
rock enfrigged mound of earth, cuts across the
scene from behind the tree forming the first.
space cell. A smaller mound extends into the

right foreground prfectly fitting into the edge
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of the neighbouring mound. Elegant plants and

graceful birds occupy this space. Thc second

space cell that follows immediately seems to

be at a lower ground level. The slope of
the first earth mound imbues effecte of eddiv

tional height, as against the slope of the

second space cell. Craggy rocks with springing

trees outline the area forming a sharp silhouette
against the gold sky.

Here again, one will notice specific space
allocation made for forms in the foreground and

for the animals. Both unite provide s natural

setting which is so vital to position the nag-
nificient Chenar Tree. Such specification inveete

the painting with effects of perfect organisation
and order. Yet, the naturalistic space division
in this painting nellows the technical properties
of space cells and their chief function.

The painting ‘Deer Hunt in Ali-Shang and Alangar
Mountains‘ is struck by a sharp note of dramatic

space org@insation.(Fig.I6) within the narrow
vertical painting, human figures enter a wreath
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formation around the startled, flee:ing animals.

The unusual fence like circular positioning of

figures draws attention to the central activity -

the hunt. Here repetitive, overlapping and
diagonally placed animals ferns set the eye in
a pendulum movement within the circular space

cell.

The focus of the painting lies in the

helpless plight of the animals and on the sport-

ing Emperor who advances into the circle ready

to release an arrow. Hence the space cell
formed by human forms, unusual and unnatural in

conception, helps establish the point of interest
with utmost simplicity and emphasised clarity.

Rivers, rivulets, streams and city walls
can also be used ingeniously to create space

division. These become part of the landscae

and blend harmoniously into the setting. Depending

on their blend and curve, they nay provide a
dynamic or prolonged experience of space recession.
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The painting 'Khusrau Shah payin homage

to Babur at Dushi near Kabul‘ establishes a

simple space cell created by a deeply curvig
streem.(Fig. 17) The swiftly moving gurgling

river appears from the centre, disappearing

behind the homage paying Khusrau and his
companions. Encircling the main characters it
reappears from the left ego of the picture

plane, isolating then fro the remaining group

of attendants. Most figures look or turn in
the direction of the chief incident both within
and beyond the space cell.

Divided space units isolate and focus

attention on the homage paying incident. The

visual barrier imposed by the narrow stream,

withdraws the figures into the space cell; this

provides an illusion of distance. Such space
experience is offered solely by the dividing
element or the visual barrier formed by the

stream. The deeply curving stream, closely
spaced figures and limited open space move the
eye along the space across the painting,
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rather than into its depth.

In the painting, 'lhoja Seyaran Spring

in the vicinity of Kabulk the diagonally

flowing stream causes an energetic inward

noveaent.(Fig. 18) Three evenly spaced trees
in e counter diagonal offer puissant support,

balancing the forceful movement of the stream.

Intructing and working men are seggregated on

either side of the stream.

According to the direction and nture of

lines dividing the space, the quality of space
experience is altered. As against the previous

painting (Fig. 11) here, in 'Khoja Seyaran Spring
in the vicinity of Kabur', a dynamic recessional

space is witnessed. The diagonal stream and
counter diagonal trees direct the eye into the
depth of the painting.

A diagonal ‘S’ curve formed by the city l

U
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wall is flanked on either side by the two

rival groups in the miniature paintig, ‘The

Janhar'.(Fig. 19) Several brightly coloured

tents fill the lower section. In the upper

section, one large bilding stands nagnifici.
ently on tall rocks. Nuerous elements such
as the canons and soldiers in the first space

cell point toards the flajput ladies who throw

themselves into the flames during the Siege of
Chitor. The emotional content is worked to

a high pitch in the second space cell, in

the further end of the painting. The claustro-

phobic atmosphere evoked by closely crenud forms

has the capacity to capture and retain one's

attention. The intensity of the sorrowful event

is instantly felt. The solidity and bulkhess

of forue skillfully cancels much space recession,
augmenting the tense noent portrayed. Thus

dexterously placed forms having a meaningful

relationship in space heighten the emotional

impact of the event.
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A number of zig-zagging units are fonaed

by several elements such as rocks, earth
mouds, a streu and trees in the miniature,
‘The assembly of Aninals'.(Fig. 20). The

landscape is divided into multiple units frn
top to bottom and is punctuated by a variety
of wild animals, guiding the eye into the

scene. Forms organised along the meandering

stream and staggered rocks emphasise the verti-
cal axis. Therefore, movement in the painting

also travels along the vertical axis. The

landscape is organised into ‘regions of space‘
with the help of natural elements that merge

with the setting. An interplay of interspersed

animals and open space provide apparent balance

between form and space.

Similar in composition is the painting,
‘Rendering of Justice'.(Fig. 21) Craggy rock;

with springing trees edge the banks of the

meandering river. Elements such as a stream,
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rocks, trees form space cells.

The background region witnesses small
units, while in the foreground large aount

of space is allottodtodelinoate the tense
moment. A note of sharp anticipation seems

suspended as the crowd eaerly awaits the
announcement of the old woman's decision.

Figures in the foreground, tall rocks in the

central region and the numerous space divisions

prolong movement and sustain interest in tho

painting.

The speed of novenont into the scene

operates according to the type of receptacles
formed. Forms placed at different ground

levels and overlapping elements ensure an
experience of space recession. The ultimate

experience is close to three-dimensional space.

with these simple space cells, the message

conveyed becomes instantly apparent. The
emotional content of the event narrated and
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the suspense of the moment portrayed has

been organised with utmoeo care in Fig. 21

using space cells.

In the painting, 'Babur Captures a Flock

of sheep from the Hazaras', overlapping rocks

define space units.(Fig. 22) The foreground

frame boldly slices the advancing elephants and

horses. In the central space cell, Baour is
seen conversing with his attendants who arrive
with a flock of sheep. In the right middle

ground, men arrive with sheep. The left

middleground has two mounted attendants, while
in the distant background is an impetously

moving man with bow and arrow in hand. The

city scene is replete with architectural

structures with domed and tiled roofs.

Forms drawn on different planes imposed

one upon another continue to be visible even
behind tall objects, such as rocks, trees and
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walls. In other words, superimposed forms

appear to rise one behind the other. Does

this signify that forms are placed on s

sloping ground? If so, when the ground line

in the foreground is higher due to a tall
rock or mountain, how do forms placed behind

them becom visible? Then is the ground

behind tell objects high, hence making visible

forms placed behind then? Or is there an

abiguity in representing the vertical fora
and the horizontal ground? And does it denote

a lack of comprehension by the Mughal artisl

Though such ambiguity in representation triggers

a string of questions and doubts in the mind

of the viewer, the purpose in following this

principle soon becomes apparent.

The Hughal miniaturist placed forms on a

continuously rising ground line, tilting through

ninety degrees. In so doing, he was able to
provide maximum visibility of forms. Ho treat-
ed the horizontal ground like a vertical wail.



51

providing more grond area for fonns to exist.
This principle was also used in showing inten-

ior scenes. The horizontal element in both

outdoor and interior scenes are often seen from
a bird's¢eye view.

In interior settings, space cells are
formed by walls, canopies, different qroun levls
or by carpets. Again, horizontal elements are

seen from bird's-eye view while vertical figures
are seen from direct view. This ensures maxi-

mum visibility of both horizontal and vertical

forms. As the ground is viewed from bird's-
eye view, it does not undergo any distortion

due to fore-shortening; as would be the case if

it was seen from direct view. This is because,
that part of the ground or floor that appears

close to the viewr should rightly be broad.

Correspondingly, that part which moves away should
rightly taper and receede diagonal to the

picture plane. Such tapering and recession
would reuce the space to place forms. However,
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by using a bird's-eye view. the artist presents

a complete view of the horizontal element and .

provides more space to place forms.

In the painting, 'Babur's coronation an

accession to the throne of Ferghanna', space

cells are formed by the canopy and carpet.

(Fig. 23) To the right middle ground is rep-

resented the canopy which is raised on s partly

visible hexagonal platform. The difference in

ground level and the canopy above this area

establish it as the most notable region in the

painting. This space is occupied by the Enter

and other significant figures. The second space

cell is formed to the left edge of the picture
plane by a richly carpeted area. It is occupied

by two men, who face the main space cell.
Musicians, attenders and the audience are seen in

the foreground seated or standing on the patter-

nised floor. Subsidiary specs cells are seen

to the top of the scene, formed by two parapets
each housing a peacock, Pillars and curtains
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further distinguish regions along the vertical

axis of the painting, as seen in the main

space cell. Floor decoration and carpet
design are depicted as seen from aerial view,

This invests the ground with a tilting effect.

In the painting, 'Hamza's spies attach the

city of Kaynar', a complete view of the scene

outside the city wall and a detail of the

scene within the city is presented.(Fig. 24)
The foreground area dpicting exterior space shows

a spy climbing a rope, in order to cross the

city wall. Rocks, various types of trees and

animals fora part of this first space cell.

The open tower rising from the city wall huees
a spy beheading his opponent, and other dead

men. This is the next space cell. Space

behind the wall with sleeping men, totally

unaware of the dreadful incident forms the

consecutive space cell. By combining both
direct and bird's-eye view, an unusual space
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experience is presented. At the sea tine,

space both outside and within the city wall

are shown. Space on either side ofastruct-
urel barrier are used as epace cells.

Different areas in the painting, 'Haa:a's

spies attack the city of Kayner', evoke diff-
erent eaotionel responses. The first space
cell with an open landscape setting shows e

quiet and peaceful scene. The spy who finds
his way to the tower offers e link between

the first end second space cells. He brings

with him e note of impending conflict into

the succeedinq scene. The massacre, brutality

and death Ieveel the heightened violence in

the second space cell. Within the city, men
are seen sleeping blissfully unaware of the

violent event in the subsequent uit. This

sree is as celn and peaceful as the first

space cell.

Forms placed within different space cells
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imply distance between them. varying ground

levels are indicated by outer space showing

ground level, inner space showing floor level,

while the tower reveals space above grond

level. The combined view points helped the

Mughal artist to present simultaneity of vision
to show interior and exterior space, both of
which were required to present the theme of

the painting effectively.

In the painting entitled, ‘Receiving the

news of the birth of Salim‘, three prominent

compartments in succession are forned.(Fig. 25)

This painting shows inner space of e pslece

building, with a eiew of three rooms. The
first compartment in the foreground reveals

the surging excited crowd, benefiting from the

king's generosity. They receive alas from the
palace attendants. These figures are set off

agginst the brown palace wall. In the next

section, musicians are shown seriously involved
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in asking melody, on receiving the news of

the birth of the prince. Part of the floor
is visible in the upper right side of this

section. A doorway in the right leads to the

nxt compartment where the significant event is

portrayed. The queen and prince with e con»
pony of attendants occupy this region. This

compartment is replete with bed, curtains,

carpet. some furniture and an open psvillion.
Each space cell is indicative of a room. where

different actions take place. Various activities
are segregated by space cells and are placed

according to their order of inportance.. a Start-
ing from foreground and leading inward to the

chief event. By combining views e

the event within each compartment is

The painting presents sinulteneity of

Some forms are shown in direct view

qliepse of
made visible.

vision.

such as men
and walls, while the ground is seen in bird's-

eye view. Besides. presehtmgsimlteneity of vision,

the painting portrays simultaneity of action as
well. Different ections are shown in each spice
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cell: actions that take place in different

rooms, at the same time.

when more events had to be shown in

the same painting, the picture plane is
further divided by more architectural members.

Palace walls run in different directions

sectioning the painting into several units,

restricting particular action in relevant
areas. This may be seen in the painting,
'Rejoicing at the Birth of Akbar's second son

at Fetehpur Sikri'.(Fig. 26) Here, the

picture plane is divided into four compsrtmnte.
with the innermost section portrayin a princess
with her baby, being attended by maids. The

neighbouring parts show performing female dancers
and e few attenders. One part of this area

is sectioned off to depict astrologers preparing

the horoscope. Preparig the horoscope was an
important event that took place when e child
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was born in the royal pa13C9. It was

often included in birth scenes. This ares
forms a minor space cell within the second

space cell. Musicians are seen giving their
performance outside the palace walls, and s

man is seen rushing with a cradle on his

head. The entire picture plane is fragmented

into a number of organised units, to order

each differing activity within it.

Another Outstanding painting which follows

similar space division is the painting, ‘Dough-
ters of Sultan Mohamed being married to
Amirzada Mohamed Sultan, Mir Muhamad and Shah

Rukh'.(F1q. 27) Here the painting has I

number of diagonally running walls dividing the

area into four major space cells. The outer

most part shows several musicians and attend-

ants. In the second section, female musicians

and dancers perform gracefully and joyosly.

While the innermost compartment is further
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divided into two regions. To the left are

represented the Emperor end the nobles snd to

the right the pricesses attended by maids,

The picture space is divided into rooms to

section off events.

In such paintings the building is
presented without the ceiling. Only in the

innermost compartment, the ceiling is seen.

So, it is possible for the srtist to show

the events in progress in various rooms.
Thus Nughsl ninieturists show in one pointing

whet would otherwise be depicted in more then

one pointing.

Mughsl miniaturists hence supersede s

naturalistic pointer who sets himself on tight
reigns nskin illustrations based on reason

and reality; who deletes that which is beyond

his view, and makes no daring attempts to

peer over the well, to picturise s glimpse of
whet he sees within; who gives no room in his

MUL|»J|||rF|,m_1gg1Lv/1|;|a|||||
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painting to depict the event that takes

place in adjacent rooms.

If he were to present different happen-
ings eccurinq simultaneously in various roons,
he would paint on many canvases. He would

produce a series of paintings on the Birth

of Princes and the marriage of Princesses.
Muqhel ministuriste have been able to see end

represent more than their European counterparts,

in one painting. They make snapshot pictures

of various activities, in various rooms et the

some tihe and in the sane psintinq. To

present the whole sequence within the limited

space, they combine views and divide the

picture pisne.

The sspect of tine has been overcoee by
a careful use of the picture space where spele

is frequented to shoe different rooms, e1abors-
ting the avenue presented for view. This is
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an outcome of the Mughsi artist's act of

imagination, fostered by his creative

instinvt and nourished by a creative under...

standing of space.
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Hierarchical perspective is s graded system
of drawing people or things on a plane surface
to give impression of the relative importance
of ubjectfl, Thie ii often contradictory to our

natural space experience.

Over the years artists have used variee
devices, to lay aphasia on the prctagoniet
figure, arriving at a particular area of visual
significance, One of the simplest eethode

would be resorting to a central placnent of
the chief figure on the picture plane. Here,
immediate and easy recognisihility of the
primary figure resulta-
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At times instant recognition is avoided

for specific effects. The main figure is

placed off-centre or to one side and

subordinate figures are carefully placed so

as to gradually lead the eye to the focal

point. Thereby the point of climax ie
confronted slowly rather than instantly and

directly.

Certain artists accent the main figure

by using dramatic light effects. Similar

effect can be obtained with a skillful
manipulation of colour scheme, where the

principal figure is painted with striking

colours, drawing immediate attention. Besides,

by a subordination of minor elements,

dominance can be placed on important forms.

Further manipulation and careful calculation

can usher order of importance among all the

figures in the COmpO31tiOn . The degree

of emphasis on each figure can be made to
vary according to the requirements of the
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paintin. Such devices help the oyo to
identify the dominance or lfibawdifiation and
trace the extant of impattance in figural-

Uuminanco or wubardinatlon wan bl
cxcated threuqh 01:: manipulation in formi-
Uonnnqutntly 01:0 of forms do nut conform
to our coqinznnce of them as rtlated ta
their placlmnnt in near or distant space

conformin to rules of perapegtive. They
are manipulated no as to obtain morn or
llmitld cmphaflil. The 11:0 of fcrmfl are
dat¢rm1nen by the degree of impertanco

attachcd to than rather than by their 81:0

variation determined by their placement in

near or diunant space.

In Muqhal paintings we find the use
of hierarchical perspective where figure: are
placed according to the arder of importance.
Being re¢ept&ve to innovation the mqhal
school ifl¢OpOI6tQd notable feature: from other
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etyiee. It adopted the use of hiererhicei
perspective from fegscoel. in their comolitiona

Ajanta painters placed much importance on the

figure of Euduhe. His spirituality and
divinity ere expressed in aeubie life size
imgrefiflienl uf the Buudhe image. nhon

represented among monks or ¢0m0n man, the
Budha imge it much taller, at timefi deubil

life tize.

wen Mughni artists employed hiarerchicei
perspective, important figures were eatahlilhed

as iloiated formfi. or surrounded by eon
space. Often the Size of the chief character

wai increased, irrespective of its petition in

space. At times the ¢npQtOt was pieced in
the centre, with eubordinate figures encirciiq
him. The space eileteted fer the main
figure, and the space provided for subatéinete
tiquret is of prime cencern to us.

In the painting, ‘Babur cepturefi a flock
of sheep from the Hazarel' , the Emperor is
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placed slightly off-centre shown mounted on

a horse . (Fig. 22) . He is set against a
cloar ground and his whole fore is nae
conspicuou. Subordinate figures are oly
partially revealed in contrast to the

principal figure. Prominent central portrayal
and the encompassrng
hnperor's protgonist

opn space ensure the
role in the scene.

in the painting entitled, ' The ceremony
of the Review of Troops ', referred to

under superimposition
hierarchical ordering
The chief character,

Emperor stands apart

of forms, specific and
too is witnessed (Fig.5.)
the figure of the

frm the rest of the
gathering. The soldiers present at the

occasion are cluttered together formig a
vertical section to the right edge of the
paintinq. The cow, the Eapetor followed by

an official and the nine standards have a
horizontal orientation. These are notable

elements in the painting. Space receasio
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along horirotal sections is controlled and
gradual. Swift recession is witnessed along

the vertically aligned soldiers. Besides,

the protagonist figure, is placed along the
central axis in the painting forcibly
oreing attention toaros himself. The

important elements are well spaced on the
picture plane, with sufficient space between

and around them. They hence sustain interlst.

‘Rendering of Justice‘, where space is
composed or many receptacles is yet aother
painting, which lays emphasii on the figure

of the enperor. (Fio.21.) Here the Emperor
and the old women are centrally placed with
some amount of open space arund than. The
accompanying figures are grouped together to
the extreme sides, eagerly watching the incident.

By nuy of placing the main figure in the
centre and providing open space around them,

immediate cognition results.
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At times the figure of the Emperor
is eimclt double the size of other figure!-
ln the painting, 'Khusrsu Shah Paying

homage to Bshut', Babur is shown seated

under o tree (Fig. 17). He il aimot sl
tall as the figure of the standing

attendant. Hero less importst figures are
placed outside the main space cell formed
by the stream. The encircling stream

limits tho main action within tho control
region. Open space between the two sctinq
figures expresses Qmph&l15 on thum-

'Muqhai Prince in the hunting field‘,

referred to under receptacle space, has small

ziq~zagginq unitfi flfiq. 13). Within these
space ceiis men are erxanqcd along s vertical

axis to the xiqht cogs of the painting.
The first group of figures at the base are

cioeeiy spaced. A similar clustered group

It the top is seen behind an earth mound.

In contrast to the cioieiy spscnd qropl,
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the centrally placed Emperor anc attendant

are well spaced. Sufficient epn space
between and around them, highlights their

prominence in the scene. Besides, focus
on the principal figures is obtained by
placing than against s recseding background.
Successive receptacles formed behind the

Emperor creates depth in the scent. So the
dominant figure of the Emperor placed in

the foreground region seems to project forward.
Further, the striking black attire, the
slightly enlarged proportion of the Emperor

and the gesticulating hand also stress the
chief figure.

Hierarchical PFB8pQCi1VG was used not

only to lay emphasis on the ElpQIOI proclai-

ming hit political power, his intellectual
ability and physical Strength but was also

employed in religious suhjects. This may
be seen in the painting, ‘Birth of Jesus’,
where the centrally placed figures of Mary
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and Janus are the dominant members (Fig.28).

The pretence of the divine beings is

instantly felt in the painting. aevvral

devoted men and joyous agels have

gathered stressing to importance of aha
central figural, The more than life

size figure of wary is placao at an angle
to the picture plane providing a good via!

of the baby. Open space in front of Mary
holpa astblish her as the principal fiqure

in the crowded copoiition. All aupportin

figures turn in her direction, further

loading the e»e to tie significant area.

An organised placement of angels flanking

Mary on eithwr aide, ioated, kneeling and

hovering in the air, help create a niche
like space to houie her. The dominant

central area and the niche like fonmation

made by anqola ensures strong accent on the
protagonist figures. Space allocation and

the daxterous use of IpICQ project vary at
the central figure and invest her with
significance and honour.
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in durbar scenes the Emperor occupies
a prominent place. The court members stand
or sit around him in less important places.
Often they may be cut-off by the picture

frame. in the painting 'Jaangir celebrating
the festival of Ab-pashi', the snthronsd
figure of the Emperor is placed to the

upper right middle region (Fig.29.). Ho is
seen leaning against a heavy bolster, seated

comfottbly on an slaborately curved throne.
The space immediately infront of him and the
throne is filled with delicate floral motifs
dopictjjinq a rich carpet. On this are
placed a small cushioned stool and a for
accessories, This space is not filled by

men, nor is it rwartan plain but has a
few essential onjects. This open space

is an important part of the painting which

instantly moves the aye inwards to confront
the enthronou umperor. He is flanked on

either side by members of the court who

vary in size.
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According to their order of importance
they take their ;o8iti0n8 either clofie to the

Emperor or further away. Their size is elee
uetermined by the degree of importance

aanached to each person. $tan¢1nq figures
representee close to the hmpltor are about
the same height of the seated Emperor, Figure!

placed further away from the principal figure,

in the fOIQQKuUfld are much smaller. Two
men placed in the central area directly bekul

the open space anu the female forms are
dwarf line. Jere this picture reveals the

successful use of hierarchical perspective.

A more organised formal arrangement

is seen in the painting entitlefl, 'ahahJehen

honuure the aeligioue U!thu00XY' ($19.30).
Ihie painting whith ii represented in can

sectiann shows the &mperor in the first

section, seateé on a-cenaraliy placed throne.

aehind him are a group of men seated in
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en unorqanieed nenner. Attendere and noblenen
are eeen standing behind and infront of the

Emperor. The painting continuee the order of
fiquree into the next eection where een are
seated on either aide of a meal table.

Theee figures ere ciolely spaced overlapping
each other.

In the first eection, I pothwly

beqlnninq from the foreground region in flanked
on either aide by ettendere and guards,
directly leading to the Emperor. The eye ie
then lead along e horizontal axie formed by
the gathered men into the eecond eection.

Little importance is placed on the three men
etendinq to the right foreground, Placement of

figures is qoverneo by the order of
importance. A combination of open space and
well organised forms in the remaining 8p6¢Q,

marks this painting ee e notable example of

its kind.
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Besides placin figures accoraing to

the order of importcnca, Mughal painting! alca

used the principle of isolation an emphasise
the principal character. Unusual formation

and specific arrangement of subordinate form!
helped the chief character to stand apart

fxnm the rest of the crowd in the compolltloni

This may bu teen in the painting,

‘Marriage procession of cure Shikoh‘, (Fig.31).
Here overlappin figurefi are placed along 0

vertical axis to the left euge of aha sconc-

To the right cage are groups of figurec,

witncscing the arrival of uara ahlkoh. A

01$p1Iy of fire works compleznc the vertical

axis along this area. The two flanking

vertical areas fillcd with cluttered forms

permit a central area of relatively empty
space. Thin is filled by a few men and

two m unted horses. The large horte

astridinq forward in mounted by Dara Shikoh-
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his figure is central to the theme. In
the painting also he 8flpIO§Chl the central
rogion. Such a portrayal is striking and

ensures infltont identificotion of the pI1n¢1pll
figure.

Yet another paintin which shows an
unusual formotio is, ‘Jahangir and his
retlnuc', (Flg.32). Ttis painting haw s

peculiar formation with tho Emperor occupying
the central foreground region. Ho is iflolstud

and lilhouotteu against the light ache:

ground Mon and horses form the shape of n

‘U’ rouohiy with one arm of tho 'U' balind
the hmperor, extending deep into the scene.

Ample open space is ailoflsd balino the
emperor which receeds into the background .

Against this the Emperor is thrown in refit!
dxawinq tho viewer's inctant attention.
Limited space is set aside to depict

accompanying non. However, this space has
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been employed dexterously to portray the

company without over crowding the C0mp0$it10flu
Nor o they overpower the figure of the

Emperor. The stark llolation of the main
figure is rtthcr uramatlc and effective.
such space allacation reflects the importanfll
of the Emperor amidtt other men.

In the painting, 'uera ahlkoh,
$hahjahan'o eldest Ion wizh his armies‘, a

peculiar wreath formation it created. (F1g.33).

The main figure, that of uara fihlkoh occupill

the central area within the wreath, He 1!

seen riding an elephant with two ether mun-

Spaco around the elephant is left emptr.

An army of Ioléfleri mounted on horteback

fem the wreath shae tawards the edge of
tha plctura frame. Group! in the backqruund
seem to he tightly packed, while figures in
the foreground Uliplfly homo amount cf space
between them. Due to the contrasting effects
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of space around the Emperor and limited
BPBCQ among eoldiere, omphelil on the main

figure is inocant enu oofinate.

A rectilinear formation mey be eeen
in the painting, ‘Sage of Golkonda with
Awrengzeb shown as e conqueror in hie
advanced age’, (Flo. 34). Group! of
overlapping figures form vertifial sections on
either eioo of murengzeb. A horizontal
section it formed by fiolia~re mounted on
horseback hohino the Emueror. The central
figure is placed within the Otqanised open
space formed in the painting end drerl
maximum attention. This enlarged figure
standing uprightly holde e epear and shield»
Thoee ecccntuate hil eignitioence further.
Aflfiqmplflying figures are smaller in sciie,

while thoeo in rho background are very
small oven to be clearly discerned. Cluttered

growpl and numoroue overlappiq figures
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highlight the intensity of tho war and
proclaim tho imonoity of the conquest.
Above all by contralioinq and enlarging

Awran9zIb'l figure and constralting him

against. open space he is projected at

the conqueror of the siogo.

A furthar exaggeration of the
hierarchical pQ1‘5pQ¢\’-1V6? may be soon in
the painting, Wiaharaitran horsamarfl (£19.35).

The doainaning figure of the young man in
shown mounted on a homo which marchol

forward. Both man and horse are sharply

contrasted against. the pale gz-can tky.

At ground level three men and several

animals are depicted on an unusaliy
liliputi on I1 ze. aw 1:, rabb it, cranes ,
peacock and plants are all I€p:‘Q8entQd 1n
a diminative size. Tho extent. of exaggeration
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in the size of the main figure is of
marked significance. Hierarchical perspective
useo so the utmost level is witnessed in
this painting.

Hierarchical Perspective in Mughsi

paintings determines the siqnificene of
figures according to the thematic content

of the pointing. It dstcrminess the dimensions

aha scale of figures es per tho order sf
importance and correspondingly one amount of
space ailoted for each figure. Focal
points are creamed by contrasting important
figures against open space. Some times they
are placed centrally or slightly off-centre
in the ‘CQfl.e The Mughal artist oftsn

renders a biow~up like version of the
significant figure to ensue maximum enghasis

when placed among his subordinates. while
Laying maximum importance on the figure centrel
to the shuns, other figures become comparatively
less inportnt. Figures that are less
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uiqniflcant axe cloioly spaced, uvnrlqpping egch

Onhir and often unly partially vllible. The
Ipa66 0¢6Up1Qd by than in limited ana 1001

ilgnificant. Oftln thuy define the periphery

of the pnintin. Unuiual formations made by
Iuburdinato figures larva as the netting for
the central and subordinate figural is strlklnly

different. It is calculated and affective
convuying the impurtanca of figure: an per the

requirement and thematic content of the paintin-

Though thn ununual formations and dramatic

eniargemvnna portray space that 18 not Similar

to our everyday experionsa, the theme is null
expressed and unmiatakeahly made knuun to the

viewers. This due not surprise one as the
East has boon striving after thfl ‘ideal’

rathoxn than lasing itself in the ‘incidental’-
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Our percspticn of specs is associated
with our experience of space in nature,
which draws s close link between our incu-

ledqe end vision of space. And we often
turn to our understanding and experience of

spscc when viewing srt forms depicting specs.

This is perhaps are pertinent to comprehend

near and distant space. A thcrugh knowledge
and experience of space can guide our percep-

ticn of near and distant space in painting.

certain siensnts of art have inherent
properties of distant space experience. They
match our personal experience of specs in
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nature. Forms that appear close to our

vision seen to be in their actual sire,

but, as they recede in distance, forms

seen to diminish in sire. This factor

of change in size of forms has a strong
impact in evoking recessionsl space experience.
An artist should have a thorough knowledge of
forms in relation to the space in which they

appear to portray then in varying distances

in space.

Forms placed to a distane Iron us not
only seen to diminish in size but also lose

their clarity. They appear to blur: their
sharpness and clarity reduces. Further, forms

lose their intensity of colour. Colour values
become lighter with additional distance. with

great distance, forms appear in neutralised

colours with greyed values and hazy lines.
Testursl quality becomes less prominent and
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details appear indistinct. Porno that

appear close by are seen with distinctness.

They appear with sharp defining lines with
intense colours and precise details and

textures. Such change in experience of
forms at different distances is easily underb
stood, as it is witnessed in reality. This
principle was understood by European artists
after many years of study and experimentation.
when Huqhal artists sought to employ these
principles, they used contradicting combinations
challenging the experience oi complete space
recession.

Representation of three-dimensional forms.

i.e., forms having more that one plane. volune.

mass and solidity, neturally imply that they

occupy three~dmnensional space. Parallel lines
of {ores placed at an anle to the picture
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plane tend to conver9'. Hence, forms

having converging parallels also denote space
recession.

The estern device of using single point
perspective to depict forns in space is a

scientific nethod of creating distant space
experience. Here through a geoletric system.

sizes of fores gradually undergo a variation
depending on the distance at which they are
placed in reality. this contrivance is a

definite method of showing three-dimensional
$p8CIe Besides, they depict forms from
different view ppints in the ease painting
and often combined reverse perspective in

certain forms.

Reverse perspective is another device

used in paintings. But unlike in the Western
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single point perspective, here forns converge
es they approach the spectator. This device
was commonly used by Chinese artiste. its
influence on Hughal miniatures has left an

indisputable nark on Mughal paintings.

Mughal pflintings show a use of intuitive

space experience in many paintings. Some o

their early orks are greatly influenced by

the Chinese tradition showing the use of
reverse perspective. Later, exanplas reveal
influence from the European tradition. These
are based on our natural perception of distant

space, and also on the use of converging
perspective.

The painting entitled, ‘A longol Chieftain

and attendants under a tree‘, employs the

principle of diminishing size to suggest distant

space.(Fig. 36) The foreground space is occupied
by a group of six men seated under the shade

of a tree. The Chieftain is centrally placed
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on a luxuriously carpeted platform. Attenders,
musicians and a dog occupy the surrounding
space. The platform is shown in reverse
perspective with a slight increase in its
height as it moves away from the viewer. The

diverging lines of the platform contradict

space recession. However, figures that overlap
the platform reduce the contradictory experience

of space. The brightly attired figures are
flat and two-dimensional in nature, with minlmll

shading in certain areas. This is witnessed

in the elbow, waist and foot area of the

right foreground figure in an orange jami; the
blue shawl won by the left foreground figure;
and the armpits of the mandolin player nearing

a pale green Jami. Besides this limited
shading in a few areas. the figures are twee
dimensional.

Clearly defined figures painted in bright

intense colours and the details seen in the
carpet design and the cardful delineation of
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feeturee render themeelvee ae closely
poeitioned forne. The tree with ite dark
well defined foliage end euelly well defined

trunk end brenchee aleo indicates foreground

poeition. Overlapping rock end earth uounde
fern the middle ground eree. Subtle shading
along the outlinee edde e touch of three-

dimeneionelity to the ground. Light veluee

of pink and yellow green have e receding

quality ee egeinet the intenee colours of
foreground forne. Along the horizon, the
value of green ie further reuced contributing

to e receesionel effect. However, the red

outline of the rock along the right backgrund
hee en edvencing eftect. This is due to the
eherpneee end eudden inoreeee in the colur
inteneity. The diminishing treee placed in
this region have en effect of dietant forne,

due to their reduced eire and liht colour.
To the left background, buildinge and treee ere
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greatly reduced in sire, instantly providing

a sense of space recession. The light
green foliage end off-white structure further

intensify the feeling of distance. A well
graded blue sky sgggests effects of a dist-

ant horizon.

‘A Mongol Chieftain and attendants under

a Tree‘, shows attempts at rendering fore-

groung end distant space. In its manipula-

tion of placing well defined, sharp and

intensely coloured forns in the foreground

with diminishing, light coloured forms in the

background, the painting clearly portrays near

and distant space.

In the painting, ‘An incident at the
siege of Qandahar', an expansive landscape

scene with a high horizon line is eeen(Fiq. 37)
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Broups of closely placed soldiers are lfltfitlplth

sed with areas of ground and greenery. These
alternating areas rise in stgges on both sides
of the painting, with a final area of dense
foliage flanking the city of Qandahar. The
well balanced space is defined by intensity

coloured fofes upto the centrally placed city.
Bright red and orange clothes contrasted with

white turbens and black shields retain
their intensity from foreground till the city
walls. Treatment of figures with sharp lines

and minute details is evident till niddleground

region. Intensity of foliage colour is also
equally uniform from the base of the picture

plane upto the areas. flanking the city. Such

uniformity in colour tntensity and rendering of
details is such against the principle of distant
space. However, the sire variation denotes
effects o near and distant forms. Figures in
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the niddleground are smaller in size than
foreground figures, and those seen near the

city entrance are less than half the sire
of the foreground ferns. Such reduction in
the sire of figures enables one to experience
a feeling of distant space. The ligt colour

of the city well also ilpliee distant space.
Beyond the intense areas of foliage flanking
either side of the city walls are seen
triangular sections. The sire of the plants
in this area is small and the colour intensity
is reduced. Foliage and mountain peaks are in-
distinct and blurred having a bluish tinge.
The sky also reduces in intensity as it reaches

the horizon. The carefully rendered flaaes

that rise from the city lose their sharp defini-

tion as they rise into the sky. Though the
intervening space ie not eell handled and the

transition free fore ground area to the background
triangular sections of londvasudden space recession
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and the feeling of distant space is definitely
established.

The painting, 'A Prince at a village well‘,

is a meticulously rendred landscape.(Fig. 30)
The unfoldin panoramic landscape shows the

prince with this company of men in the fore-

ground. Treatnent of figures is two-dimensional,

eschewing shading which would suggest the volme

of forms. Every detail is clearly depicted
and the mane of horses is evenly grouped fene-
ing a precise pattern. The unulating ground

and flowing water show suggestions of colour

modulation. The trees closing the foreground
region form a stage like space for the main
event. Plants ad trees in this region are
rendered with a keen interest for minute details
Behind the foreground space the expansive land-

scape is punctuated by a processional group,
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trees and a few architectural structures.

A row of enfringing light blue mountains
occupy the distant region. Distant space
is defined by diminishing ferns. However,
the colour scheme is fairly uniform from

foreground to background, arresting a sudden
recession into the picture plane. The intense
colours are striking and have the capacity to

retain attention for more tine. The dark
blue sky is relieved by stylised clouds.
The entire painting is carefully and pains-
takingly worked with emphasis on details. It
is only in the manipulation of size that the
effect of distant space is achieved. Even
this is rather abrupt and sudden, as small
forms in the background are in striking cont-
rast to the coparatively large foreground
forms.

‘Visit to a holyman', is a painting
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which shows a landscspo ulth hills providing
the sotting for tho ovont.(Fiq. 39) Tho
hoiynon alonqwith two other dovotoos is soon
in‘ tho foroqround. Whilo in up niddio-
ground aro a group of approaching Ion. Tho

distant area is occupiod by tail mountains.
Modoilinq of tho foroqround troo and land

indicato nass and solidity onsurtng their
oxistonce in three-dinonsionai space. Tho
size of figures fooa foroqround to nidd1o-
ground undorgoos a slight variation suggesting

distanco. Tho intensity of ooiours which is

uniform throughout tho painting, and the toll

darkly coiourod mountains do not conpionent
the oxpooisnco of distant spaco.

The transition from foroqround to background
in sizo of forms was rondozod with a bottor

understanding in sons paintings. Tho painting,
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represented as small specs of less intense

green. This is indicative of atmosphere
effects on colour with additional distance
in space. Montains along the horizon are

bluish implying distant forms. The gradual
yet striking variance in size of foros

presents an effect of expansive space.

The painting, ‘A European‘, shows the
prominent figure in the foreground silhouetted
against a simple landscape setting.(Fig. 41)

The rendering of the European shows certain

snount of oodslling. It denotes threo-dinneion-
ol lass and volume OIp|’ll81l1I\Q the three-
dinensionsl space the figure occupies. The

landscape immediately behind the youngnn is
rather plein with only two small plants. In

the distant background the landscape houses the
huts, a group of trees an mountains to the
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side and a teople with devotees, a partially

visible minaret and trees to the right side.

The structures to the right side reveal no

modelling. The huts and trees to the left -

are well modelled. The diminished size of

background forms and the hazy mountains suggest

distant space. Contrast between near and

distant forms is exaggerated in their scale.

Strong western influence is seen in the

painting, ‘Madonna and Child'.(Fig. 42) This

painting which is a copy of a western original
shows the nonuaental figure of Mary occupying

a major portion of the scene. Careful modeli-

ing picks up every rise and fall of the blue

mantle worn by Mary. An experience of different

depths of space is presented by the varying

tones of light and shade on the drapery.
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The 'Allegorical portrait of the God

Mars‘, is another painting which shows a

clear indication of European influonce.(Fig.
43) The figure is well modelled at the

chest, below armpits and waist indicating‘

solidity of human form, beneath the garment.

The thick cloak which is also well deliniated,
especially at the right shoulder and along

the right side suggests the volme and thick-

ness of the cloth. However, platform on

which Mars stands is shown in reverse pers-

pective challenging the effect of space recession
into the painting.

The painting entitled, ‘Tho Foppish dervish

rebuked‘, shows a better rendering of three- .“

dimensional forms and converging parallels.(Fig.
44) The main event takes place within the
architectural setting where the dervish is
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rebuked by a saint. Figures and forms in

the foreground are well modelled so as to
depict their solidity and mass. The main

architectural unit is proficiently rendered

with parallel beams running diagonal to the

picture plane. Inner space is well depicted
showing a fore shortened view of the ceiling
and floor. Beans and ceilinguwthis rooe
are carefully modelled. A slightly dark
colour tonality is a revelation of interior
space with restrained lighting. Beyond this
roon is seen a light pink wall pierced with
three doorways and niches encouraging space
recession, while preventing further penetration

into the scene. Above the main roon to the
left is a partial view of an open terraoe

and room. This structure and the twofigures
in this area are snail denoting distant space.
To the right ode of the painting is another
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room with an arched opening. Inner space

in this building also shows careful modelling
indicating three-dimensional volme and a play

of liht in certain areas near the entrance
and on the sloping ledge on the wall. Above
the room is an open terrace with two peacocks
A play of open and defined space within rooms

gives an unusual experience of space in this
painting.

This painting is an unusual creation of

the Mughal era. It appears relatively closer

to reality. It manifests like an extension

of our space and air, one which we can
relate to easily. It is a clear portrayal

of intimate naturalistic space.

‘shah Jehan enthroned with Dara Shikoh
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standing before him’, is a painting which
employs the western principle of converging
parallels to chow space recession.(Fiq. 45)
The platform on which the two figures stand
and the ceiling of the canopy ere shown

with converging peraiieie indicating receding
space. However, the details on the carpet
and ceiiinq are treated es seen from bird‘s-
eye view with no trace of foreshortening,
witnessed in the structures themselves. The

painting thus shows space experience depicted

by converging peraiid which is abruptly
arrested by the two-dinensienei treatment of
eky. Hence, an experience of shallow space
is evidenced here.

‘The Bronze statue warns the King‘

shows the use of converqiq paraiieie end
reverse perspective in the same peineinq.(Fiq 45)
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Converging parallels are seen in the central
pathway in te foreground. Here the walls

on either side taper as they recede into the
painting. Converging parallels are also seen

in the walls enclosing the spacious open

courtyard beyond the central pathway; the place
which houses the chief event. Reverse pers-
pective is used in rendering the platform and

the Isln room, within which are depicted the

King, a woman and the bronze statu e Use

of perspective is not consistent in this
painting. Lines push and pull creating sure

face pattern. A mosaic of spacial types
energes.

The painting, ‘Akbar receiving Mirra Ari:
Koka', is another painting which shows a

combination of different perspectives.(Fig. 47)
It is evident here, that, the concept of space



IOZ

recession conveyed through architectural forms
was either not properly understood, or that

it was intentionally manipulated to obtain
the resultant effects. The foreground space
showing e carpeted floor is treated as a
vertical plane. The riddle ground undergoes
distortion due to the use of reverse perspective
The canopy seen above Akbar is also rendered
in reverse perspective; but it is viewed free
the opposite direction. There is certain amount
of discrepancy in the use of perspective in
this painting. Space recession is contradicted
in the use of perspective. The background
ares rendered in a dark colour does not parti-

cularly suggest space recession. It however,
sets off the figures in the foreground.

‘Prince and Curtisrs at Camp‘, shows
effective use of light to model ferns and
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suggest space in the painting.(Fiq. 4a) The
prince, courtiers and when are gathered
around a snail candle, the only light source
in the night scene. Figures show certain

amount of modelling that depicts three-dinen-

sionality. The tent is null modelled

depictin space between folds and the rise

and fall of the material. Light illuminates

the central region throwing deep shadows in

many areas, such as behind the two men seated

to the right of the Prince and his lover.
Shadows within the tent and on the top of

the tent are indicative of space that is away
from the light source. This is one of the

paintings that shows a bold attempt at render-

ing a night scene. in predominant dark tones,

Usually night scenes in Hughal paintins are

treated with normal light effects; a moon or
stars wisdicating the night sky.
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This painting is an unsual night scene.

The limited lighting defines foreground forms,
while the backgrond space is shut off by dark

tones. An intimate dark space is portrayed
in the scene. Space experience is»nstriking

contrast to most of the other Mughsl paintings.

Attempt at portraying three-dimensional

space experience has often been made by Mughal

artists. Many devices used to render forms in
space have been successlul in converging effects
of three-dimensional space and that of distant
and near space. However, whether the Mughsl

artists chief aim was to convey three-dimensional
space experience as witnssed in reality is a
point of debate. This is because his works
often show more than what one can see in
reality.



CHAPTER-V

Afilflfih

In art ‘aesthetics’ refers to the laws

and principles determining the beautiful in

art objects. space resulting from the use
of such principles is ‘aesthetic space‘. It
does not present the ‘real’ but the
‘beautiful’ and the ‘ideal’.

Persian poetry was characterised by its

love for precise and meticulous description.
Its idealised formulae created an epitome ef
perfect beauty, a world of fantasy and
romance. It placed its stamp on Persian

painting and had a continued impact on
Mughal paintings. Consequently. forms in
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Iughel paintings often manifest as idealised

formulae of elegant beauty.

The criteria to judge the aesthitic
qualities of an art object depends on the
necessity of its creation, its inner motives
and its impact on viewers. Aesthetic space
would be gauged according to the necessity
of the specific space created. The inner
motives which dictate such space formulation
and its impact on viewers are of equal
significance.

In Mughal paintings, the periphery of
determining factors are wide. They are
based on vicissitudinary influences, certain
thematic requirements and the artists expertise
in organising comositions.

Certain components such as colour, scale
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Luxurious carpet designs and architectu-

rai forns bear testimony to the Mughai iove
for detail. Designs ere painted as a fiat

pattern on the picture piane. Often, distan-
tion due to foreshorteninq or the use of
converging psraiieis is avoided. In other

words, distortion of ferns that are in con-
formity with rules of western perspective,
does not witness a consequent distortion in
details and designs.

mo to the ciinatlc condition and desert

lend, a monochromatic colour scheme unfoied ail
along the Nughsi Empire. This lasted for a
great part of the year. So, people in the
Hughai Enpire ushered in good cheer by nakinq
extensive use of colours in interiors and their

costunes. Comprehensive use of striking colours
with a balanced union of delicate tones and a
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discreet use of gold and silver torn part
of the lughal tradition. This encouraged
Mughal artists to adopt a bright and

brilliant pallette in their paintings. This

made an instant appeal on the viewer. Beside.
the use of two-dimensional brilliant pure

colours was characteristic of the Persian
Safavid school, which had ingrained its features

into Mughal art.

Perspective as a tool in indicating

naturalistic space experience is not the ultimate
goal of Mughal artists. Though the influx of
European influence in the use of Western
perspective in evidenced in certain objects. it

is not complete and total. All objects do not
follow rules of western perspective. Often view

points vary to create aesthetic space.



l|O

Scale is another device that is

instrumental in exhibiting ferns in conseuent
space. Mughal niniatures shoe great respect
for explicit compositions. Hence, scale was
sacrificed at the alter of conposition.
Irrespective of their position in space and
unnindful of interrelated proportions of neigh-
bouring focus. scale remains unaltered.

Some of the lost signifieant paintings

in the Hughel Eepire portray s concious
balance of forns. Proficiency in placing ferns
on the picture plane proclaims the beauty of
space in art. Space resultant of such skill
is the outcome of the artist's coapositional
copetence.

‘The ape otsaarts thieves’ is a eell
balanced composition which reveals unanhiguous
display of tores.(Fig. 49) Rocks and trees
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in the background are as distinct as the
foreground torus. Unnindfui of their placement

in near or dstent space, their ferns are

precise, colours reeain intense and details are
conspicuous.

'Babur supervising the construction of a
reservoir on the spring of Kheaja Sih Yaran,
near Kabul‘, is a painting which shows anple

£orns.(Fig. 50) Hen, architectural structures,
mountains, flora and fauna crowd the coposition.
Trees in the backgroud that are relatively
small in size confirm their placement in distant
space. However three peacocks that appear at
the sane distance are incongruous in scale.
Peacock and trees are of sinilar sire. Relative
dininuition in else of forms is not present.

The picture plane is packed with an essay of
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forms utilising all empty space.

Consistently intense colours an well

defined fores provide no indication of near
er distant spece.(Fig. 50) However, it firnly
asserts the Mughal love for preciosity and
brilliant colours. Space is uded to depict

forns according to the Mughal tradition and
requirement rather than to portray ferns in

actual and relative space.

The painting, ‘The trope of Sultan
Akned Mitre perishe in the waters of the

river Kubyt shows a derterous use of the

linited picture spaceinqoqn ‘close-up‘ view of
the defeated troop and river is presented.

The dimensions of the river is restrained to

fit it within the painting. The horse seems

big enough to cross the river in one galloping
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movement. Yet, it shows teo drowning horses

and horseen unable to free themselves from

the implied immensity of the river. The

river itself seems to b broken abruptly

changing its course suddenly after it crosses

the bridge. The continuity in the flow of
the river stands threatened by the abrupt

dislocation. The space allotted to represent
the river is very limited in relation to

other elements. This proves that the artist
did not concern hinself with representing objects
in correct proportions. He was however, anxious
to portray all essential forms to narrate the

incident. As it was important for him to
portray the river, fortress, bridge and the

fleeing troops he has merely made a condensed

representation of theme

It is only logical to relate to walla of
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a building as being taller than humanbeinge.

This is becauae nan requires sufficient space

in terns of height and breadth to afford

unhindered movement within the building. Similar-

ly, an entire building will rightly be larger

than a hunanbeing in terns of height, length
and headth. Such ie the idea of space that

nan has in mind, nan experiences, understands
and witneseee in reality.

If the palace walla are not tall enough
to hide people present behind, them, what ia

the principle of space allocation made in terne

of interrelated sizes of forne? Or are nen

fighting a battle in the midst of toy houeee

or a model city? The painting, ‘Balm: and hie
troops fight for the city of Andizhan', is an

example revealing such epace. (Fig. 52) A view
of the city interior and a view of the

acene outside the city wall ie

I
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presented by combining direct and bird's-eye
views. The relationship between ferns in
the foregroud and the city wall are fairly
convincing. However, the setting within the
city walls is unnatural. interrelated space
experience is challenged.

Several smell architectural structures

with sloping tiled roof, parapets with aerlon
decoration, arched window openings, ninareta
and doaes are notable. The structure ad
decoration conform to the architectural style
of the day. Hanan {ores that intersperee
these buildings are vory tall, nd dwarf
architectural aeabera. Ian and horses are
relativly taller than the buildings. A group
of rm: men seen dramatically gesticulatingin the
furtheraoat and of te painting are much

taller than the neighbouring structures. Height

I
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of buildings and that of en remain as
isolated aspects of the painting. The amount
of space allotted for the buildings is in-

sufficient when compared to human forts. The
artist had to disproportionately dwarf the

structures, so as to fit them into the compo-
sition. Besides, his aim was to present a
town scene to create an appropriate setting
for the theme. By interspersing architecture
with human forces, he has managed to evohe
the feeling of a typical town scene. Though
the extent of space allotted for interrelated

scale is challenged, the interaction between
forms is woll established. Within his snail

format he has packed much information. To
achieve this, the ughalniniaturist was willing
to sacrifice naturalian and principles of logic
in terns of interrelated space.

The painting, ‘The Bag-i Vaja Garden laid by
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Fig.» 53 Th! Bag
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Babur in Adinapur', chow: a combination of
two viewe.(Fiq. 53) Vertical alenenta ouch

as the human fiurl, trace and ducke arc

shown from direct view while the horizontal
aloaonte ouch aa the floor in the foreground,

the garden and fountain art rcndorod in bitd'o-

ayo view. Tho picturi space is inqoniouely

used to oneuro better visibility of forna

rather than ta croato a natural space experience.

Tho painting, entitled ‘The garden of fidel.

ity near Kabul‘, also Inploye a einilar ¢0Ih
bination of viowe.(Fiq. 54) Here a deecriptiva
portrayal of the plan of the garden is evidoncod.

- econ fro! aarial view. Vertical eltnenta

ouch ae the nan, rocks, flora and fauna and

the wall are dopictad in direct view. Forne

do not conform to natural portrayal o einqle

point perepoctive. what ia aaen is the moat
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representative delineation of elements, rather
than a true portrayal. Forms are presented
in detailed descriptions rather than through

a holistic view. Besides. instead of what
was seen, what was known has been recorded
representation of force takes place. Hence,
the space occupied by forms conforms to con-

ceptual representation, generating an aesthetic

space experience.

The picture plane is judiciously divided
into smell units which are decorated with
flower bearing plants and fruit trees. The
square central unit that inserts itself into
the four major units reveals two ducks. Th

paintings give appearance of being a vertically

unrollsd tapestry. A tapestry with petternised
forms. It is similar in conception to, ‘Title

sheet of Miniatures Beblr-nanah'.(Fig. 55)
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portrayal of forms. Patternised forms fill

the geometric divisions in the garden scene.

In the title sheet stylised floral designs

intertwine spreading all over the sheet. This

is only a decorative inscription sheet which
has no artistic functional purpose. Yet, it

is in close kinship with the painting, ‘The

garden of fidelity near Kabul’. This reveals

that decoration and patterns play a lead role

in Mughal miniatures.

The painting, ‘Enthrohed Shah Jahan with

Dara Shikohf. standing before him reveals the
Mughal love for perfect recording of design.

(Fig. 56) This painting employs converging

parallels to uggest three-dimensional space,
(dealt with in the fourth chapter)
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Consequently, architectural forns undergo dis-

tortion. A corresponding distortion is
design is not effected. Architectural members
are presented as seen in natural space.
However, the exquisite floral motifs painted

on the carpet and ceiling refute natural spaice--4

space. experience. They are rendered in bird“s-
eye view throughout. This painting proves the
prediliction for perfect rendition of esin

to natural treatment of forms in space.

The Iughal artiats penchant for detail
and sharp definition is evidenced in the
painting, ‘A Prince at the village well'.(Fig.
57) In this painting diminutive ferns in

the background inply distant space. However,
the reduced scale of ferns is not accoepanied
by blurred forns or reduced colour intensity.
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The effect of repreeenting diatant apace ie
not total. The propensity towerda preeentinq

sharply defined fume, overrulea literal

inpreeeion of distant epace.

'Readinq youth with falcon‘, portraye

a decorative lendecape with qroupa of three
flovlera painted in white, yellow, blue and

red.(E-‘iq. 58) Theee flowers retain their

colour intensity even in the background. Grace-
fully arching alender planta create a niche
like apace to houae the youm nan. ‘lhe
two-dimenaionally painted orange drapery, the
equally flat golden eeat and the patterniaed

background create a decorative apace. The

wealth of detaile, ornamentation and heightened

clarity reveal the irrelevance of three-dimensional
reality, in aesthetic epece formulation-

'Prince Khuerau in hie twenty fifth year
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The painting, ‘Two dancing girls’, is as

well balanced composition that shows an

aesthetic use of space, created through fornal

properties of art.(Fig. 62) The centralised
dancing girls fit comfortably within the oval
space. This shape is echoed in the dance

posture. Their pose offers symmetrical balance
to the composition. A slight colour variation
indicates the horizon. The background is flat
and plain. Space around this oval eeea is

divided into bands forming an elaborate hasiya.

This space ornaments the picture with its
intricate floral motifs, that are in striking

contrast to the plain background within te
oval. Balance, rhyto and decorative detailing
are notable features in the painting. The
picture offers no space recession. Nor does

it imply a specific background for the dancing
figures.

‘Sheena’ or ‘Sunburst’ (Fig. 63) closely
resembles the ‘Two dancing girls‘. It serves
as a foil to set off forms and augeent the
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general esign. In its space organisation

and minute definition it is closely related

to the previous painting.

A jewel like statelent of sylnetrical

balance and perfect harmony is witnessed
in 'shansa'. Harmonious forms and colours

matched with utmost care prove the artists

skill in presenting striking designs. Purely
two-dimensional ferns stud the picture plane.

Abstract and stylised natural forms are

creatively woven into a well co-ordinated
esign. with the chief desire of creating

ornate arabesque designs, this painting cones
into existence. The picture plane is used

to house this beauty. Design, order and
surface pattern are the essential elements in
the painting. It is a purely decorative
painting with no story telling element.
However, even in a narrative painting such as
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‘Two dancing girls‘, similar elements are

present.

The 'Portrait of Shah Baulat', is an

exercise in contrasting colours and unique

spatial types.(Fig. 64) The flat dark
background sharply contrasts with the brilliant
white robe of the saint. The background

ilplies o indication of definite space. The
There is no line to denote the ground. The

painting ishows a few elements studded on an

aesthetic stretch of space.

The figure reveals no modulation. This
flat vertical blue back drop reeals no time
or place. It is marked by heightened
ambiguity and hence inplies a sense of mystery.
The nan walks in a territory that is not of

this earth.
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The hasiya, one narrow and enfraninq

the painting, and the other flanking three

sides also occupy equally flat space.
Interlacing floral lotifs and brightly coloured

flowering plants punctuate the space. It is
highly decorative in contrast to the nystic

space in painting. A contrast of mystic,

simple space and a decorative ornamental space
is witnessed in the painting.

when the subject portrayed necessitated

equal enphasis on two or more elements the

picture plane is at tines sectioned into units.
The division of space is often unusual and
abrupt, but the picture space is well utilised,

investing equal accent on elements. This is

witnessed in the painting ‘The trees - janan i kanrak',
(Fig. 65) Inscriptions become part of the painting

and augment the decoretive element.

In the painting, ‘water animals Sipsar -

seapiqs', the picture plane is once again
divided into two sections.(Fiq. 66) Here the
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same space is continued with just an

inscription interrupting the continuity.
space in the painting is used solely to

portray the two imaginary acquatic creatures.

The river is placed on a vertical drop of

space. It seems as if the horizontal is

lifted to show the vertical. Only this
enables the two animals to be portrayed in

all their glory.

'A variety of nagpiea, wagteils and

swallows‘, is a painting showing three divisions,
with interspersed inecriptions.(Fiq. 67) To

break the monotony of the picture space, the
width of bands is varied. The space occu-

pied by the three pairs of birds is simple
and flat. Each band of space obtains equal

emphasis. In the top and bottom bands even

the bought of plants do not move in and out.

but flatly only upwards.
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The painting, ‘Shah Ardaahier's fate‘,

portrays a mythological subject showing the
pitiahla end of Shah Ardashier.(Fig. 68) The

picture space is carefully but boldly inter-
rupted by two inscriptions. The space offers
no recession. It however rises vertically
on the surface of the painting. It guidee

the eye along the surface space alone.

'Hanuman carries a mountain of healing

herbs’, shows two-dimensional treathent of space.

(Fig. 69) This Mughal miniature displays the
artist's cmpositional skill in using well
balanced forms. Mountains are depicted at
the top and bottom of the picture plane.

Trees are well organised on the rocks support-
ed by Hanunan. They bend elegantly fanning a

fan like spread around the rock. The blue
backdrop is flat. It is indicative of no
time or place. It is a sheer expanse of
flat colour.
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‘A thoughtful nan‘, is placed against

a two-dimensional cut-out lawn and sky.
(Fig. 10) The vertical backdrop is sprayed
by decorative flowers devoid of change in

proportion, colour and value. It leaps

upward flatly, stretching on the surface. It

nahes no attempt to recede in space. A few
objects that punctuate the space, spell out

some arbitrary ground space along then. The

figure appears equally flat, like a cut-out.

Nanation and description of stories or

nature hers has become insignificant. The

element of interest is sustained on the surface,
with the well composed, ordered harmonious and
balanced ferns. Such principles are abstract
and appeal to the aesthetics senses. One is
then in the territory of pattern and design,

order and aesthetics.

'Inayat Khan dying‘, emerges in start
simplicity and boldnese.(Fig. 71) It appears
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to be an exercise with shapes in space.
Flat, colours fill large cushions and drapery.

Theee interesting shapes are juxtaposed against
stark white sheets. They spread alenq the

eurface of the picture. An aubiquious place-
ment of the white pillow to the right lore-
qround triqgere a spark of doubt as to

whether the cushion ie placed on the bed or

floor?

wall and floor meet at the centre of
the picture. Both appear like vertical back~

drops. On this fairly stark backdrop, severe,
boldly coloured torus are balanced and ordered.
They accent the soleunity of the movement.

Essential forms are presented on the flat space.

‘The Study of birds including a pair of

canon Indian Mynahs is an exercise in pure
aestheticed F19. 12) TM lpece is unorthodoxly
classified into three units. Each unit is
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fitted with a pair of birds. These are

adjusted a little, overlapped once and
balanced . A gentle jutting out of the

tail beyod the picture plane, a slightly
exaggerated tilt of birds and a studied

irregularity in specs division reveal the
artist's aesthetic discovery. Ha has mastered

the art of placing forms in the picture
plane. He has acquired favourable results in
carefully juxtaposing tones and seggregating

space; not for him the shackles, depicting
natural space. He presents instead a p0OI

in aesthetic space.

The Mughal artist did not strive to

capture the likeness of nature. He did not
ails at portraying a ‘true’ image of for-as

dispensed in ‘real’ space - the ereernal
appearance, the skin of {one and the extent

of visible space.
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He however, strived to capture the
essence of ferns on the two-dheensional

picture space. He portrayed reality as he
knee and understood it to be. Yet, IOIO

than that, he portrayed fore and space as

he wished it to be seen.
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CONLUSIQN

Mughal miniatures having garnered

notable spatial types from several traditions,

yield to an efficacious synthesis of these.
These spatial devices were the tools in the
hands of the well trained Hughall artists.

hughal artists worked from an intuitive

and instinctive understandig of space but

not from scientific and analytical stand point

Artists placed forms at different levels and

overlapped them, inlpired by his intuition and
propelled by hi8 instinct.

The artist was lead by the content that

was to be portrayed. He did not wish to
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present a naturalistic IpICO that draws the

oyo into tho convai. Ho did not open a

path before the spectator for him to venture

into the pictorial space, to travel and be
part of the space created. Such an oxporicnco

would be 0 more imnitation, iiluiion an¢ In
extended vinion of our space.

He however, project: a conceptual view

of nature. The artist organises forms in
specific units by uividing the picture pint.

This creatcfl a Surface pattern along lid; and

an ordered compolinion. It moves one aye
along tho auxfrco from top no bottom and
from lid! to side causing surface tonsionl.

Honco the $UZfwCQ space sustains interost and

theso ordered coili contain much information.

To tho Western artist it out important
to present the thume in natural lplulo For

tho Huqhal artist however, the thcmc obtain!

much significance and dozorainoa the space
on hich it is to be enacted. In thin
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inananco space cease: to be an clement o
naturc. Emperors and nobility coco to have
boon onpoworod to dictate scale and spatial
typos. The artilta broth Brent to have
been guide by the hierarchical 1"oortan0

of the lubjcczu be portrayed.

The western concept of space chow‘
traces of itu infiuoncos on Mughll art.
Hoolvnr, tho Mughai artist made only littlo
cxcursions one attmpted to portray naturalistic
space. instances are rota.

Hence Mughal minioturon did not aim

at rofioccing a mirror image of rulity. Nor
it it founded on the rudiments of creating
vicionaxy natuxaliltic space. It howovcr

calla for more than a visionary underszonoing

of opaco. It in one that it based on
idaaiiacic formulations and refiuiros profound

porcopzion. It invite: the opoctator to view
the picturo and noditato on its many layered
intention.
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Muqhal miniatures stun from fiaatern
thought. While being intimately linked with
crootinu iuionotic expressions. Thus, the
spectator is presented with more than just

‘real space‘, such as s casual poop over

walls; an occasional blob-up of figures; an

unusually isolated character; or a manipulation
of ccale and interrelated proprtions nitneoscd

in space.

Tho crux Mughal miniaturos lies in its
mental image of reality, An image of

idealistic beauty, of pr0fu8e decoration and
of a skillful handling of the formal clcmcnts

of art. Hence it requires a complete
participation of mind and sonnet to View and

relate to the 8paC¢ in Mu;hal miniatures,

Thane arc more significant than merely the

cuter appearance of reality; form, and spatc

occupied by form.
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The Muqhal artist doc! hat énnotl

realistic space, which hardly nattora, beig

trivial and infliuental. Ha however, extracts
the uzscnco of space, which is vital. H0

difipcnlad form in a lpaca that wal bait

suited to portray it. what aatters to
him 1s the ideal and the essential. These

atu the eternal-
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CHAPTER - I

INTRODUCTION — COMING OF ISLAM IN INDIA

Looking from a social and cultural point of view

India's history of the last seven hundred years is the

history of two peoples of different religions and

cultural milleu struggling in a bid for synthesis.

Even before the advent of Islam several other

foreigners like the Greeks, the Sakas, the Kushanas,

the Hunds etc. had come to India, none of them could

overcome the impact of Hinduism and their influence

was assimilated by the Indians, for their impact was

weak and short lived.

Islam had came to India in small bands of soldflrs

for loot, soon this simple object was changed into a

ferine enthusiasm for imperialism, both political and

religious.

There were three routes by whichmuslim came

to India. First was the sea route. Most of the kings

in early times did not allow the armies to go through

sea. Only Arab merchants from Hadramawt and Iraq adopted
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