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1.1 LEARNING OBJECTIVES
After going through this Unit, you will be able to:




explain the expansionist policy of Akbar and the consolidation policy that he
pursued,
analyse the diplomatic alliances Akbar established with the local rulers,
chiefs and his motives behind it, and
Describe the religious policy of Akbar.

1.2 INTRODUCTION
In the previous unit, we discussed about the dynamic Afghan ruler, Sher Shah,
whose administrative reforms and other policies created a benchmark for his
successors to follow. In this unit, we will be discussing the religious policy of the
great Mughal Emperor, Akbar. The Unit will highlight the achievements of Akbar
propagating a new religious order.

1.3 RELIGIOUS TOLERANCE AND SULH-I-KUL
Akbar did have faith in religion but he was not an orthodox or conservative Muslim.
His close association with Faizi and Abul Fazl was also instrumental in enriching his
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views on religion. The greatness of Akbar lies on the fact that at a time when there
was much intolerance around him, his vision was not blinded by the narrow opinions
of the religious fanatics who surrounded him.
During his time, in 1575, the Ibadat Khana or the House of Worship was constructed
specially for the discussion of different religious ideas. The exponents of various
religious faiths were called upon to deliberate on matters related to religion and
spirituality and Akbar took great interests in such discussions. Purshottam and Debi
were exponents of Brahmanism, Vijayasen Suri, Jinachandra followed the Jaina
faith, while Dastur Meherjee Rana belonged to the Zoroastrian faith. Akbar had high
regards for the knowledge of such preachers and wished for an intellectual dialogue
but there were differences among the religious leaders, particularly between those
who favoured the spirit of free thinking and those who were orthodox in their
outlook towards religion.
When Akbar read the khutba, it was a clear indication that he was asserting his
leadership of both the political as well as the spiritual world. In the year1579, Shaikh
Mubarak produced a document by which Akbar became the final interpreter of the
Muslim law (Imam-i-Adil). This document was termed as the Infallibility Decree, by
Dr. Smith. Akbar made an attempt through this decree to free himself from the
domination of the spiritual leaders. Akbar was eagerly anxious to be recognized as a
true Muslim by the religious leaders of his court. However, his sincere attempt was
severely criticised. The conservative Muslims were not happy with the growing
tolerance policy of Akbar and his showing favour to the Hindus.
Despite the resentment among the Muslims, Akbar continued with his religious
propaganda and his next endeavour was the promulgation of the Din-i-Illahi or the
Tauhid-i-Illahi. Akbar aimed at establishing a common religious faith for the people
based on the goodness and truth found in every religion. Certain ceremonies
associated with the Din-i-Illahi are stated in the Ain-i-Akbari by Abul Fazl.
The followers of the new faith were graded according to their readiness to sacrifice
to the Emperor their property, honour and religion. Sadly, the new faith found very
few takers and after the death of Akbar, Dini- Illahi silently disappeared. Birbal was
the only Hindu, who agreed to join the new faith. Scholars have different views of
Din-i-Illahi, ranging from some ridiculing it as Akbar's folly and others praising it
for its rational basis. Some have refused to accept the terminology of religion given
to Din-i-Illahi. They are of the opinion that Din-i-Illahi had no priest, religious
books, no ceremonials and belief system. However, according to S.R. Sharma, Din-iIllahi as a new order of faith was a brilliant experiment in national idealism by
Akbar. Even though Din-i-Illahi ceased to exist after the death of Akbar, yet it
cannot be denied that this new order of faith had some sincere and rational
objectives.
His relation with the Sikhs was equally amicable which is evident from the fact that
he gave the fourth Sikh Guru, Guru Ram Das, a huge plot of land. The Mughal
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policy towards the Rajputs contributed to the expansion and consolidation of the
Mughal Empire under Akbar and his successors. Akbar adopted a policy of
conciliation towards the Rajputs and other non- Muslim subjects. The liberal
measures such as the abolition of jizyah, remission of pilgrim taxes, etc fortified
people's faith in Akbar as a liberal ruler. But in adopting the conciliatory policy,
Akbar did not deviate from his imperialist designs of bringing under his sway the
whole of Hindustan. As mentioned above, there were a few Rajput chiefs like those
of Amber (Jaipur) and Bikaner, who on their own accord, offered submission. The
emperor treated them nicely.
Akbar also allied himself with the philosophical idea which is identified with sulh-ikul (Absolute Peace). The emphasis of this philosophy was on the role of a preceptor
who would guide towards the road leading to Divine Reality. In his vision of sulh-ikul, there was no place for prayers and worship.
His religious views were meant to bring together people from every religious field
and foster a sense of loyalty to each other and to the Emperor.
Sulh-i kul an Arabic term literally meaning “peace with all,” “universal peace,” or
“absolute peace,” drawn from a Sufi mystic principle. As applied by the third
Mughal Emperor of India, Akbar (who reigned 1556-1605), it described a peaceful
and harmonious relationship among different religions. In keeping with efforts to
mesh the diverse populations of his realm, Akbar proposed unity and peace among
all human beings – sulh-i kul. The concept implies not just tolerance, but also the
sorts of balance, civility, respect, and compromise required to maintain harmony
among a diverse population. Sulh-i kul was originally used during Akbar's reign and
sometimes after him in the Mughal court and among some Sufi movements in India.
Today the term is used primarily by historians, art historians, and scholars
researching in the field of Mughal culture and Sufi movements of India, and less so
by other scholars and peace activists. In the field of interfaith dialogue, tolerance
plays an important role in constructive interactions, so the concept of sulh-i kul has
great potential relevance to discussions of intercultural dialogue specifically, and
cultural diversity more generally. Sulh-i kul was invented to describe universal
peace, specifically with regard to interfaith tolerance and equal treatment for all,
regardless of religious beliefs. Given continuing religious conflicts matched to the
reality of cultural pluralism, it seems useful to resurrect this historic term as a
modern tool. The concept also has potential for discussions of such concrete contexts
as managing a multicultural society.
CHECK YOUR PROGRESS
Answer the following questions:
1. What was Jizyah?
________________________________________________
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2. Name the Sikh Guru who was granted land by the Mughal Emperor Akbar.
________________________________________________
3. What was the objective behind the establishment of the Ibadat Khana by Akbar?
________________________________________________

1.4 LET US SUM UP
After going through this Unit, you have learnt that:


Akbar was a devout Muslim but at the same time he had a liberal attitude
towards people of other religious faiths. His policy of sulh-i-kul was a
novelty in medieval period.

1.5 FURTHER READING
1. Richards, John F. (1996). The Mughal Empire. Cambridge, UK: Cambridge
University Press.
2. Ali, M. Athar. (2008). Mughal India: Studies in Polity, Ideas, Society and Culture.
New Delhi, India: Oxford University Press.
3. Mukhia, Harbans. (2004) The Mughals of India. New Delhi, India: Blackwell
Publishing
4. Habib, Irfan (edtd.). (1992). Medieval India 1: Researches in the History of India
1200-1750. NewDelhi, India: Oxford University Press
5. Habib, Irfan (edtd.). (1997). Akbar and his Times. New Delhi, India: Oxford
University Press
6. Ahmed Farooqui, Salma. (2011). A Comprehensive History of Medieval India:
From the Twelfth to the Mid-Eighteenth Century. New Delhi, India: Dorling
Kindersley (India) Pvt. Ltd.
Online Sources:


Bayazid Ansari and his Raushniya Movement. (2016, January 7). Retrieved
from https://pakpotpourri.wordpress.com/2012/12/23/ bayazid-ansari-hisraushiniya-movement-in-the-af-pak-regions-16th- 17th-century/

1.6 MODEL QUESTIONS
(A) Very Short Questions (answer each within 50 words):
Q.1. What is Sulh-i-kul?
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Q.2. Define jizya?
(B) Short Questions (answer each within 150 words):
Q.1. What were the features of the Infallibility Decree?
(C) Long Questions (answer each within 300-500 words):
Q.1. Explain the motive behind the propagation of Din-i-Illahi and how was it
received?

1.7 SUFI MYSTICAL AND INTELLECTUAL INTERVENTIONS
There were several religious groups during the medieval period who were attached to
the temples, mathas, khanqahs and dargahs. A large number of them had a popular
social base and some of them were exclusive in their following. Amongst the
religious groups two were significant, the Sufis and the matha and sectarian leaders
attached to the temples. A discussion on the rise of Sufis as a social class and their
increasing power is provided in the next section.
In the Deccan, the complex network between the court and the different Sufi
silsilahs, Sufis and the ulemas and Sufis and the larger society, broadened the sphere
for the Sufis from mere pious saints engaged in religious contemplation. Some Sufis
emerged as orthodox groups whose aim was to purify Islam of its folk elements.
There were some Sufis, who were important writers. They wrote numerous mystic
and popular literatures, which became an important vehicle of integrating the nonelites, especially the non-Muslims. Another kind of Sufis were those who accepted
land grants from the state and emerged as the landed elites or inamdars .These
landed Sufis were called the pirzadas, literally meaning born to a saint. For these
Sufis, the court politics, royal attitudes and patronage were important. Such
conservatism and preference for court patronage produced a reaction from some of
the Sufis. These Sufis were known as dervishes and ranged from spiritual heretics to
non-conformists. They were hostile to the pirzada inamdars as they found them to be
too compromising. The dervishes rejected Islamic orthodoxy and its urban
materialistic orientation and withdrew partially or totally from the ‘structural
relations’ of the world. At no point of time were the Sufis involved in conversion.
Sufis were not Muslim ‘missionaries’ as they made no conscious attempt to gain
non-Muslim followers. Most of the devotees who regularly visited the dargahs and
their shrines came usually from a marginalized social background and gradually
came under the influence of Islam.
Along with the temples, the institution of the mathas assumed further importance in
this period. As a powerful institution within the larger structure of the temple, the
mathas were either a competitive unit vis-à-vis the temple authorities or participated
along with them in various transactions. The religious leaders or the acharyas and
the mathadhipatis were the vital link between the local population and the new class
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of rulers, thereby enabling the establishment of political authority over the newly
conquered areas. The gifts were made to the deities and the sectarian leaders or the
acharyas and the head of the mathas were the instruments through which the gift
was made. In return, they were the recipients of privileges from the ruling class and
also gained greater control over temple organization and administration. Thus, these
sectarian leaders established religious, political and economic control over the
society and legitimized themselves as central figures of the community. A guru
commanded a large group of followers, thereby linking the different groups in the
society into the mainstream of the community. The guru initiated the disciple into
the community and was instrumental in the dissemination of the theology. The
acharyapurushas as well as the mathas had their respective retinue of servants,
system of recruitment and organization comparable to any political system. The
influence of the jiyars and acharyas was so pervasive that they were even deified
and worshipped.

1.7.1 Sufism In Deccan
Sufism refers to various mystical tendencies within Islam. The main idea of Sufism is
to develop religious experience in direct communion with god, based on the spirit of
Quranic piety. The Sufis while accepting the Shariat did not confine their religious
practise to formal adherence. In order to have religious experience with god; the
Sufis advocated the importance of traversing the Sufi path, tariqa, under the guidance
of a spiritual person known as shaikh, pir or murshid. The shaikh himself should
have successfully traversed the Sufi path and established direct relationship with god.
The disciple was called murid who had to pass through series of stages, maqamat
and changing psychological conditions, hal to attain concentration, zikr and
consequently attain communion with god.
There developed a number of orders within Sufism called silsilahs, in and outside
India with their distinct characteristics. The centre of the Sufi activities was the
khanqahs or hospices, where the pir imparted spiritual training to his murids. The
popularity of the khanqahs depended upon the reputation of its pir. Some of the well
known silsilahs in the medieval period were the Suhrawardi, Chishti, Qadri, and
Shattaris. Out of these, except Suhrawardi silsilahs, the rest flourished in north
Indian as well as the Deccan region. The Sufis organized impassioned musical
recital, sama to induce a mystical state of ecstasy. However, there were differences
of opinion amongst the Sufi orders over the forms of sama.
With the establishment of the Delhi Sultanate in the beginning of the thirteenth
century, various Sufi orders migrated from Central Asia, where they were originally
based. The attack of the Mongols in Baghdad that subsequently ruined the city and
the execution of the Abbasid caliphate by the Mongols in 1258 AD, created a
situation of insecurity and persecution. Under these circumstances, the Sufis along
with other refugees migrated to India. They established several khanqahs in the
thirteenth and fourteenth centuries in various parts of India, including Deccan.
Although an offshoot of Iranian and Central Asian philosophy and practice Sufism,
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as it developed in India, was influenced by environment of the sub-continent. The
various silsilahs were located in different socio-economic and political context and
responded to that context in their own way. Hence, each silsilah had its individual
phases of growth, stagnation and revival.

Three Stages of Sufis Order
Scholars (J.S. Trimingham, The Sufis Orders in Islam, Oxford, 1971) have identified
three stages in the Sufi institutional orders:
1) The khanqah Stage: This stage was a period of Sufi mysticism, from ninth to the
twelfth century, when contemplation and introspection on matters of religion
produced prolific mystical literature. The Sufis led a simple and often an austere life.
The Sufi orders were undifferentiated, where the relation between the master and
disciple was not formal and neither did the master in any way claim to be the
mediator between god and the student.
2) The Tariqa Stage: From the thirteenth century onwards, the Sufi orders
underwent significant transformations. The mystical techniques that were the means
to achieve communion with god were systematized through specific spiritual
exercises. There were spiritual lineages or silsilahs which were a distinct school of
thought and had respective founders. A person had to take a vow of spiritual
allegiance, baiat from the pir, who usually represented a particular spiritual lineage
and was the head of the khanqah. The spiritual lineages went right up to Prophet
himself. This vow of allegiance (baiat) carried with it several rituals, like bestowing
the khilafat-nama (a written certificate), khirqa (a patched frock) and other objects of
spiritual succession. Thus, initiation involved the consecration of the initiate in a
formal ceremony.
A hierarchy emerged with the formalization of the teacher-disciple relationship.
Veneration and worship of pir became important. Pir was now the mediator between
god and man and became a saint, or wali, literally meaning a friend of god. Thus, the
Sufi orders gradually transformed from spiritual school to saint entered cults in
which the spiritual power or barkat of the individual pir was significant. As the
system got consolidated the succession was based on family ties, where the
descendants of the pir’s family became the successor.In India, they were called
pirzadas, i.e. born of a pir.
3) The Taifa Stage: This stage can be discerned from fifteenth century onwards.
Barakat or spiritual power that qualified a saint was transmitted to his grave, which
now structurally became a tomb. This tomb, known as the dargah, emerged as the
centre of pilgrimage attraction. Therefore, Sufism now emerged as a devotional
movement, the object of devotion being the saint. It no longer remained a mystical
movement. The cult of saint had greater attraction for a common man who would
find it difficult to grasp the abstract ideas of mysticism and spirituality.
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However, this classification has certain limitations. It does not help to understand the
relations of the Sufis with the ulemas, court and the non-Muslim population. Some
Sufis belonged to more than one order; others belonged to the same order but
interacted in a contradictory way with the society. (Richard Eaton, 1978, Sufis of
Bijapur.1300-1700: Social Roles of Sufis in Medieval India. Princeton)

The Historical Background and the Development of Sufism in the Deccan
(Fourteenth to Seventeenth Century AD)
In 1327 AD, the Tughulq ruler of Delhi Sultanate, Sultan Mohammad bin Tughlaq,
ordered the transfer of capital from Delhi to Daultabad which was situated in the
Deccan. This transfer also involved the shifting of bases of the residents of Delhi.
One such group who were ordered to migrate was the Sufis. Shaikh Burhanuddin
Gharib (d.1340), of the Chishti silsilah was one such well known Sufi who migrated
to Daultabad and subsequently made it his centre of activities and introduced the
Chishti order there. Another well known saint who migrated was Gesudaraz.
Gesudaraz at that time was a child. However, after sometime he returned to Delhi
only to leave it after several years for Deccan, when Delhi was invaded by Timur in
1398. Both the saints belonged to the Chishti silsilah.
Of all the silsilahs the Chishti silsilah was most popular in the north as well as in the
Deccan, especially during the period of the Bahamini Sultanate (1347-1489AD).The
Chishti silsilah originated in Herat and was introduced in India by Khwaja
Muinuddin Chishti who migrated to India and finally settled in Ajmer in 1206. He
had a large number of Muslim and non-Muslim followers. His successor was
Bakhtiyar Kaki in Delhi, Shaikh Hamiduddin Nagauri in Nagaur in Rajasthan.
Bakhtiyar Kaki had several well known descendants. His immediate descendant was
Khwaja Fariduddin Masud, also known as Ganjshakar or Baba Farid. He ultimately
settled in Ajodhan in Punjab. Baba Farid’s disciple was Shaikh Nizamuddin Auliya
(1236-1325) who made Delhi the most famous centre of the Chishti order. Later his
successors spread the Chishti order to various parts of the country including Deccan.
Shaikh Burhanuddin Gharib was Nizanuddin Auliya’s successor. Some Chishti
saints like Nasiruddin Chiragh-i-Delhi, were also popular in Delhi during
Mohammad bin Tughlaq’s period. However, since he never appointed a successor,
the Chishti silsilah after his death did not have any commanding figure. Gesudaraz
was one of his disciples.
With the decline of Delhi Sultanate, the Sufis dispersed to stable provincial
kingdoms and established their khanqahs there. One such area which attracted the
Sufis was the region of the Deccan plateau. The migration of the Sufis to the region
of Deccan, particularly in the fourteenth and fifteenth centuries should be seen
against the background of the establishment of the Bahamani kingdom and the
subsequent five Sultanates in the Deccan, viz., the Adil Shahis (AD 1490-1686) of
Bijapur, Nizam Shahis of Ahmadnagar (1496), Barid Shahis of Bidar (1504), Imad
Shahis of Berar (1510) and the Qutub Shahis of Golkanda (1543). Hasan Bahman
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Shah who was the founder of the Bahamani kingdom was one of the governors of the
Tughlaq provinces in the Deccan. He asserted his independence against the
Tughluqs, drove them out and established a new political state. The various Telugu
chieftains of eastern and southern Deccan who had fought against the Tughlaqs,
some of them successfully, assisted Hasan Bahman Shah in founding the Bahmani
state in Western Deccan. Since Bahman Shah was in service of the Tughlaqs, this
gave him political authority and legitimacy to generate support amongst the Telugu
chieftains, and therefore, the Bahamini could be considered as the Tughlaq successor
state in Deccan.
During the late fourteenth and fifteenth centuries, the plateau had emerged as a stable
political, social and cultural centre. The development of the Dakhani culture
imparted a distinct identity to the region. The cities like Gulbarga, Bidar and Bijapur
were the centre of political and cultural activities. This attracted a large number of
Sufis, who primarily had an urban orientation. For instance, as already stated,
Gesudaraz, the Chishti saint migrated from Delhi to Gulbarga. A number of Qadri
Sufis migrated from Arabia to Bidar. Several Sufis came from Safawi Iran. However,
the Adil Shahi dynasty, despite being well established by sixteenth century failed to
attract any Sufis, for it was dominated by Shias, who were antagonistic to Sufis.
(Richard Eaton, 1978, p.286).The Qadri Sufis were affiliated to the Sunni sect and
the Shattari Sufis were antagonistic to the Shias. It is only in the reign of Sultan
Ibrahim II (1580-1627) that Sufis entered Bijapur. The reasons were mainly two.
First, the disturbances in Gujarat and Bidar in late sixteenth century drove some Sufis
towards Bijapur. Second, there was a significant transformation in the state religion
from isna-ashari Shi’ism to Sunnism. This meant that the political power shifted
from foreign Iranis to native Deccanis. Besides, the Sultan himself adopted a broad
outlook, encouraging both Muslim and non-Muslim traditions. Hence numerous
Sufis, especially of the Qadri and the Shattari silsilahs were attracted to Bijapur.
Most of these Sufis were first generation immigrants from places outside Deccan,
mainly from the Arab world.
Therefore, the court politics, royal attitudes and patronage were important for the
Sufis. Several tombs were built during the Adil Shahi period indicating a transition
from tariqa to taifa Sufism in Bijapur.
In connection with this, the attitude of the Chishtis is important as there was a shift
from earlier indifference towards politics to interest in it and finally distancing from
the state and its mundane affairs. During the fourteenth and the fifteenth centuries in
the period of the Bahamanis, the Chishtis developed close relations with the Sultan,
accepted court patronage and were important in politics. This was a departure from
their earlier attitude in Delhi where they often declined court patronage. The
Bahmani kings realizing the spiritual potential of these Sufis and their close network
with the society and popular social base gave them land grants and built magnificent
Sufi shrines. The most prominent of these Chishtis was Muhammad Banda Nawaz
Gesudaraz (1321-1422). Sultan Feroz Shah Bahamani (1397-1422) granted him four
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villages. After his death, his descendants continued to receive land grants from the
Bahamani Sultans and they eventually became the landed elites in Deccan. His tomb
later developed in to a popular pilgrimage site. The urs at the dargahs especially of
Gesudaraz had become a major festival by the seventeenth century attended by the
ruling and non-ruling classes. Gesudaraz brought about changes in the Chishti
philosophy especially those aspects that were not in favour with the ulemas. He was
an orthodox Sufi and declared the supremacy of the shariat over all Sufi stages.
The changing trends in politics and shifting royal patronage finally led to the decline
of the Chishti order in the Bahanani kingdom. The change of Bahamani capital from
Gulbarga to Bidar in 1422 and the pro-foreigner and anti-Deccan attitudes of
theBahamanis at Bidar encouraged the immigration of the foreign Sufis, who were
now being patronized at the expense of the Chishtis as the latter were considered to
be too ‘Indian.’ Thereafter, from the end of the fifteenth century, the Chishtis again
thrived in Deccan till seventeenth century. They distanced themselves from the court
politics of the Adil Shahi kingdom as can be seen in the location of their new centre,
the Shahpur Hillock, which was outside Bijapur, the capital of the Adil Shahis. The
Chishtis reverted to their original attitude. They maintained distance from the court
and the ulemas and drew inspiration from the local influences, hence resembling the
earliest Chishti saints of Delhi. It is for this reason that the Chishti silsilah unlike the
other Sufis silsilahs were not affected by the sectarian conflict between the Shias and
Sunnis in the Adil Shahi politics because they no longer depended upon the court
patronage and were not interested in political affairs. The Shahpur Hillock had a
single khanqah where several Sufis congregated, unlike the Shattari and Qadri Sufis,
who had several hospices in the city patronized by the state.
By eighteenth century, with the decline of the Adil Shahis, natural calamities and
epidemics and the Maratha invasions in Bijapur reduced the city to ruins and the
urban culture almost disappeared. This was a setback for the Sufis and Sufism, which
primarily had an urban orientation, as has been mentioned earlier. Hardly any
khanqah remained in Bijapur as functioning unit. The landed elites amongst the Sufis
known as the pirzadas were forced to migrate to Hyderabad and Arcot for state
patronage, without which they could not survive. However, the Chishtis continued to
be in the Shahpur Hillock outside Bijapur and emerged as a significant and popular
Sufi order.

The Political Role of the Sufis
It was widely recognized in the medieval politics that because of their special
spiritual powers, barakat, their direct communication with god, and their popular
social base, the Sufis had the authority to grant moral legitimacy to a state and make
them a legitimate part of the Indo-Islamic world. This political role of the Sufis in
granting legitimacy to the state was based upon the following developments:
1. For the Sunni Muslims, the spiritual leadership formally rested with the
Caliph and informally with the Sufis. However, with the downfall of the
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Abbasid Caliphate in Baghdad in 1298 AD due to the Mongol invasions, the
Sufis were now considered virtually the spiritual leaders, who had the
capability to authenticate the political leadership of the Sultan and his
sovereignty, i.e. hukumat over his domains.
2. The wilayat or the spiritual territory of a Sufi shaikh theoretically had no
territorial limitations. Hence, it followed that the Sufis could bestow moral
legitimacy to any state anywhere in the world.
3. If a Sufi shaikh authenticated a state, then the character of that state
transformed from Dar-al-Harb, i.e. the Abode of War to Dar-al-Islam, i.e.
the Abode of Peace, implying that the state could no longer be attacked by
any Islamic polity and the rebellion, which often became the basis of the
foundation of the state could now be justified.
The importance of the above mentioned aspects were particularly crucial for a newly
established state like the Bahamani, whose founder, Hasan Bahman Shah rebelled
against the Tughluqs and accquired power in 1347 AD. Further this legitimacy
provided an ideological support to Bahman Shah for expanding and consolidating his
political and social network. In association with this, the prophecy of the Sufi shaikh
in predicting the political future of an individual especially the Sultan was taken
virtually to be an appointment. It was understood that the shaikh was conveying the
divinewill, since he was already in direct communion with god to ‘lease out the
political sovereignty.’ This is illustrated in the recorded sayings, i.e. tazkira of
Nizam-al- Din Auliya, the Chishti saint in fourteenth century Delhi. Having just met
with Sultan Mohammad bin Tughluq at his khanqah, and while Hasan Shah
Bahamani, then inthe service of the Tughlaqs was waiting outside, Nizam al-Din
Auliya is supposed to have remarked, ‘One Sultan has just left my door; another is
waiting there.’(Richard Eaton, 2000, Essays on Islam in Indian History, Oxford,
p.168. The evidence isfrom Saiyid Ali Tabataba’s Burhan-i-Maathir and
Muhammad Qasim Firishta, Tarikh-i- Firishta.).
When Hasan Bahman Shah revolted in 1347 and became the ruler, Nizam al-Din’s
prophecy was used as an ideological mechanism for declaring the rebellion and the
foundation of the state a legitimate one that could be accepted by the larger society.
Hasan Bahman Shah recognised this and patronized various Chishtis in the
Bahamani kingdom and made lavish endowments to the shrine of Burhan al-Din
Gharib, the disciple of Nizam al- Din who had migrated to Deccan. The shrine was
located in Khuldabad in north Deccan. Such gifts to the shrine implied that Sultan
was also acknowledging Burhan al-Din Gharib’s as his own pir or master,
Nizamuddin Auliya of Delhi, especially when Delhi was still under the control of the
Tughlaqs. Such an acknowledgement was to highlight Nizamuddin Auliya’s
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prediction about Hasan Shah becoming a Sultan that became the basis of the ruler’s
authority.
Hence the Chishti shaikhs played crucial role in the state formations in Deccan.
There were several reasons for the importance of the Chishtis in polity and society in
medieval India, especially the medieval Deccan. Unlike the other Sufi saints whose
tombs were located outside India, in Central and West Asia, those of the Chishti
saints were located within the sub-continent. This was important for the khanqahs,
tombs and shrines were the focus of pilgrimage and Sufi activities. This gave the
Chishtis the double advantage of having an Indian as well as Islamic character. Such
a broad based outlook of the Chishti silsilah was useful for the Deccani states to
establish their legitimacy vis-a-vis the political partners and the local population of
the Deccani society, amongst whom the Chishtis were already popular.
Another factor that affirmed the spiritual power of the Sufis in the political sphere
was their tendency to be highly mobile. Wherever the Delhi Sultanate extended
itself, and appointed imperial governors in the far flung areas, the Sufi shaikhs,
especially the Chishtis accompanied them and established their khanqahs in these
areas. These imperial governors were the future rulers as it happened in the case of
Hasan Bahman Shah. Under these circumstances, Chishti shaikhs who had already
developed a wide social base, “indigenized and legitimized new, satellite IndoMuslim polities.”
Apart from the state, the society also recognized the Sufis’s political potential. The
popular perception was reflected in Abd al-Malik Isami’s Futuh-i-Salatin. According
to Isami the well being of the sultan and the prosperity of his domain was dependant
on the blessings and auspicious presence of the Sufi shaikhs. He illustrated this by
giving the example of Nizam al-Din Auliya, on whose death in 1325, Delhi was
reduced to a city of chaos. Further, Daultabad in the Deccan plateau prospered when
Burhan al Din Gharib migrated there. His successor was Shaikh Zain al-Din Shirazi,
who was the contemporary of Hasan Shah Bahmani.
However, despite the relations of mutual dependence between the Sultan and the
Sufis saints, there conflicts and contradictions too, often made this relationship
tense.The very spiritual authority on the basis of which the predictions were made
and legitimacy was bestowed became a source of conflict between shaikhs and the
Sultans. For instance, Feroz Shah Bahamani (1397-1422) and Gesudaraz had
numerous differences. The most important issue that soured the relation between the
two was that of succession. The Sultan wanted his son Hasan Khan to be anointed as
the successor by the shaikh and the shaikh clearly favoured the Sultan’s younger
brother, Ahmad. Thereupon the Sultan shifted his patronage to the tomb and shrine
of a Muslim holy man locally known as Khalifat al Rahman. The Sultan also
favoured Baba Kamal Mujarrad, whose tomb faced the sultan’s tomb in Gulbarga.
Consequently, Gesudaraz was marginalized.
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Social Role of the Sufis
a) Sufis as Disseminators: The Sufis disseminated their teachings to the poor
illiterate non-Muslim and Muslim population, like the cotton carders, barbers, smith,
potter and so on through a range of literature. This literature comprised of folk songs
which contained analogies from everyday life of the people. Written mainly in the
seventeenth and eighteenth century by Bijapuri Sufis belonging to the Chishti order,
these songs have been preserved in the oral tradition of Dakhani speaking villagers
throughout the Deccan plateau and represent the characteristics of folk Islam. These
songs were not composed in Persian, but in Dakhani, the local language or the
vernacular of medieval Deccan. Through these songs, attempt was to disseminate not
the complex mysticism, but simple tenets of Islam and Sufism, devotion to god,
Prophet Muhammad, respect for one’s pir or spiritual guide. The songs were
particularly aimed at the womenfolk, who would sing these songs while occupied in
various household chores.
There were different categories of folk songs related to different types of household
work and different aspects of woman’s life. For example, chakki-nama, associated
with grinding food grains at the grindstone, charkha nama, associated with the
spinning of thread at the wheel or charkha, lun-nama, associated with lullaby, shadi
nama or wedding songs, suhagan nama or married woman’s songs and suhaila or
eulogistic songs.(Richard Eaton, 2000, pp.189-202). These songs were meant to
appeal to the women and had relevance to their lives, for example marriage, pining
for the lover, mother and child relationship and so on. It was expected that while
women would perform their household chores, they would sing these songs and
practise zikr or the Sufi spiritual exercise of concentration and contemplation.
The Sufis who composed these songs were the immediate spiritual descendants of the
great mystical Sufis of Bijapur who mostly wrote in Persian and articulated the
mystic teachings of their master in a simple manner in these songs. Several themes
from the pre-existing folk songs preserved in the oral traditions in Marathi and
Kannada were also adapted. The Marathi village songs of this type had also a
devotional purpose, focus being the deity of Vithoba in Pandharpur. Therefore, this
literature bridged the gap between the mystical aspects of Islam with popular
religion.
The trend of pir worship and devotionalism at pir’s tomb that developed during this
period linked the ‘inner circle’ of pir’s disciples with the non-elite devotees who
visited the shrines and were a part of the ‘outer circle.’ In this connection, the Sufi
folk songs that expounded the tenets of Islam, the miraculous power, i.e. karamat of
the Sufis and their role as the mediator between god and people played a significant
role. Due to their popular circulation, different social groups, particularly rural
women were drawn to these shrines. In this context women played a significant role
in dissemination of the ideas in these songs and literature and subsequently became
an important medium of spreading Islam. The women it appears were the most
frequent visitors to the shrines or dargahs primarily because one of the barakat of
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the saint was associated with fertility. They also participated in various functions and
festivals there. The malfuzat literatures in the seventeenth century points out that the
women entered even the inner circles of Sufi followers and along with the men were
instructed in the religious mysticism and exercises to achieve the goal of direct
communion with god. Although a large number of women came from non-Muslim
background, “they perceived no great theological or social wall existing between
Islam and Hinduism. For them the village dargah formed only one more facet of an
already diffuse and eclectic religious life.”(Richard Eaton, 2000, p.198).
Consequently, these women would convey the teachings to their children .In this
way, Sufi ideas through the folk literature and the cult of saints represented in the
dargahs entered the household space through the woman, binding the members of
the family to the dargah and that particular Sufis silsilah and subsequently Islam. In
this manner Islam spread to the non elite, rural folks.
However, this should not be misunderstood as the attempt on the part of the Sufis to
convert people to Islam. Sufis were not Muslim ‘missionaries’ as they made no
conscious attempt to gain non-Muslim followers who for the reasons cited above
were attracted to their shrines. Most of the devotees who regularly visited the
dargahs came from a marginalized social background and gradually came under the
influence of Islam. Hence, a following was created focused on the pir, and “the
diffusion of the Islamic precepts was a by-product of this effort.” Besides, these Sufis
were also trying to create a place for themselves as the mediator between god and
people and win over the spiritual allegiance of the people. Therefore, there was never
a sudden conversion to Islam at any point of time. The Sufis who entered Deccan in
the thirteenth and fourteenth century have been portrayed in the later legends as
militant champions of Islam. There is little historical evidence to show this. Those
claiming that their ancestors were converted by some Sufi saint or the other are till
day undergoing ‘a gradual process of Islamic acculturation’ which is also uneven in
terms of food, dress and speech. Besides, such a claim was motivated by their desire
to establish a long association with the dargah of the Sufi and their long standing in
Islam. In fact the dargahs represented a process of Islamic acculturation, which
represented a process of interaction and diffusion of cultural values and traditions
between the two societies, resulting in acquisition of new cultural characteristics.
Sufis were not merely pious mystics preaching Islam. They were a heterogeneous
group reacting to the social environment they were situated in. Richard Eaton in his
study on the Sufis of Bijapur identifies Sufis as a class with their distinct affiliations.
(Richard Eaton, 1978, Sufis of Bijapur.1300-1700: Social Roles of Sufis in Medieval
India. Princeton). As a social class there were four types of Sufis. They were:
1) Reformist Sufis: These Sufis mainly belonging to the Qadri and Shattari orders
flourished during the reign of the Adil Shahi sultan, Ibrahim II (1580-1627). Though
the Sultan patronized them, but his broad religious outlook was not received
favourably by these Sufis. They shunned the use of Dakhni language and were
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exclusive in their social interaction. This orthodox reaction intensified particularly
during the times of Ibrahim’s successors.
The Sufis of the Qadri and Shattari order took upon themselves to reform Islam in
Bijapur and influence the sultan. They were city based and had close ties with Arabic
traditions. They often collaborated with the ulemas. They developed their khanqahs,
had respective murids and received khiilafat from some pirs. Their hospices were
centres of Sufi activities and discourses. Their khanqahs were popular and after
death, their tombs became important pilgrimage centres, reflecting popular
devotional attitude while in their lifetime they were antagonistic towards it.
2) Literary Sufis: Some Sufis were important writers who wrote numerous mystic and
popular literatures. They were mostly Chishtis who lived in isolated place on the
Shahpur Hillock outside Bijapur and were not significantly affected by the changing
fortunes of the Bijapur court. Their mystical writings gave a respectable status to
Dakhani Urdu, which was finally marginalized with the Mughal conquest of Deccan
in the seventeenth century. Their role in developing the Sufi folk literature which
became an important vehicle of integrating the non-elites, especially the nonMuslims has already been discussed. Their popularity also coincided with the Sufi
faith which now heavily centered on the dargahs.
3) Another kind of Sufis were those who accepted land grants from the state and
emerged as the landed elites or inamdars in Bijapur. In the latter half of the
seventeenth century, Bijapur state was undergoing social and political turmoil. At
this juncture, the Sultan’s political strategy was to placate the ulemas and win over
the Sufis of non-Chishti origin whose ancestors had a popular social base. Therefore
numerous land grants were made to them and the state patronage was extended so
that these Sufis could communicate the royal ideology and legitimize it within the
larger society. These landed Sufis were called the pirzadas, literally meaning born to
a saint. Consequently, certain changes took place within the Sufi institutions. The
khanqahs were ignored in favour of dargahs, which now started attracting numerous
devotees and their management became a lucrative source of income. Besides, the
state patronized those orders that had popular dargahs for it gave them an access to
the larger society which they wished to control. Since the continuation of land grants
was dependant on the state’s will, therefore the state intervened and controlled the
internal affairs of the dargah, especially in appointing, confirming or rejecting a
successor. The Sufis now themselves gave less importance to the khanqahs and
focused on the dargahs. The ‘cult of personality’ replaced the ‘cult of order’. The
concept of pir worship became popular and the intellectual mystical aspect of the
Sufi philosophy receded into the background. The leadership of the khanqahs and
dargahs was now based on family heredity that capitalized on the personality cult
and became prosperous. With these land grants, the declining Adil Shahi state
ensured the political loyalty of the Sufis, whereby the ruler expected this class to
generate allegiance for the regime, pacify recalcitrant tendencies and legitimize the
state policies. Such a strategy became crucial for the stability of the Adil Shahis in
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the seventeenth century as Bijapur became a disturbed province due to perennial
revolts of the local forces against the state. There are cases of well known shaikhs
being summoned to the court and made to pray for the well being of the Sultan in the
face of Maratha invasions in the Deccan.
However, the Sufis protected their landed interests and ignored the popular
following. In fact, with the decline of the Adil Shahi state in 1686, the fortunes of
these landed Sufis did not suffer. Aurangzeb renewed the inam grants and granted the
new ones. In fact, the landed pirzaidas were the first ones to accept the Mughal
regime for in the existence of a state they saw their survival and prosperity.
4) Dervishes: Such conservatism and preference for court patronage over taking care
of the religious needs of the devotees produced a reaction from some of the Sufis.
These Sufis were known as dervishes and ranged from spiritual heretics to nonconformists. They were hostile to the pirzadas and inamdars as they found them to
be too compromising. The dervishes rejected Islamic orthodoxy and its urban
materialistic orientation. They adopted spiritual exercises to attain direct experience
of god. They withdrew partially or totally from the ‘structural relations’ of the world.
In fact stressing on religion’s original purity and simplicity, the Bijapur majzubs
resembled the early Sufis in Iraq and Khorasan. The majzubs completely repudiated
the contemporary society going back to the original principles of Sufism. The
contemporary Sufi literature calls them majzubs. In fact, the polarization between the
pirzadas and the dervishes sharpened further with the decline of the Bijapuri state.
One of the popular dervishes was a Chishti named Amin al Din Alah whose
popularity and influence was feared by the pirzadas, especially of the Qadri silsilah.

1.8 SUMMARY
The historical context of social change and consequently changes in the social
structure are located in the shifting political boundaries, development of trade and
commerce, expansion of agricultural activities, socio-religious movements based on
bhakti and Sufi and finally, the growth of international trade and profits from it. .
Here an outline has been provided in order to understand the factors of social
change, social mobility and social transformation.

1.9 EXERCISES
1) Discuss the different classes of Sufis in the Deccan region during the seventeenth
century.
2) What was the socio-political role of the Sufis in the Deccan?
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2.8 Let us Sum up
2.9 Key Words
2.10 Answers to Check Your Progress Exercises

2.1 OBJECTIVES
The establishment of Mughal rule in India in 1526 (Block 2) revitalised Indo-Islamic
architecture. The new rulers effected an amalgam of the prevalent architectural forms
and techniques with those brought from Central Asia and Persia. The result of their
efforts was the emergence of one of the most splendid buildings in India.
After reading this Unit you will know about:




new structural forms and techniques in Mughal architecture;
major buildings of this period; and
elements of decadence in Mughal architecture towards the close of the
period.
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2.2 INTRODUCTION
The Mughal rulers were men of acute aesthetic awareness and, as patron of art and
culture, they built beautiful cities and buildings in India. The foundation of a new
style of architecture in India had already been laid in the thirteenth century with the
introduction of the arcuate technique where spaces were covered with domes and
entrances were made with the help of arches. The Mughals carried this tradition and
created a synthesis of the pre-Turkish technique, viz., trabeate with the arcuate. The
final result, however, of all this blending was the emergence of a distinct style of
their own.
Babur did not have enough to devote to big architectural projects. He, nevertheless,
laid out several gardens in India on the pattern of his culture-area In his memoires
(Baburnama) he claims credit for some pavilions also. Unfortunately very few of his
buildings survive today.
Humayun, Babur's successor, was plagued by continuously eroding political
authority. Within a decade of his assuming power, he was dethroned and sent into
exile in Persia. The buildings dating from this period, therefore, do not show any
distinctiveness. Humyun survived for only one year after his return to India in 1555.
However, the impact of a long contact with the Persian culture can be seen in the
designing and execution of his mausoleum under the supervision of his wife Hamida
Banu Begum.
The flowering of the Mughal architecture in reality took place under Akbar. He
encouraged a hybrid style, containing foreign as well as indigenous elements. Akbar
particularly appreciated the resources of the indigenous artisans and got them
translated in the buildings of Fatehpur Sikri.
Akbar's son Jahangir was not a notable builder, but Jahangir's son Shah Jahan was
one of the greatest patron of the building art. Some of India's finest monumental
heritage dates from Shah Jahan's reign. Marble replaced red sandstone as the
principal building material, and the decorative art of inlaying achieved distinction
with the introduction of semiprecious stones as inlay material, called pietra dura
(prachin kari). Shah Jahan also introduced the bulbous domes and convoluted arches
in his buildings.
Aurangzeb's temperament did not respond to the style prevailing from his father's
reign. His buildings, therefore, show a change: they are austere in both material and
style.

2.3 BEGINNING OF MUGHAL ARCHITECTURE
The history of architecture during the 16th-18th centuries is in fact an account of the
building activities of Mughal Emperors, except for a brief interregnum of a decade
and a half when Surs ruled in Delhi.
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It is true that the Mughal style of architecture took a concrete form during the reign
of Akbar, yet the basic principles of Mughal architecture were provided by Babur
and Humayun, the two predecessors of Akbar.

2.3.1 Buildings of Babur
Babur had a short reign of five years, most of which was spent in fighting battles for
the consolidation of the newly born Mughal state. He is, however, known to have
taken considerable interest in building secular works. It is unfortunate that very little
of this work is extant today. The only standing structures of Babur's reign are two
mosques, built in 1526, at Panipat and Sambhal. But both these structures are
common place, and possess no architectural merit.
Babur's secular works mainly comprise the laying of gardens and pavilions. In one of
the miniatures, he has been depicted inspecting the layout plan of a garden of
Dholpur. Today, only the excavated ruins of this garden axe visible. Two more
gardens, Ram Bagh and Zahra Bagh at Agra, are also attributed to him. But the
present layout of these gardens seems to have undergone many alterations. None of
Babur's pavilions have been noticed as surviving today.

2.3.2 Buildings of Humayun
The surviving buildings of Humayun's reign have the same inconsequential character
as that of Babur. The Mughal domination over India was too unsettled for the
production of any great work of architecture. Moreover, Humayun had to spend
fifteen long years of his life in exile in Persia during the ascendance of the Sur
dynasty in Delhi. However, two mosques from among several other buildings
erected during the first phase of his reign survive. One of these lies in ruinous
condition at Agra. The other is at Fatehabad (Hissar). But both these structures are
devoid of any architectural distinctiveness much in the same manner as the mosques
of Babur.
Humayun's return to Delhi in 1555 was short lived. There are in fact no notable
buildings of this time. -Mention may, however, be made of Humayun's tomb as a
structure which was inspired by the Persian culture imbibed by Humayun during his
exile. This building is in fact a landmark in the development of the Mughal style of
architecture. The construction began in 1564 after Humayun's death under the
patronage of his widow, Hamida Bano Begum. The architect of the building was
Mirak Mitza Ghiyas, a native of Persia. He brought many Persian craftsmen to Delhi
to work on the structure and their skills and techniques were liberally employed. The
tomb has thus become representative of an Indian rendition of a Persian concept. It
may be noted that Humayun's tomb, strictly speaking, is a building of Akbar's reign.
But because of peculiar features, it has been treated separately.
Humayun's tomb is one of the earliest specimens of the garden enclosure and is
raised high on an arcaded sandstone platform. The tomb is octagonal in plan and is
crowned by a high
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Humayuns Tomb

dome, which is actually a double dome. It has two shells, with an appreciable space
in between. The inner shell forms the vaulted ceiling to the inner chambers, and the
outer shell rises like a bulb in a proportion with the elevation of the main building.
To the centre of each side of the tomb is a porch with a pointed arch providing
entrance to the main chamber. The interior of this building is a group of
compartments, the largest in the centre containing the grave of the Emperor. The
smaller ones in each angle were meant to house the graves of his family member.
Each room is octagonal in plan and they are connected by diagonal passages.

A double-dome is built of two layers. There is one layer inside which
provides ceiling to the interior of the building. The other layer is the
outer one which crowns the building. The devices of double dome
enables the ceiling inside to be placed lower and in better relation to the
interior space it covers. This is done without disturbing the proportions
and the effect of elevation of the exterior. The method of making double
dome was practised in Western Asia for quite sometime before it was
imported into India.
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2.4 INTERREGNUM: THE SUR ARCHITECTURE
The Mughal rule in India was interrupted by Sher Shah Sur in 1540. For the next
fifteen years the Empire came under the sway of the Surs who embarked on
profound architectural projects. Their buildings, in fact, laid the ground Work on
which the Mughals built.
The architectural heritage produced under diverse conditions and in two separate
localities of the Surs may be divided into two separate and distinct periods. The first
phase emerged at Sasaram (Bihar) under Sher Shah between 1530 and 1540. Here a
group of tombs was built illustrating,: the final fulfilment of the Lodi-style by which
it has been inspired. The second phase lasted from 1540 to 1545 when Sher Shah had
wrested control of the Empire from Humayun. Under his patonage, several
architectural innovations were adopted which got reflected in mature form in the
consequent Mughal style.
The first phase is represented by a group of tombs, three belonging to the ruling
family and one to Aliwal Khan who was the architect of these tombs. The buildings
reflect the ambition of Sher Shah to create monuments grander than anything round
in Delhi. The first project of this scheme was the construction of the tomb of Hasan
Khan, Sher Shah's father, in 1525. But this was a conventional exercise in Lodi
design. The major representative of this group was the tomb of Sher Shah (Sasaram),
an architectural masterpiece. Here the architect considerably enlarged the normal
proportions of the earlier building and set it in a beautiful tank approached by a
causeway. In addition to this, he increased the number of stories thus producing a
beautiful pyramidical structure in five distinct stages. This monument was
constructed of the finest Chunar sandstone.
Sher Shah's tomb stands on a stepped square plinth on a terrace appreciated through
a gateway via a bridge placed across the tank. There is an error in orienting the lower
platform of the tomb on the main axis. But it is corrected by skewing the axis of the
superstructure built over the lower platform. The main building comprises an
octagonal chamber surrounded by an arcade. There are domed canopies in each
corner of the platform. The proportions of diminishing stages and the harmonious
transition from square to octagon and to sphere are elements which speak highly of
the capabilities of the Indian architect.
The second phase of development took place in Delhi. Sher Shah built the Purana
Qila intended to be the sixth city of Delhi. Today, only two isolated gateways
survive. Far more important, however, was the Qilai Kuhna Masjid , built about
1542 inside the Purana Qila citadel. In the architectural scheme of this mosque, the
facade of the prayer hall is divided into five arched bays, the central one larger than
the others, each with an open archway recessed within it. The facade is richly carved
in black and white marble and red sandstone, and the central arch is flanked by
narrow, fluted pilasters. The rear carriers of the mosque have five stair turrets with
rich windows carried on brackets.
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One notable feature in this building is the shape of the arches - there is a slight drop,
or flatness, in the curve towards the crown. It is indicative of the last stage before the
development of the four-centred "Tudor" arch of the Mughals.

Sher Shahs tomb

Qila I kuhna masjid
Check Your Progress 1
1. Match the following:
d i) Ram Bagh and Zahra Bagh

a) Hamida Bano Begum

a ii) Humayun's tomb

b) Tomb of Sher Shah

b iii) Sasaram

c) Sher Shah

c iv) Purana Qila

d) Babur
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2. Discuss the characteristic features of Humayun's tomb in 60 words.
…………………………………………………………………………………………
.………………………………………………………………………………………...
…....................................................................................................................................
........................................................................................................................................

2.5 ARCHITECTURE UNDER AKBAR
Akbar’s reign can be taken as the formative period of Mughal architecture. It
represents the finest example of the fusion of Indo-Islamic architecture.

2.5.1 Structural Form
The architecture of the reign of Akbar represents encouragement of the indigenous
techniques and a selective use of the experiences of other countries. The chief
elements of the style of architecture that evolved under Akbar's patronage can be
listed thus:
a)
b)
c)
d)

the buildings mainly used red sandstone as the building material;
a widespread use of the trabeated construction;
the arches used mainly in decorative form rather than in structural form;
the dome was of the 'Lodi' type, sometimes built hollow but never technically
of the true double order;
e) the shafts of the pillars were multifaceted and the capitals of these pillars
invariably took the form of bracket supports; and
f) the decoration comprised of boldly carved or inlaid patterns complemented
by brightly coloured patterns on the interiors.

2.5.2 Building Projects
Akbar's building projects can be divided into two main groups, each representing a
different phase. The first group comprised buildings of fork and a few palaces
mainly at Agra, Allahabad and Lahore. The second group related basically to the
construction of his new capital at Fath-pur Sikri.
a) The First Phase
One of the earliest building projects of Akbar's reign was the construction of a fort at
Agra, conceived actually as a fortress-palace. Its massive walls and battlements
convey an effect of great power. Inside the fort, Akbar had built many structures in
the styles of Bengal and Gujarat. Except the Jahangiri Mahal, however, all the other
structures were demolished by Shah Jahan as part of a later phase of remodeling.
Today the Delhi Gate of the fort and, Jahangiri Mahal are the only representative
buildings of Akbar's reign.
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The Delhi Gate of Agra Fort probably represents Akbar's earliest architectural effort.
It formed the principal entrance to the fort. The architecture of the gate shows an
originality signifying the slat of a new era in the building art of India. The gate
follows a simple plan; the different components are:




a front consisting of two broad octagonal lowers by the sides of a central
archway;
a back having arcaded terraces topped by kiosks and pinnacles; and
an ornamentation consisting of patterns in white marble inlaid against the red
sandstone background.

The Jahangiri Mahal was built by Akbar and is conceived as a robust building in red
sandstone. It is the only surviving example in the fort of the domestic requirements
of the ruler and is a fine specimen of the fusion of the Hindu and Islamic building
designs. It is planned in the form of an asymmetrical range of apartments. The facade
on the eastern side has an entrance gateway leading to a domed hall with elaborately
carved ceiling. As one crosses this hall one reaches a central open courtyard. On the
north side of this courtyard is a pillared hall with a roof supported on piers and crossbeams with serpentine brackets. The southern side, too, has a similar hall. 'This
symmetry is, however, broken on the east side by a set of chambers that lead to a
portico facing the river Yamuna. The entire construction is mainly in red sandstone
with the combination of beam and bracket forming its principal structural system.
The same style is manifested in the other palace-fortresses at Lahore and Allahabad.
Only the fort at Ajmer represents a different class. Since it spearheaded the
advancing frontier of the Empire, the walls of the fort were thickly doubled.

Agra fort
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Jahangir mahal
b) The Second Phase
The second phase of Akbar's architectural scheme coincides with the conception and
creation of a ceremonial capital for the Empire at Sikri, nearly forty kilometres west
of Agra. The new capital was named Fathpur.
It is one of the most remarkable monuments in India. In its design and layout Fathpur
Sikri is a city where the public areas like the courtyards, Diwan-i Am and Jami
Masjid form a coherent group around the private palace apartments. The city was
built in a very short span of time (1571-1585) and as such does not follow any
conscious overall plan. The buildings were sited to relate to each other and to their
surroundings. An asymmetry seem to have been deliberately incorporated into the
setting-out and design of the complex. All the buildings are in characteristic rich red
sandstone, using traditional trabeate construction. The pillars, lintels, brackets, tiles
and posts were cut from local rocks and assembled without the use of mortar.
The buildings in Fathpur Sikri may be resolved into two categories: religious and
secular character. The religious buildings comprise (a) the Jami Masjid; (b) the ;
Buland Darwaza; and (c) the tomb of Shaikh Salim Chishti. The buildings of
secular nature are more varied and thus numerous. These can be grouped under (a)
palaces; (b) administrative buildings; and (c) structures of miscellaneous order. It is a
curious fact that the religious buildings are invariably built in the arcuate style while
in secular buildings dominates the trabeate order.
The Jami Masjid uses the typical plan of a mosque - a central courtyard, arcades on
three sides and domed skyline. The western side has the prayer hall with three
separate enclosed sanctuaries, each, surmounted by a dome and linked by 'arcades.
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The usual entrance to the masjid is from tile east where stands the structure of a big
gateway projected in the form of a half hexagonal porch.
In 1596, the southern gateway was replaced by Akbar with a victory gate, the
Buland Darwaza. It is constructed in red and yellow sandstone with white marble
inlay outlining the span of the arches. The loftiness of the structure is enhanced by a
flight of steps on the outside. The entrance has been formed by a piercing huge
central arch which is crowned by an array of domed kiosks. The Buland-Darwaza
was built to commemorate Akbar's conquest of Gujarat in 1573.
The tomb of Salim Chishti stands in the courtyard of the Jami Masjid in the northwestern quarter. It is all architectural masterpiece as it exhibits one of the finest
specimens of marble work in India. The structure was completed in 1581 and was
originally faced only partly in marble. The serpentine brackets supporting the eaves
and the carved lattice screens are remarkable features of this structure.
The palace complex in Fathpur Sikri comprises a number of apartment and
chambers. The largest of these buildings is known as the Jodh Bai palace. The
palace is massive and austere in character. The wall outside is plain with principal
buildings attached to inner side, all facing an interior courtyard. On the north side is
an arcaded passage and a balcony. There are rooms in the upper storey in the north
and south wings. They have ribbed roofs covered with bright blue glazed tiles from
Multan.
A unique building of the palace complex is the Panch Mahal, a five storeys
structure, located south-east of the Diwani Khas. The size of the five storeys
successively diminishes as one goes upwards. At the top is a small domed kiosk.
Some of the sides in this building were originally enclosed by screens of red
sandstone. But none remain intact now. An interesting feature is that the columns on
which the five storeys have been raised are all dissimilar in design. Of the
administrative buildings, undoubtedly the most distinctive is the Diwani Khas. The
plan of this building is in the form of a rectangle and is in two stories from outsides.
It has flat terraced roof with pillared domed kiosks rising above each comer. Inside,
there is a magnificent carved column in the centre, having a huge bracket capital
supporting a circular stone platform. From this platform radiate four railed 'bridges'
along catch diagonal of the hall to connect the galleries surrounding the upper
portion of the hall. The main architectural object in this interior is the central
column. The shaft is variously patterned and branches out, at the top, into a series of
closely set voluted and pendulous brackets which support the central platform.

26

Panch mahal

Diwan I Khas
Another notable building of the same category is the Diwani Am. It is a spacious
rectangular courtyard surrounded by colonnades. The Emperor's platform is towards
the western end. It is a projecting structure with a pitched stone roof having five
equal openings. The platform is in three parts, the centre probably used by the
Emperor and separated from the other two sides by fine stone screens pierced with
geometric patterns.
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Buildings of miscellaneous character are scattered all over the city complex:
i.

ii.
iii.

Two caravansarais, one located inside the Agra Gate, immediately to the
right; and the other, the larger structure, is outside the Hathi Pol on the left
side;
Karkhana building located between the Diwani Am and Naubat Khana,
having a series of brick domes of radiating rather than horizontal courses; and
The water-works, opposite the caravansarai near Hathi Pol, comprising a
single deep baoli flanked by two chambers in which a device was used to
raise the water for distribution in the city.

Diwan I Am

Caravanseral
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Check Your Progress 2
1. Tick mark right ( ) and wrong ( ) against the following statements:
i) Akbar used white marble as building material in most of his buildings.
ii) Akbar's buildings never used double dome.
iii) Akbar's architecture is a combination of trabeate and arcuate styles.
iv) Akbar used corbelling to cover the spaces.
2. Write a note on the important secular buildings at Fathepur Sikri.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
3. Name the last of the religious buildings at Fathepur Sikri and write two lines on
that.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................

2.6 ARCHITECTURE UNDER JAHANGIR AND SHAH JAHAN
Akbar's death in 1605 did in no way hamper the development of a distinctive
Mughal
architecture under his successors. A secure Empire and enormous wealth in legacy in
fact permitted both Jahangir and Shah Jahan to pursue interest in the visual arts.

2.6.1 New Features
In the sphere of the building art, Jahangir and Shah Jahan's reigns were an age of
marble. The place of red sandstones was soon taken over by marble in its most
refined form. This dictated significant stylistic changes which have been listed
below:
a) The arch adopted a distinctive form with foliated curves, usually with nine
cusps;
b) Marble arcades of engrailed arches became a common feature;
c) The dome developed a bulbous form with stifled neck. Double domes
became very common;
d) Inlaid patterns in coloured stones became the dominant decorative form; and
e) In the buildings, from the latter half of the Jahangir's reign, a new device of
inlay decoration called pietra dura was adopted. In this method, semi29

precious stones such as lapis lazuli, onyx, jasper, topaz and cornelian were
embedded in the marble in graceful foliations.

2.6.2 Major Buildings
The account of the major buildings of this period begins with a remarkable structure,
that is, the tomb of Akbar, located at Sikandra, eight kilometers from the Agra on
Delhi road. It was designed by Akbar himself and begun in his own lifetime hut
remained incomplete at the time of his death. Subsequently, it was completed by
Jahangir with modifications in the original design. As it stands today, the entire
complex is a curious mix of the architectural schemes of both Akbar and Jahangir.
The scheme of this complex envisages the location of tomb in the midst of an
enclosed garden with gateway in the centre of each side of the enclosing wall.
The tomb building in the centre is a square structure built up in three stories. The
first storey is in fact an arcaded platform making the basement. Within the platform,
vaulted cells surrounded the mortuary chamber and a narrow inclined corridor in the
south leads to the grave. The middle portion is in thee tiers of red sandstone
pavilions trabeated throughout The to storey, of white marble in contrast to the red
sandstone elsewhere, has an open court surrounded by colonnades with screens. The
tomb is linked by causeways and canals to the gateways in the enclosure wall. But it
is the one in the south which provides the only entrance, the other three being false
gateways added for symmetry.
The southern gateway is a two-storey structure with circular minarets of white
marble rising above the comers. The entire structure of the gateway is ornamented
with painted stucco-coloured stone and marble inlay. Interestingly, the decorative
motifs include, besides the traditional floral designs, arabesques and calligraphy,
gaja (the elephant) hamsa (the swan) padma (the lotus), swastika and chakra.
The architectural importance of Akbar's tomb at Sikandra can be gauged from the
fact that several mausoleums built subsequently reflect the influence of this structure
to varying degree. Particular mention may be made of the tomb of Jahangir at
Shahadara near Lahore and of Nur Jahan's father Mirza Ghiyas Beg at Agra.
The tomb of Itimadud Daula, built in 1622-8 by Nur Jahan on the grave of her
father Mirza Ghiyas Beg marks a change in architectural style from Akbar to
Jahangir and Shah Jahan. The transition from the robustness of Akbar's buildings to
a more sensuous architecture of the later period is evident in the conception of this
structure.
The tomb is a square structure raised on a low platform. There are four octagonal
minarets, at each comer, with domed roofs. The central chamber is surrounded by a
verandah enclosed with beautiful marble tracery. The main tomb is built in white
marble and is embellished with mosaics and pietra dura. The central chamber
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contains the yellow marble tomb of Itimadud Daula and his wife. The side rooms are
decorated with painted floral motifs. Four red sandstone gateways enclosing a square
garden, provide a splendid foil for the white marble tomb at its centre.
It should be noted here that Jahangir as a much greater patron of the art of painting.
His love of flowers and animals as reflected in the miniature painting of his period,
made him a great lover of the art of laying out gardens rather than building huge
monuments. Some of the famous Mughal gardens of Kashmir such as the Shalimar
Bagh and the Nishat Bagh stand as testimony to Jahangir's passion.

Akbar tomb- entrance

Lal Qila

Jama Masjid
In contrast to Jahangir, his son and successor Shah Jahan, was a prolific builder. His
reign was marked by a extensive architectural works in his favourite building
material. the marble. Some of these were:
a) the palace-forts, e.g, the La1 Qila at Delhi;
b) the mosques, e.g. the Moti Masjid in the Agra Fort and the Jami Masjid at
Delhi; and
c) the garden-tombs, e.g., the Taj Mahal.
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We shall describe here only the more important and representative buildings of Shah
Jahan's reign.
The La1 Qila is a regular rectangle with the north wall following the old course of
the Yamuna river. There are two gate-ways -- the Delhi and Lahore Gates, and
massive round bastions at regular intervals along the wall. The gates are flanked by
octagonal towers with blind arcades and topped by cupolas. A moat runs all along
the fort wall except the river side. Inside, there are several notable buildings of which
particular mention play be of Diwani Am, Diwani Khas and Rang Mahal. The
Diwani Am and Rang Mahal are arcaded pavilions with sandstone columns in
pairs, plastered with powdered marble. In the eastern wall of the Diwani Am is built
the throne platform for the Emperor having curved corniced roof in the style of the
Bengal architecture. Behind this structure on the eastern side is located the Rang
Mahal fronted by an open courtyard. Further north, in alignment with the Rang
Mahal is the Diwani Khas. All of these buildings have floral decorations on the
walls, columns and piers.
In the Moti Masjid in the Agra Fort, Shah Jahan made experiment with an alternative
scheme-an open arcaded prayer hall. Moreover, in this mosque the designer has also
dispensed with the minarets. In their place, chhatris have been used on all four
comers of the prayer hall. There are three bulbous domes rising over a cusped
arcades. The entire building has been built in white marble with black marble
calligraphy, heightening the elegance of the structure.
The Jami Masjid at Delhi is an extended aid larger version of the Jami Masjid at
Fatehpur Sikri and thus becomes the largest building of its kind in India. It is built on
a raised platform surrounded by arcades that have been left open on both sides. The
main entrance is on the eastern side with an ascending flight of steps increasing the
effect of loftiness. There are two smaller gateways in the middle of the northern and
southern wings. Within, the mosque follows a plan similar to the Jami Masjid at
Fathpur Ski--colonnades running along die three sides and sanctuary on the fourth
side. Three bulbous domes in white marble rise above the sanctuary. The building
material used here is red sandstone with white marble for revetments and for
inlaying the frames of panels.
The Taj Mahal is undoubtedly Shah Jahan's grandest and most well known project.
The construction work began in 1632, and most of it was completed by the year
1643. The plan of the complex is rectangle with high enclosure wall and a lofty
entrance gateway in the middle of the southern side. There are octagonal pavilions,
six in all, at the comers and one each in the eastern and western sides. The main
building of the Taj stands on a high marble platform at the northern end of be
enclosure. To the west of this structure is a mosque with a replica on the east side
retaining the effect of symmetry.
The Tai Mahal is a square building with deep alcoved recesses in each side and its
four comers bevelled to form an octagon. Above this structure rises a beautiful
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bulbous dome topped with an inverted lotus finial and a metallic pinnacle. At the
four corners of the platform rise four circular minarets capped with pillared cupolas.
The interior resolves itself into a central hall with subsidiary chambers in the angles,
all connected by radiating passages. The ceiling of die main hall is a semi-circular
vault forming the inner shell of the double dome. The decorative features of the
building consist of calligraphy aid inlay work in the exterior and pietra dura in the
interior. Marble, the main building material, is of the finest quality brought from
Makrana quarries near Jodhpur. The garden in front of the main structure is divided
into four quadrants with two canals running across, forming the quadrants. The
cenotaph in the main hall was enclosed originally with a screen in golden tracery.
But it was later replaced by Aurangzeb with a marble screen.

Taj Mahal
Check Your Progress 3
1. Mark right ( ) and wrong ( ) against the following statements:
The characteristic feature of Jahangir and Shah Jahan's architecture is:
i) red sandstone is replaced by marble as building material.
ii) use of multi-foliated curves in arches.
iii) double dome replaced by the single one.
iv) inlay work is replaced by tine carvings and geometrical designs.
v) introduction of pietra dura.
2. Write a note on the architecture of the Taj Mahal in about 60 words.
........................................................................................................................................
........................................................................................................................................
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........................................................................................................................................
........................................................................................................................................

2.7 THE FINAL PHASE
This section is divided into the two sub-sections. The first one deals with the
building activities of Aurangzeb reign; the second tells us about the buildings of the
post-Aurangzeb period.

2.7.1 Buildings of Aurangzeb
Aurangzeb had none of his father's passion for architecture. Under him, the generous
encouragement given by his predecessors to the arts was almost withdrawn. The
architectural works during the reign of Aurangzeb were less numerous and of a
lower
standard than those executed under any previous Mughal ruler. In Delhi itself, the
capital city of the Empire, very few buildings are associated with his name. The
major buildings include the mausoleum of his wife Rabia ud Dauran in
Aurangabad, the Badshahi Masjid in Lahore and the Moti Masjid at Lal Qila, Delhi.
The Badshahi Masjid is comparable to the Delhi one in size and architectural
composition. It has a vast court, a free standing prayer hall and minarets at each
comer of the hall. There are four smaller minarets at each angle of the sanctuary. The
cloisters run on the both sides with arched entrances at regular intervals. There is
only one portal. The building material is red sandstone with the use of white marble
as a relief to the red sandstone. Atop the prayer hall, three bulbous domes in white
marble rise beautifully.
The other important building of this period is the Moti Masjid in the Lal Qila, Delhi.
The marble used in its construction is of a very fine quality. The plan is similar to the
Moti Masjid built by Shah Jahan in Agra fort; only the curves are more prominent.
The three bulbous domes cover the prayer hall which is designed in the form of three
cupolas in the same alignment.
The mausoleum of his wife at Aurangabad, is an attempt at emulating the Taj Mahal.
But a serious miscalculation on the part of Aurangzeb's architects in providing the
comers of the mausoleum, too, with minarets upsets the harmony of the entire
building. These minarets, which are superfluous in the overall scheme of the
building, are the only major deviation in copy from the original scheme of the Taj
Mahal.
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Rabi ud dauran mausoleum

2.7.2 The Safdar Jang's Tomb
After Aurangzeb's death in 1707, the collapse of the Empire was only a matter of
time. The few buildings that were built during the first half of the eighteenth century
amply testify the decadent conditions that ensued.
The Safdar Jang's tomb at Delhi is the most important building of this period. It is
located amidst a large garden and copies the plan of the Taj Mahal in the same
manner as was done in the Rabia ud Dauran's tomb. One major change in the design,
however; is that the minarets rise as an adjunct to the main building and not as
independent structures. The main building stands on an arcaded platform. It is double
storeyed and is covered by a large and almost spherical dome. The minarets rise as
turrets and are topped by domed kiosks. The building is in red sandstone with marble
panelling. The cusps of the arches are less curved, but synchronies well with the
overall dimensions of the building.
Check Your Progress 4
1. Discuss the architectural activities during Aurangzeb's reign.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
2. Write a note on the Safdar Jang's tomb.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
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2.8 LET US SUM UP
Babur and Humayun were too busy to tackle the political problems to pay much
attention to the building activities. However, Babur himself was a deep lover of
gardens and he laid out a number of gardens in India during the short span of his
reign. The main Mughal architectural activities tool place under Akbar. His buildings
are mostly of red sandstone. Akbar's buildings show a fine blend of trabeate and
arcuate forms. Jahangir was more interested in paintings rather than architecture.
However, his interest in paintings, animals and floral designs affected the
contemporary architecture as well and a new decorative style-pietro-dura was
introduced during his reign. During Shah Jahan's reign the Mugld architecture
reached its zenith with the prodominant use of marble. Shah Jahan immortalised the
Taj Mabal, a pure white marble structure. Its double domes, minarets, multi-foliated
arches, etc, -all speak of the perfection and the climax. His successor, Aurangzeb,
had little time for building activities, and very few buildings were, therefore,
constructed during his reign. The post-Aurangzeb's period can also be termed as
period of decline. Owing to disturbed political scenario later, the Mughal Emperors
could hardly pay any attention to huge building projects. The only monument of note
that can be identified is the Safdar Jang's tomb at Delhi.

2.9 KEYWORDS
Alcove:

a vaulted recess

Arcade:

a range of rooted arches

Arch:

a self-supporting structure made of bricks or of stone blocks
and capable of carrying a superimposed load over an
opening

Baoli:

Step-well

Bay:

deep recess

Bevel:

a slopping surface

Bracket:

a support projecting from a wall

Cenotaph:

commemorative building

Convoluted arch:

An arch that is cusped inside

Colonnade:

a row of columns

Causeways:

passage across water

Cupola:

a domical roof over a polygonal space

Dome:

a convex roof built over a square; Octaganal or circular
space in building
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Eaves:

slight projection of roof

Engrailed arches:

foliated arch

Façade:

a course of bricks or stones projecting from a wall as a
continuous structure.

Finial :

the top of a pinnacle

Kiosk :

an open pavilion having roof supported by pillars

Pier :

a mass of stone or brick which supports a vertical load

Pietra Dura:

an ornamental mosaic of lapis lazuli, marble etc.

Post :

long timber supporting vertical thrust of some part of a
building

Portal :

frontage

Reventments :

supportive joints

Stucco :

ornamentation done by carving lime plaster

Trabeate :

an architectural form in which the main openings are made
by beams supported on pillars

Turrets :

side minarets attached with the building.

Brackets

Alcove
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Caves on brackets

2.10 ANSWERSTOCHYEOCUKR PROGRESS EXERCISES
Check Your Progress 1
1. i) d ii) a

iii)b

iv)c

2. See Sub-sic. 2.3.2
Check Your Progress 2
1. i)

ii)

iii)

iv)

2. See Sub-sec 2.5.2. Discuss the general characteristic features of Akbar's building
at Fathpur Sikri- the style adopted, building material used, decoration, carving etc.
3. See Sub-sec. 2.5.2
Check Your Progress 3
1. i)

ii) 4 iii)

iv)

v)

2. See Sub-sec. 2.6.2
Check Your Progress 4
1. See Sub-sec. 2.7.1. Discuss that Aurangzeb was hardly interested in the building
activities and very few buildings were constructed during his reign. Describe these
buildings and their characteristic features.
2. See Sub-sec. 2.7.2.
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UNIT 3 : MUGHAL AND RAJPUT PAINTINGS;
THEMES AND PERSPECTIVES
Structure
3.1 Objectives
3.2 Introduction
3.3 Antecedents
3.3.1 Painting in the 15th Century
3.3.2 Painting under Early Mughlas
3.4 Evolution of Mughal School under Akbar
3.4.1 Establishment of Royal Atelier
3.4.2 Style and Technique
3.4.3 Distinctive Features
3.5 Development under Jahangir and Shahjahan
3.5.1 Introduction of New Styles
3.5.2 Thematic Variation
3.5.3 Final Phase
3.6 European-Impact on Mughal Painting
3.7 Painting in the Deccan
3.7.1 Court Patronage
3.7.2 Style and Theme
3.8 Rajput Painting
3.8.1 Style and Theme
3.8.2 Main Centres
3.9 Fine Arts under Mughals
3.9.1 Music
3.9.2 Dance and Drama
3.10 Let Us Sum Up
3.11 Key Words
3.12 Answers to Check Your Progress Exercises

3.1 OBJECTIVES
Cultural values are often reflected through the medium of paintings and Fine arts.
After going through this Unit, you will be able to know the following:
39






the development of painting' during the seventeenth and eighteenth centuries;
the various styles and techniques of painting;
the thematic variations in the paintings in different regions, and
the development of fine arts viz., music, dance and theatrical arts in the
courts of the Mughals and other regional kingdoms;

3.2 INTRODUCTION
The sixteenth century, especially its second half, marks a watershed in the
development of the art of painting and music in India. Akbar gave liberal patronage
to the growth of fine arts during his rule. His successors also showed great interest in
these arts, so that by the end of the seventeenth century painting and music in the
Mughal court reached unparalleled height.
Simultaneously, in the Deccan, was evolving another great tradition of painting and
music somewhat independent of the Mughal influence. Later, in the eighteenth
century, the patronage to painting shifted from the Mughal court to regional
kingdoms, such as Rajasthan and Punjab.
In the following pages you will read details of the emergence of these various
traditions of painting along with the growth of other fine arts.

3.3 ANTECEDENTS
In this section we will discuss the development of painting in the pre-Mughal period.

3.3.1 Painting in the Fifteenth Century
Until recently it was believed that the art of painting did not flourish during the rule
of the Delhi Sultans and that the illuminated manuscripts of the Mughals were, in
fact a revival of painting after a lapse of several centuries from the end of the tenth.
Lately, however enough evidence has come to light suggesting the existence of:




a lively tradition of murals and painted cloth during the 13th and 14th
centuries;
a simultaneous tradition of the Qur'anic calligraphy, lasting upto the end of
the 14th century, and
a tradition of illustrated Persian and Awadhi manuscripts, originating
probably at the beginning of the 15th century.

Of this last tradition, a notable number of illustrated manuscripts from the period
between the 15th and 16th century have become known. Some of these works were
commissioned by independent patrons in the Sultanate located outside the court.
From the former category mention may be made of:
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a) the Bostan of S'adi, illustrated by the artist Hajji Mahmud, and
b) Ni'mat Nama (a book on cookery)
c) Miftah a1 Fuzala by Muhammed Shadiabadi

These manuscripts were illustrated at Mandu (Malwa) during the second half of the
fifteenth century. A fine example of the latter category is the illustrated manuscript
of Laur Chanda (in Awadhi) executed for a patron seemingly not related with the
court.
It is, thus, evident that at the time of the advent of the Mughals in India there did
exist a live tradition of painting focused mainly on illuminating manuscripts, made
possible by the use of paper as the new material.

3.3.2 Painting Under Early Mughals
Babur, the founder of Mughal rule in India (in 1526), ruled for four years only. He
was not able to contribute anything to the growth of painting. His successor
Humayun was mostly engaged in containing his rivals till he was forced out of India
by Sher Shah in 1540. It was, however, during his refuge at the court of Shab
Tahmasp of Persia that Humayun acquired love of the art of painting. Humayun was
so influenced by the art practiced there that he commissioned Mir Syed Ali and
Khwaja Abdus Samad, two Persian masters, to illustrate manuscripts for him. These
two painters joined Humayun's entourage on his triumphant return to India.
Humayun's cotribution to the evolution of Mughal paintings is very important. These
are sevenral important features of the Mughal school which seem to have originated
in the paintings done during Humayun's period. An important painting from
Humayun's period is titled 'Princes of the House of Timur and dated c. 1550. It has
been executed on cloth, quite large in size, measuring approximately 1.15m. Square.
Such a large format is unusual even for paintings in Persia, and it has been suggested
that it probably relates to the Mongol tradition of having paintings in their tents.

Bosto of sadi
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Nimat Nama

3.4 EVOLUTION OF MUGHAL SCHOOL UNDER AKBAR
The emergence of the Mughal School of painting as distinct from all other styles was
mainly due to the deep interest Akbar took in the promotion of this art.
Akbar's views on The Art of Painting
Drawing the 1ikeness of anything is called tasvir. His majesty, from his earliest
youth, has shown a great predilection for this art, and gives it every encouragement,
as he looks upon it as a means, both of study and amusement. Hence the art
flourishes, and many painters have obtained great reputation. The works of all
painters are weekly laid before His Majesty by the Daroghas and the clerks; he then
confers rewards according to excellence of workmanship, or increases the monthly
salaries. Much progress was made in the commodities required for painters, and the
correct prices of such articles were carefully ascertained. The mixture of colours has
especially been improved. The pictures thus received a hitherto unknown finish.
Most excellent painters are-now to be found, and masterpieces, worthy of a Bihzad,
may be placed at the side of the wonderful works of the European painters who have
attained world-wide fame. The minuteness in detail, the general finish, the boldness
of execution, etc., now-observed in pictures, are memorable; even inanimate objects
look as if they had life. More than a hundred painters have become famous masters
of the art, whilst the number of those who approach perfection, or of those who are
middling, is very large. This is especially true of the Hindus; their pictures surpass
our conception of things. Few, indeed, in the whole world are found equal to them.
-Ain Akbari
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3.4.1 Establishment of Royal Atelier
The first major project undertaken during Akbar's regime was that of illustrating the
Hamza Nama. It began m 1562 for which several artists were employed at the court.
The place where the painters worked was known as Tasvir Khana. Although Abul
Fazal enumerates the names of only seventeen artists, we now know that the number
was very large. S.P. Verma (Art, Material Culture in the Paintings of Akbar's Court,
Vikas, New Delhi, 1978) has prepared a list of 225 artists who worked at Akbar's
atelier. These artists belonged to, different places, but among them the majority were
Hindus. Interestingly, several low caste people, due primarily to their artistic skill,
were also raised to the status of royal artist. The case of Daswant, who was the son
of a Kahar (palki-bearer), may be especially cited. The painters were assisted by a set
of gilders, line-drawers and pagers. The artists were salaried employees. SP. Verma
opines that the lowest paid worker in the atelier received an amount between 600 to
1200 dams. (40 dams = one rupaya).
There are paintings which bear the names of two artists. Sometimes even three artists
worked on a single painting. On one painting from Akbarnama four artists have
worked. The painting was thus a collaborative team work, The sketching of figures
and colouring were done by a team of two different artists. In cases where three
artists have worked the outlining was done by one artist, the other artist coloured the
faces and a third one coloured the remaining figure. It is however not known to us as
to how was such a complex arrangement worked out Probably in such a team work
the sketching and colouring were done by separate artists. (Cf. S.P. Verma, op. cit.)
As has been noted above, the atelier was supervised by daroghas with the assistance
of clerks. They were responsible for making materials of painting easily available to
the artists and to oversee the progress of their work. They also arranged for
periodical presentation of the artists' works before the Emperor.

3.4.2 Style and Technique
The illustration done at Akbar's court are considered as representative works of the
Mughal art. Notably, however, in these paintings, there is evident a gradual evolution
in the style and technique. The illustrations of the early phase are clearly influenced
by the Persian tradition, the identifying features of which are listed below:






symmetrical compositions;
restricted movement of figures;
fineness of the lines of drawings;
flat depiction of architectural columns; and
profuse embellishment of buildings in the manner of jewels.
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Later, the paintings acquired a distinctive character of their own. They assumed a
more eclectic character composed mainly of the Persian and Indian traditions with
touches of European influence.

Tuti Nama

Babur Nama

3.4.3 Distinctive Features
The Mughal style became recognisable within a span of fifteen years since the
setting up of royal atelier under Akbar. In the next decade or so, i.e. by about 1590 it
acquired a distinctive form which was marked by:






naturalism & rhythm
clothing objects of daily use assuming Indian forms.
picture space having subsidiary scenes set in background
extraordinary vigor of action and violent movement
luxuriant depiction of foliage & brilliant blossoms

It should be emphasized here that the identity of the Mughal paintings under Akbar
was as much made of an original style as a fusion of the Persian and Indian
traditions. Specific mention may be made here of the depiction of action and
movement which is not to be found in either the pre-Mughal art of India or the art of
Persia (S.P. Verma in Art & Culture, eds. A. J. Qaiser & S .P. Verma , Jaipur, 1993).
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Painting under Akbar's period distinguishes itself as a tradition from Persian painting
as well as from Indian styles particularly by the presence of historical subject matter.
The two most commonly used themes are:



daily events of the court, and
portraits of leading personalities

While portrait painting was known in Persia, painting as a chronicle of actual events
was certainly a new emphasis. Painters used familiar formulas for hunting or battle
scenes regardless of the fact that the literacy reference for the scene was historical or
purely imaginary. Moreover specific events illustrated are frequently reworkings of
scenes ‘recording’ quite different vents in the earliest known historical manuscript of
this period, the Timur Nama of about 1580 AD. Possibly, painters conceived scenes
according to a repertoire of types e.g. the seize of a fortress, crossing a river, an
audience or battle scene. In the working of whole volumes such as the Akbar Nama,
the artists seem to have reworked or adapted these campositional types. Painters
usually mated new compositions only when no prototypes existed, and only a few
artists were capable of such invention.
We have listed below, in chronological order famous illustrated manuscripts of this
periodManuscript

Date

Hamzanama

c. 1562-1580

Anwar-i Suhaili

1570

Tutinama

c. 1570-1580

Tarikh-i Khandan-i Timuriya

c. 1570-1590

Babunama

c. 1570-1590

Akbarnama

c. 1570-1600

Tarikh-i Alfi

c. 1570-1600

Razmnama

1582
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RazmNama:Pandvacoast

Razm nama : Pandva coast

Akbar nama :Akbar inspecting the building

Check Your Progress 1
1) Write a note of 50 words on the art of painting under early Mughals.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
2) How did the concept of teamwork operate in the Royal Atelier?
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
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3) List four distinctive features of Mughal School of painting.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................

3.5 DEVELOPMENTS UNDER JAHANGIR AND SHAH JAHAN
During Jahangir and Shahjahan, Mughal painting achieved its zenith. Jahangir took a
deep interest in painting even as a prince. He maintained his own studio apart from
Akbar's large atelier. Jahangir's preference was for paintings of hunting scenes, birds
and flowers. He also continued the tradition of portraiture. Under Shahjahan the
colours of the paintings became more decorative and gold was more frequently used
for embellishment. In the following sub-sections, we shall study the introduction of
new styles and thematic variations in Mughal paintings during Jahangir &
Shahjahan's reign.

3.5.1 Introduction of New Styles
In the period of Jahangir's rule (1605-27), manuscripts became less important than
individual pictures. Milo Cleveland Beach (Mughal and Rajput Painting, Cambridge
University Press, 1992) is of the opinion that Jahangir, with his personal
involvement, may have functioned effectively as the head of the royal studio.
Therefore, artistic decisions were made by the Emperor himself consequently
introducing his own stylistic preferences in the paintings. Two important new
elements in the style of Mughal painting during the first half of the seventeenth
century have been identified as below:



Jahangir's paintings seem to accentuate a formalist style, i.e., making the
work realistic and preferring the precise recording of contemporary reality.
The paintings of this period have broad margins which are gorgeously
decorated with the depiction of flora and faces of human figures, etc. designs
from plant motifs.

Portrait of Jahangir

Portrait of Shahjahan
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Nature painting ;Zebra by Mansur

3.5.2 Thematic Variations
Jahangir was a keen naturalist. Whenever he came across a strange animal or bird,
his artists painted the same immediately. We have paintings of birds and animals in
the most realistic fashion.
Shah Jahan was a great patron of architecture, but he did not neglect the painting.
Under him, the previous tradition of doing portraits, preparing albums, and,
illustrating books, was continued Additionally we find the paintings depicting
charming love scenes and portraits of female members. Another important theme
chosen for painting was super imposition of animals and the scenes of performing
acrobats.

3.5.3 Final Phase
Aurangzeb, who succeeded Shahjahan, had begun his rule on a bitter note by
executing his brothers and imprisoning his father. The arts were ignored during his
regime. Painting did not stop altogether, though it list the patronage of the Emperor
and became confined to the studios of the nobles. There exist some commissioned
portraits of the nobles and their relations from the courts of the Rajput principalities.
Large number of karkhana records (on paintings) are located in the Rajasthan State
Archives, Bikaner. There also exist a few interesting pictures of the emperor himself
during his campaigns. The skill of the painters is evident, though the paintings are
more formal and seem to have lost their earlier liveliness.
Later, under Muhammed Shah (1719-48), interest got renewed in depicting pleasure
loving scenes. But by this time many of the painters of imperial studio had begun
migrating to provincial courts. The loss of the Mughals, thus, was the gain of the
provincial styles.
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3.6 EUROPEAN IMPACT ON MUGHAL PAINTING
The eclectic nature of the Mugha1 School of Painting has been discussed in the Unit
earlier. In its later phases, especially during the Seventeenth Century, the Mughal
painting was influenced by the European art. Some of the themes of European art
were incorporated by Mughal painters and they also adopted a few of the techniques
of European artists. According to A.J. Qaisar a large number of European paintings
were either copied or adapted or even reinterpreted, sometimes, by Mughal painters.
At the same time many original prints from Europe were collected and preserved in
the albums of Jahangia and Dara Shikoh and several Mughal nobles. (A.J. Qaisar,
Indian Response to European Technology & Culture, Oxford, 1982).
The contact Mughal court painters had with European paintings, prompted them
initially to make exact copies in their own hands. Such imitations, as noted by
contemporary European travellers, were impeccably done. But Mughal painters also
made experiments by making new paintings on the subjects chosen from European
paintings.

European impact
One important feature that becomes noticeable in some Mughal paintings is the
attempt to make them three dimensional. Clearly it speaks of the impact of European
technique. Another European convention acceptable to Mughal painters was the
effect of light and shade, mostly utilized in fight scenes. The depiction of motifs like
'hals', winged angles and roaring clouds in Mughal paintings was again under the
influence of European paintings. One important technique that of oil painting from
Europe, somewhat did not attract the Mughals. There is no work from this period
that was executed in oil.
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Check Your Progress 2
1) What important thematic variations became noticeable in Mughal painting in the
seventeenth Century?
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................
2) Name two members of Mughal ruling class who made collections of European
paintings in their albums.
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................
3) Which European motifs were incorporated by Mughal painters?
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................
...................................................................................................................................

3.7 PAINTING IN THE DECCAN
A distinct style of painting emerged in the kingdoms of Ahmadnagar, Bijapur and
Golconda in the Deccan in the late 15th century and predates-the Mughal painting.
But the greatest patronage to painting in these kingdoms was given in the sixteenth
century and the Decanni style reached its zenith in the seventeenth century under the
impact of the Mughal tradition. Here we shall trace the developments in the Deccan
painting during the 16th-17th centuries.

3.7.1 Court Patronage
The successor states of the Bahmani kingdom actively patronised painting. The
earliest known painting from these states is dated between 1565-69. It is an
illustrated manuscript of Ta'rif-i Husain Shahi composed arid illustrated at
Ahmadnagar. About 1570, a second Deccani manuscript was composed and
illustrated, this time at Bijapur. This was the Nujum-ul-Ulum In all probability his
work was commissioned by Ali Adil Shah who had several painters working at his
court, But the greatest of the Bijapur line, and perhaps of all the rulers of the
successor states, was Ibrahim Adil Shah (1580-1627) who was an accomplished
painter and a calligraphist. Towards the close of the 16th century, there had emerged
a new tradition of painting in Ahmadnagar and Bijapur, known as the Ragamala
painting. Under Ibrahim's patronage this tradition reached the highest point of its
growth.
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There is another category of paintings in the Deccan style which depict the pomp and
grandeur of the royal processions. Several paintings of this type have come down to
us from the reign of Abdulla Qutb Shah (1626-72) of Golkonda.
In the 18th Century patronage of painting in the Deccan passed to the Asaf Jahi
dynasty of Hyderabad. The painting of Azam Shah returning from bird-shooting and
approaching his pleasure garden at the foot of the Golconda fort, and the album of
Himmatyar Khan, a noble of the Nizam's court, are some of important surviving
examples of the Deccani painting from Hyderabad.

3.7.2 Style and Themes
Numerous influences seem to have affected the formation of the Deccani tradition.
Many of the rulers of Deccan kingdoms were connoisseurs of Persian painting and
built up good collections of miniatures and manuscripts. The influence of the Persian
tradition is thus evident in the paintings done at their courts. It should, however, be
noted that this assimilation is not precise and disciplined. Consequently, many of the
features have been liken over without the refinement of the Persian paintings.
Another significant influence on the Deccan paintings is that of the Mughal school.
Contacts between Decani and Mughal traditions developed in my ways. There were
exchanges of artists between the two court as also gifts of paintings.
But the Deccan paintings cannot be analysed primarily on the basis of various
derivative influences. The best specimens of Deccan paintings creatively reshape
extraneous suggestions and become aesthetically original. Thus the features typical
of Deccan paintings are:






hierarchical scaling, i.e., the principal figure being bigger than the
subordinate figures;
richness of the palette, in which white and gold are used as they are in no
other Indian miniatures;
typical Jewelry, e.g., plaque of the necklace;
exaggerated swirl of the girdle and stole, especially in the case of feminine
figures, and
intersection of diagonals so as to form an arch around the principal figures.

3.8 RAJASTHANI PAINTING
The Rajasthani paintings have a distinct aesthetic quality. The emergence of this
style, in the opinion of Ananda K. Coomaraswamy, from the earlier pre-Turkish
traditions reached its consummation around 1600. In its early phase, it showed a
great vigour, though it absorbed Mughal influence later. After the collapse of the
Mughal power, it reemerged and flourished under the patronage of different Rajput
kingdoms. In the following sub-sections we shall discuss the main style and themes
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of the Rajasthani schools as also the main centres where the art flourished in the 17th
and 18th centuries.

3.8.1 Style and Themes
Rajasthani painting, since its beginning, adopted nature as the main theme. The
illustrations are almost like landscape paintings where human figures seem to play
only subordinate roles. Some of the main elements of nature depicted in these
paintings are:






a variety of tree forms;
a dense foliage;
singing birds and frolicking animals;
rivers full of lotus blossoms; and
drops of rain falling from deep blue clouds.

The Rajasthani miniatures are also known for the intensity of colours used. Deep
blue for clouds, streaks of gold showing flashes of lightening, and emerald green for
foliage are some of the most prominently used colours. The major themes selected
by painters of this gem are:




hunting scenes;
portraits, and
musical seasons.

Another characteristic of the Rajasthani paintings, particularly of the 17th century, is
the use of compartmental pictures in which space is divided into bends and
rectangles and used as frames for figures and groups.

3.8.2 Main Centres
(a) Mewar School: The house of Nisar Din (1606) stands out as the earliest known
group of Rajasthani painters. Subsequently the same tradition was carried further by
Sahib Din, who worked from 1627 to 1648. This phase represents the Mewar School
at its height. The illustrated series ran into hundreds covering a very wide range of
life, including mythology. Under the patronage of Jagat Sing I (1628-52). A long
series of illustrations called Nayakabheda was executed by a number of painters in a
poetic and sentimental style. However, in the subsequent half-a-century period, the
influence of the Mughal style gradually weakened the vitality of the Mewar School,
and it gradually became more and more subdued.
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Mewar school

(b) Bundi School: It has an almost parallel history, except that there seem to have
been two important periods in it, viz., 1620-35 and 1680-1700. During the 18th
century, the Bundi School took a new turn. While retaining its originality of
expression, it followed the Mughal School in subject-matter and technical details,
The main emphasis now was on the display of feminine grace in which it seemed to
excel.

Bundi school
(c) Kishangarh School: The Kishangarh style was lyrical and sometimes sensuous.
It was encouraged by Maharaja Sawant Singh, popularly known as Nagari Das at the
turn of the 18th century (1699-1764). Although Mughal secular influence in panting
affected every court in Rajasthan, in Kishangarh deep Hindu devotionalism seems to
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have survived. Under Sawant Singh's patronage, there was a spurt in the art of
painting based on the love-lore of Radha and Krishna. The Kishangarh paintings are
mostly the work of the talented artist Nihal Chand. The elegant forms of the
Kishangarh females, with their sharp noses, almond eyes and arched mouths, set up a
new tradition in Rajasthani painting.

Kishangarh School

3.9 FINE ARTS
Fine arts during the l6th-l8th century seem to have developed more in the regional
kingdoms than in the Mughal state. However, historical information on the
development of Fine arts is scanty, and the following narrative is based on piecemeal
records.

3.9.1 Music
Centres of musical study and practice, as stated above, were located in regional
kingdoms. In the South, a system of parent and derivative modes, i.e., Janaka and
Janya ragas, existed around the middle of the 16th century. The earliest treatise
which deals with this system is titled Swaramela Kalanidhi. It was written by
Ramamatya of Kondavidu (Andhra Pradesh) in 1550. It describes 20 janak and 64
janya ragas. Later, in 1609, one Somanatha wrote Ragavibodha in which he
incorporated some concepts of the North Indian style. It was sometimes in the
middle of the 17th century that a famous treatise on music, called Caturdandiprakasika was composed by Venkatamakhin in Thanjavur (c. 1650). The system
propounded in the text has come to form the bedrock of the Carnatic system of
music.
The development of music in North India was largely inspired and sustained by the
bhakti movement. The compositions of the 16th and 17th century saint poets were
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invariably set to music. In Vrindavan, Swami Hatidas promoted music in a big way.
He is also considered to be the teacher of the famous Tansen of Akbar's court.
Tansen himself is considered one of the great exponents of North Indian system of
music. He is given credit for introducing some famous ragas viz., Miyan ki Malhar,
Miyan ki Todi and Darbari. Raja Mansingh of Gwaliar (1486-1517) played a
distinguished part in the growth and perfection of Dhrupad, a variant style of the
North Indian music.
In the 18th century, music in North Indian style received great encouragement at the
court of the Mughal emperor Muhammad Shah. Sadaranga and Adaranga were two
great composers of Khayal gayaki at his court- Several new forms of music such as
Tarana, Dadra and Ghazal also came into existence at this time. Moreover, some
folk forms of music were also incorporated in the courtly music. In this category
mention may be made of Thumri, employing folk scales, and to Tappa developed
from the songs of camel drivers of Punjab.
In passing, it should be noted that while in the South the texts of music enforced a
stricter science, in the North the absence of texts permitted geater liberty. There were
thus several experiments in mixing the ragas carried out in the North. A loose code
of North Indian style of music is a feature that has continued to the present day.

3.9.2 Dance and Drama
Evidence on dance and drama in the medieval period is scattered. The more
important Sources are the texts on music, dance and drama, and the creative works of
literature in the different languages of India.
The textual material is mainly from Orissa, South India and from the court of the
Mughal Emperor Muhammad Shah. Abhinaya Chandrika by Mahesvara
Mahapatra and Sangit Damodara by Raghunatha are the two 17th century texts on
dance and drama from Orissa. From South India we have Adi Bharatam,
Bharatarnava, Tulajaraja's (1729-1735) Natyavedagama and Balaravarman's
(1753-1798) Balaramabharatam. There is the Sangita Malika treatise on dance
and music from the court of Muhammad Shah.
Check Your Progress 3
1) Write a note of 50 words on the main themes shown in Deccan paintings.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
2) Write three elements of nature depicted in Rajasthani paintings.
........................................................................................................................................
........................................................................................................................................
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........................................................................................................................................
........................................................................................................................................
3) Give names of two main centres of patronage of Rajput paintings.
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................
........................................................................................................................................

3.10 LET US SUM UP
We have seen how painting and fine arts came to prosper under the Mughals. The
keyword in the development of these arts during this period was eclecticism.
Painting assimilated indigenous traditions as well as from Persia. In the seventeenth
century another significant influence, that from Europe, made an impact on Mughal
paintings.
Music and dance, and the theatrical arts were the other subjects that received royal
patronage. Tansen adorned the court of Akbar and propelled music to unprecedented
heights. In comparison dance and theatre remained only at the initial stages of
development.

3.11 KEY WORDS
Accentuate :

intensify

Atelier :

workshop or studio of artists

Calligraphy :

the art of decorative writing

Embellish :

beautify

Gilder :

artist marking with golden colour

Mural :

wall painting

Palette :

flat board used by painter to arrange and mix colours for
painting

Portrait :

painting of the face or bust

Sketch :

line drawing

Theatre :

drama

3.12 ANSWERS TO CHECK YOUR PROGRESS EXERCISES
Check Your Progress 1
1. See Sub-sec. 3.3.2
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2. Sec Sub-sec. 3.4.1
3. See Sub-sec. 3.4.3
Check Your Progress 2
1. See Sub-sec. 3.5.2
2. Jahangir and Dara Shikoh. See Sec. 3.6
3. Halo, Winged Angels and Roaring Clouds. See Sec. 3.6
Check Your Progress 3
1. See Sub-sec. 3.7.2 .
2. See Sub-sec. 3.8.1
3. E.g. Mewar and Bundi. See Sub-sec. 3.8.2
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