oS 2000 g
I BIRLA. CHRTRA

PTLANT (RAJAST ll \N)

Class No 720 . 95[,
Book  N\a | Hag]

00000000@00000&0’9

00000000C6080009










INDIAN ARCHITECTURE



ALL RIGHTS RESERVED






DATIYA

SINGH DEVA'S PALACE,

[N

spisee)

il

Frond;



'INDIAN ARCHITECTURE

ITS PSYCHOLOGY, STRUCTURE, AND HISTORY
FROM THE FIRST MUHAMMADAN INVASION TO
THE PRESENT DAY

BY E. B. HAVELL

A1}
AUTLOR OF
‘INDIAN SCUL} [URE AND PAINTING, ‘‘THE iDEALS O I\ )OIAN ART,” ETC.

WITH ILLUSTR. :IONS

LONDON
JOHN MURRAY, ALBEMARLE STREET, W,



First Erition . . . Juwe 1913
Seconp EpiTiION . . 1927



PREFACE TO THE SECOND
EDITION

THE first publication of this book, fourteen years ago, brought
about a lively disrussion in Parliament and the Press of the
architectural principles which should be observed in the con-
struction of publ.c buildings in India. “ince then the New
Delhi has been planned and built, and the quection may be
asked whether the modern Western system of building adopted
has been fully justified by results, ind how far Indian crafts-
manship has L :nefited by a project which is one of the most
costly, if not the greatest, ever attempted in India. This point
is fully discussed in the new chupter added to this edition. The
appendix has been enlarged by documents relating to the
petition presented to the Secretary of State for India in 1913.

Architectural practice in this country is again engaging
the attention of Parliament, and the Prime Minister in his
recent appeal for the preservation of old English cottages
declares that it is a public duty to see whether we cannot
‘ once again tap the springs of craftsmanship which have not
flowed in this country for so long.”” This raises the question
whether it is beyond the capacity of our architects to tap the
still flowing springs of Indian craftsmanship for India’s benefit,
and whether it is necessary, or desirable, for our prestige as
rulers, to continue the present system which has been pumping

v
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those springs dry ever since our Public Works Department
was organised in India.

The wider issues involved in this question, which are
beyond the scope of an architectural work, were discussed
by me in an article in the Nineteenth Century and After,

December 1912.
E. B. H.

OXFORD,
Apnl 1927,



PREFACE

IN two previous works I have endeavoured to lay down a
sound critical basis for the study of Indian sculpture and
painting : the present one deals with Indian architecture on
the same lines. The history of architecture is not, as Fergus-
son thought, the classification of buildings in archeological
water-tight compartments a:cording tr arbitrary academic
ideas of style, but a historv of national life and t 1ought. The
first duty of «n historan of Indian architecture is to realise
for himself the distinctive qu~i'ties which constitute its
Indianness, or .ts value in the sy ntuesis of Indian life. Fergus-
son only reaa into Indian architecture the values he attached
to it from his knowledge of Western archaology, and conse-
quently the only result of Lis magnificent pioneer work has
becn to give the subject an honourable place in the Western
architect’s library among the books which are never read.
At the same time Fergusson’s authority among archeaologists
has been so great that, except on minor points of classification,
his views of Indian history have never been seriously disputed ;
and the ever-increasing quantity of most valuable material
collected by the Archzological Survey of India year by year
is still religiously docketed and labelled according to the
scheme laid down by him forty years ago.

Indian architecture covers a field as wide as the whole
architecture of Europe, and therefore in this first attempt to
turn the study of it off the side-track in which Fergusson left
it I have limited myself to those chapters of it which have

v
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most practical interest for the modern architect. And as
historical studies miss their aim unless they can make clear
the bearing of the experience of the past upon the actualities
of the present day, I have planned this work so as to make
evident to expert and layman alike the relation between
Indian architectural history and a great problem which is
exercising the public mind at the present moment—the
building of the new Delhi—and a question of much more
vital importance—the preservation of Indian handicraft.
For fifty years Indian departmentalism has followed a
system of building, demoralising alike to the architect and the
craftsman, which has been as injurious to the true interests of
the British Raj as it has been fatal to the development of art
and craft in India. Great Britain, like every other European
country, has slowly come to realise how prodigal she has been
in the last two centuries with her own handicrafts and all other
forms of artistic wealth which belong to national well-being
and are the true expression of it. What finer opportunity can
there be than the building of the new Delhi for inaugurating
a new architectural and educational policy which will remove
the incubus now pressing so hardly upon Indian craft and
industry, and at the same time give a great impulse to the new
movement for the revival of architecture in this country ?
The ethics of the present departmental system will not be
raised to a higher plane by removing the official architect’s
office from Simla to London ; the fineness of the architectural
effect of the new Delhi, academically considered, will not
justify methods which are ruinous to Indian handicraft. We
shall be more British by giving Indian craftsmen their due.
When all sincere architects in Europe are doing their
best to revive the principle of collaboration between architect
and craftsman which has been and will be the foundation of
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the true art of building in all ages, it would be a calamity both
for India and for this country if the only result of the building
of the new Delhi is the establishment of another departmental
school for teaching Indians modern pseudo-scientific methods
by which architecture, so far as concerns themselves, ceases
to be an art.

In working out the principal historical sequences I have
relied chiefly upon the documents which the buildings them-
selves provide : they are by far the most reliable, and the
deductions I have drawn from them can easily be checked by
the architectural student. Those who wish to enter into
further detail cau follow up the various .-lues I have given,
either by investigations on the spot or by cunsult ng the finely
illustrated wcrks publhished by the Archeaological Survey of
India ; especially the reports of tlie Survey of Western India
by Dr. Burges. and Mr. Couseus, Mr. Edmund Smith’s four
volumes on Fatehpur-Sikri, and the more recent reports pre-
sented by Mr. Marshall.

Fergusson and Dr. Burgess are my chief authorities for
chronoiogical facts and measurements of buildings. I am
greatly indebted to the Secretary of State for India for per-
mission to use material from various reports of the Archzao-
logical Survey, and also to Mr. Murray for the use of some
blocks from Fergusson’s ‘ History.” Mr. J. H. Marshall,
C.LLE., Director-General of the Archzological Survey of India,
has given me invaluable help with the illustrations. Dr.
F. W. Thomas, Librarian, and Mr. A. G. Ellis, Assistant
Librarian, India Office, have given me much assistance in
etymological questions. - 1 have also to thank Professor Rhys
Davids and Mr. Abanindro Tagore for the information they
have very kindly furnished. For the loan of photographs I am
much indebted to Dr. A. K. Coomaraswamy, Colonel T. H.
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Hendley, C.ILE., Mr. H. V. Lanchester, F.R.I.B.A., and Mr.
W. Rothenstein. Similar assistance in the illustrations has
been very kindly given me by Sir David Prain, Director ‘of
the Royal Botanic Gardens, Kew, Mr. and Mrs. Carl Melchior,
and by Mrs. Villiers Stuart. Messrs. Bourne & Shepherd ;
Messrs. Johnston & Hoffmann, Calcutta ; and Messrs. R. C.
Mazumdar, Benares, have kindly allowed me to reproduce
some of their copyright photographs.

Lonvon
March 1913



CONTENTS

PREFACE TO THE SECOND EDITION . . . . . . .
PREFACE . . . . . . . . . . . .
CHAPTER 1
Hindu and Saracenic Art—The Pointed Arch—The Migrat ons of Crafts-
men—The First Muhammadan Invader f Tndia .
CHAPTER I

Hindu Symbolism—Tie Design and 3uilding of the Taj Mahall

CHAPTE ¢ III
THE THIRTEENTH CENTURY
Mosques at Delhi and Ajmir—The Qutb Minir

CHAPTER IV
. THE FOURTEENTH CENTURY

Gujerat—Gaur—The Arch in Indian Architecture—Kulbarga—Muham-
madan Tombs

+ CHAPTER V
THE FIFTEENTH CENTURY

Mandd : The Jami’ Masjid ; Mulik Mughi’s Mosque— Jaunpur : The Atala
and Jami’ Masjids—Ahmadabad : The Jami’ Masjid ; Muhéfiz Khan's
Masjid—Alif Khan’s Masjid—Mosque and Tombs at Sarkhej—Sayyid
Usman’s Tomb—Sayyid Mubirak’s Tomb—Gaur: Dakhil Gate and
Eklakhi Masjid . . . . . . .

xi

PAGES

vii

1-14

15-40

41-52

53-65

66-81



xii CONTENTS

CHAPTER VI

Indian Arches, Brackets, Capltals and Domes—The Hindu Temple
Sikhara . . . . . . . . . 82-120

PAGES

CHAPTER VII
THE SIXTEENTH CENTURY IN BENGAL

Husain Shah and the Cult of Satya Pir—The Influence of Bengali Crafts-
manship upon Indo-Muhammadan Architecture—The Buildings at
Gaur: The Qadam-i-Rasdl Masjid; The Soni Masjid; The Chota
Sona®Masjid ; The Jami’ Masjid of Akhi Seraj-ud-Din . . . 121-133

CHAPTER VIII
GUJERAT ARCHITECTURE IN THE SIXTEENTH CENTURY

The Champanir Mosques—Buildings in Ahmadibid : Rani Rupavati’s
Masjid ; Sidi Sayyid’s Masjid ; Mosque and Tomb of Réni Siparf;
Dida Harir's Well—Hindu Bulldmgs in Ra]putana—The Palace of
Main Singh of Gwalior . . . . I34-152

CHAPTER IX

THE ADVENT OF THE MOGULS

Shér Shah’s Mosque and Tomb—Humayiin’s Tomb . . . . 153-164
CHAPTER X
THE SIXTEENTH CENTURY
Akbar—The Buildings at Fatehpur-Sikri—Akbar’s Palace at Agra . . 165-181
CHAPTER XI

VIJAYANAGAR AND BIJAPOR

The Architectural Relationship of Vijayanagar and Bijapir—The Vitthala-
swami Temple and other Buildings at Vijayanagar—The Jami’ Masjid,
Bijaptr—Ibrahim’s Mosque and Tomb—The Mehtar Mahall—
Mahmiid’s Tomb—Indian Stucco . . . . . . . 182-199



CONTENTS

CHAPTER XII

HINDU BUILDINGS IN THE SIXTEENTH CENTURY

Govind Deva's Temple at Brinddban— Hinduism and Idolatry—Jaina
Temples—Man Singh’s Observatory, Benares . . . .

CHAPTER XIII
THE SEVENTEENTH CENTURY

Bir Singh Deva’s Palace, Datiyi—Palaces at Jodhpur—Mogul Buildings
at Agra and Delhi—Tirumalai Nayyak’s Palace and Chaultri, Madum
—Chandragiri Palace . . .

CHAPILR XIV
THE EIGHTEENTI" CENT"'XY .. JHE PRESENT DAY

The Decay of the Mogul Empire—Tomb of Safdar Jang, Delhi—
Eightcenth-century Buildings at Luckno, —The Sikandara Bagh,
Agra—Modern R put Architect 're: The ¢ ity of Jaipur; Palaces at
Dig and Udaipu. , Domestic Buildings—Anglo-Indian Architecture—
Indian Architecture in the Victori.nn Period—Modern Buildings.

CHAPTER XV
The Future of Architecture in India—The Building of the New Delhi

CHAPTER XVI

FOURTEEN YEARS AFTER—AN IMPERIAL OBJECT-LESSON

APPENDIX .

INDEX

xiii

PAGES

200-204

. 205-220

221-249

. 250-257

258-269

. 271-276

. 277-282






PLATE

v XXXV.

XXXVI.

XXXVII.
XXXVIII.

XXXIX.
v XL
XLI
‘  XLIL
XLIIL.
XLIV.
¥ XLv.
XLVL
- XLVIL

. XLVIII.

v

¢ LL
, LIL
¢ LIIL

< LIV.

XLIX.
- L.

LIST OF PLATES xvii

FACING PAGE

DoorwAY OF ‘ALt SuAni Pir-k1 Masjip, BijArOR . . . 94
(1.0, List)

Monoritr  TeEMPLE, KALUGUMALI (ELEVENTH CENTURY ?) . 98
(I.0. Last)

DECORATION OF DOMES . . . . . . . . I00

A RuiNED TEMPLE, KHAJURAHO . . . . . . I02
(A S.I. Photo)

TEMPLES AT SIBSAGAR . . . . . . . . I02
(A.S.1. Photo)

ToMB OF SIKANDAR Lobi . . . . . . . 108
(A.S.1. Photo)

Hinpu TEMPLT AT VISHNUPUR . . . . . . 126
(1.0. List)

SoNA MasjiD, GAUR: SouTi-rAST CORNER OF 'iwiAN . . 128
(4.5 I. Pkoto)

INTERIOR OF SONA MisjIp, GAUR . . . . . . I30
(4.8 1. Phos)

INTERIOR ¢ F SAT GuMPaz Mosg. £, {HULNA . . . . 130
(A.S 1. P oto)

JAm1’ Masjinp oF AKHI SERA-UD-DiN, GAUR . . . . I32
(4.S.1. Photo)

TAm1’ Masjip, CHAMPANIR : NORTH SIDE . . . . I34
(1.0. Last)

JAmr’ Masjip, CHAMPANIR : MAIN ENTRANCE PorcH . . 134
(1.0. Last)

JAmr’ Masjip, CHAMPANIR : FACADE oF LiwiAnN . . . 136
(1.0. Last)

JAMr’ Masjip, CHAMPANIR : LONGITUDINAL SECTION . . 136

JAMr’ Masjip, CHAMPANIR : INTERIOR OF CENTRAL DoME . 138
(1.0, Last)

JAmr’ Masjip, CHAMPANIR : BAcK oF LiwAn . . . . 138
(1.0. List)

NaciNna Masjip, CHAMPANIR . . . . . . . 140
(1.0. Last)

NaGiNa Masjip, CHAMPANIR ;: DETAIL OF MINARET . . 140
(1.0. Lust)

RAN? RupAvari’s MosQUE, AHMADABAD . . . . 142
(1.0, Last)



Xviii LIST OF PLATES

PLATE FALING PAGE
LV. RANE RupAvATi’s TomMB, AHMADABAD . . . . . 142
(1.0. List)

LVI. Sip1 Savyip’s MosQUE, AHMADABAD : CROSS SECTION OF LiwAN 144

LVII. Sip1 SAvviD’s MOSQUE, AHMADABAD : INTERIOR OF LIwAN . 144
(1.5.1. Photo)
LVIII. Sip1 SAvvip’s MosQUE, AHMADABAD : PERFORATED STONE WINDOW 146
(1.0. Lusy)
LIX. RAn? Strari’s MosQuE, AHMADABAD . . . . . 146
(1.0. Last)

LX. DApA Harir’s WELL, NEAR AHMADABAD : PLAN AND PART SECTION 148

LXI1. DApA HARIR'S WELL, NEAR AHMADABAD © PART SECTION . . 148

LXII. DApA HARIR'S WELL, NEAR AHMADABAD : CENTRAL SHAFT . 148
(1.0. Lust)

LXIII. MAN SINGH’s PALACE, GWALIOR . . . . . . I52
(1.0. Last)

LXIV. CourTYARD OF MAN SINGH’S PALACE, GWALIOR . . . . 152
(1.0, Lust)

LXV. MAN SINGH'S PALACE, GWALIOR : APARTMENT ADJOINING COURT-

YARD . . . . . . . . . . . 152
(1.0. Laist)

LXVI. MosQue oF SHER SHAH, DELHI . . . . . . 160

LXVII. ToMB oF SHER SHAH, SAHSARAM . . . . . . 162

(4.S.1. Photo)

LXVIII. TomB oF HuMAYON, DELHI . 164
(1.0. List)

LXIX. JAm1r’ Masjip, FATEHPUR-SiKRi : INTERIOR OF CHAPEL . . 166
(1.0. List)

LXX. JAMr’ Masjip, FATERPUR-SIKR] : FAGADE oF LiwWAN . . . 168
(1.0. Last)

LXXI. TueE BurLanD DarwAzA, FATEHPUR-SIKRI . . . . . 170
(1.0. Last)

LXXII. AxBAR’s OFFICE, FATEHPUR-SIkRT . . . . . . 172
(1.0. List)

LXXIII. DiwAN-1-KHAs, FATEHPUR-SIKR{ . . . . . . 174
(1.0. Last)

LXXIV. PILLAR SUPPORTING AKBAR'S THRONE, FATEHPUR-SfKRt . . 174



PLATE

LXXV.

LXXVI.
LXXVII.

LXXVIII.

LXXIX.

LXXX.

LXXXI.

LXXXII.

LXXXIII

LXXXIV.
LXXXV.
LXXXVI.

LXXXVII
LXXXVIII.

LXXXIX.

XC.

LIST OF PLATES

Rajan BirBaL’'s Housg, FATEHPUR-STKRE
(1.0. List)

ENTRANCE TO JoDH BAi's PALACE, FATEHPUR-SIKR{

PANCH MAHALL, FATEHPUR-SIKRI
(1.0. List)

JAHANGIRT MAHALL, AGRA: CORNER OF COURTYARD
(4.5.1. Photo)

JanANGIRI MAHALL, AGRA: THE COURTYARD BEFORE RESTORATION
(L.0. List)

APARTMENT IN JAHANGIRT MAHALL, AGRA
(A.S.1. Photo)

VITTHALASWAMI TEMPLE, VIJAYANAGAR
(1.0. Last)

SHRINES ON RoOF OF VITiHALASWAML TEMvLr, VIJAYANAGAR
(1.0. Last)

“ ELEPUANT STABLES,” VIJAYANAGAR
(1.0. L.y)

JAmr Msspip, BijApUr: SEC. sy OF LIWAN
IBrAHIMN'S ToMmB, BijArOR

SecTION OF IBRAHIM's ToMp BijArOrR
CemLING oF IBrAniM's ToMmB, BiJAPOR

CorrIDOR OF IBRAHIM's TomB, BijApOr
(1.0. Last)

MEHTAR MAHALL, BIjAPOR .
(1.0. Lisp)

Maum0D’s TomB, BijArORrR .
(4.S.1. Photo)

XCI. Jain TEMPLE, PALITANA

XCII.

XCIII.

XCIV.

(1.0. List)

KaNnDArRYA MAHADEVA TEMPLE, KHAJURAHO
(1.0, List)

GovIND DEvA’s TEMPLE, BRINDABAN
(1.0. Lisi)

INTERIOR OF GOVIND DEvVA’Ss TEMPLE, BRINDABAN
(4.S.1. Photo)

3

X1X

FACING PAGE

176

176
178

178
180
180
186
188
190

190
192
192
194
194

196
196
200
200
202

202



XX
PLATE
XCV.
XCVI.

XCVII.
XCVIII.

XCIX.

C.
CIL.
CIIL.
CIIL

CIV.
Cv.
CVI.
CVII.

CVIII.

CIX.
CX.
CXI.
CXII.
CXIII.
CXIV.
CXV.
CXVI.
CXVII.
CXVIIL

LIST OF PLATES

GovIND DEvA’s TEMPLE: PILLARS IN CROSS AISLES .
(1.0. List)

BaLcoNy OoF MAN SINGH'S PALACE, BENARES
Bir SinGH DEVA’s PALACE, DATIYA: WATER FRONT
Bir SINGH DEVA’s PALACE, DaTivA: EASTERN FAGADE

THE PALACE oF URCHA
(1.0. List)

JopuPUR FORT AND PALACE
BENGALI Roors AND CORNICES .
THE SAMMAN BURJ, AGRA PALACE

ITMAD-UD-DAULAH’S TOMB, AGRA
(4.S.1. Photo)

AUDIENCE-HALL OF MADURA PALACE .
TiruMALAI NAYYAK’'S CHAULTRI, MADURA .
GATEWAY OF THE SIKANDARA BAGH, AGRA

THE PALACE OF Dic: GARDEN FRrONT
(1.0. List)

THE PALAcE OF Dic: WATER FRONT
(1.0. List)

THE PALACE OF UDAIPUR.

A MEercHANT'S Housg, BIixkanir

BUILDINGS AT JODHPUR

A SouTH INDIAN TEMPLE STAPATHI .

INDIAN MasoNs AT WORK.

A MODERN INDIAN PALACE, MARWAR

A MoODERN INDIAN PALACE, MUNSHI GHAT, BENARES
A MoODERN INDIAN PALACE, GHUSLA GHAT, BENARES
A MoperN HiNnpu TEMPLE, BRINDABAN

A MoperN HINDU TEMPLE (DURGA TEMPLE, BENARES)

FACING PAGE
202

204
208
208

210

210
212
212

214

218
218
222

224
226

226
228
230
232
232
234
236
238
240

240



PLATE

LIST OF PLATES XXi

FACING PAGE

CXIX. MoDERN INDIAN SCULPTURE (TEMPLE AT RAMNAGAR, BENARES) 242
CXX. MODERN INDIAN ScULPTURE (AHMETY TEMPLE, BENARES) . 242
CXXI. A MODERN MASTER-BUILDER'S BRIDGE, LASHKAR . . . 244
CXXII. STREET IN A MODERN MASTER-BUILDER'S TOwN (LASHKAR) . 246
CXXIII. DetaiLs orF BuiLDINGS, LASHKAR . . . . . . 246
CXXIV. A MoDERN CHHATRI, LASHKAR . . . . . . 248
CXXYV. Post OFFICE, LASHKAR . . . . . . . . 250
CXXVI. A MODERN MASTER-BUILDER'S RAILWAY-STATION (ALWAR) . 252
CXXVII. MoDERN INDIAN S.ULPTURE, PURI . . . . . . 254
CXXVIII. VERANDAH OF A MoDERN Housg, Purr . . . . . 254
CXXIX. GATEWAY OF A MODERN TEMPLYL, BENARES . . . 256
LIST OF TEXT ILLUSTRATIONS
FIG PAGE
1. Plan of T4ij Mausoleu.a . . . . . . . . . 23
2. Roof Plan of Chandi Scwa, Java . . . . . . . . 23
3. Miniature Votive Buddhist Stiipa . . . . . 26
4. Dome of { 1e Great Temple at Tanjore (Eleventh Century) . . .27
5. Plan of the T4j Garden, as drawn by Colonel Hodgson in 1828 . . 37
6. Plan of Mosque at Ajmir . . . . . . . . . 44
7. Plan of Adinah Mosque . . . . . . . . . 55
8. Plan of Mosque at Kulbarga . . . . . . . . 61
9. View of Mosque at Kulbarga . . . . . . . . 62
10. Jami' Masjid, Jaunpur: Principal Entrance to Liwan . . . . 69
11. Jami’ Masjid, Ahmadibad : Plan of Liwin . . . . . . 73
12. Plan of Sayyid Usmén’s Tomb . . . . . . . . 78
13. Plan of Sayyid Mubirak’s Tomb . . . . . . . 78
14. Tomb of Sayyid Mubirak : Longitudinal Section . . . .79
15. Leaf of Pipal Tree (Ficus religiosa) . . . . . . 84
16. Foiled Arches at Martdnd . . . . . . . . . 86
17. Arch at Fatehpur-Sikri . . . . . . . . . 89



xxii LIST OF TEXT ILLUSTRATIONS

FIg.

18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.

29.

30.
3I.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.
43.
44.
45.
46.
47.
48.
49.

Diagram of Bell-shaped Dome

Construction of Ribbed Dome . . . .
Dome similar to Fig. 19, constructed of Permanent Materials .
Seed-capsule of the Lotus

Hindu Capital .

Finial from a Mosque in Baghdad

Section of a Hindu Dome .

Pendentive from Mosque at Old Delhi .

Plan of Darya Khan’s Tomb

Darya Khan’s Tomb : Section of Principal Domc

PAGE
96
97
98

101

101

103

106

110

112

113

Dholkd. The Khan’s Masjid : Plan of One of the Compartments of the Liwin 114

Dholki. The Khan’s Maspd : Section of One of the Compartments of the
Liwan . . . . . . . .

Plan of Mahmid’s Tomb

Section of Mahmiid’s Tomb . .
Pendentives of Mahmiid’s Tomb, looking upwards .

Plan of Jami' Masjid, Champanir

Section of Mihrdb, Champanir

Plan of Mihrab, Champanir

Riéni Rupévati's Masjid : Plan of waan

Plan of Tomb, Rini Rupavati’s Masjid

Plan of Jami’ Masjid, Fatehpur-Sikri

Plan of Buland Darwaza .

Section of the Diwan-i-Khds, Fatehpur- Slkl‘l

Ground Plan of Rajah Birbal’s House .

Ground Plan of Jodh Bii’s Palace .

Arcade of Rdm Réja’s Treasury Vijayanagar

Plan of Jami’ Masjid, Bijapir

Plan of Govind Deva’s Temple, Brindiban . . .
The Jami’' Masjid, Delhi . . . . . e
South Elevation of Chandragiri Palace .

Ground Plan of Chandragiri Palace

Plan of the City of Jaipur .

115
116
118
119
136
140
141
142
143
170
171
175
176
178
189
190
201
217
219
219
223



INDIAN ARCHITECTURE

CHAPTER I

HINDU AND SARACENIC ART—THE POINTED ARCH—THE
MIGRATIONS OF CRAFTSMEN—THE FIRST MUHAMMADAN
INVADERS OF INDIA

THE student who t1ics to thread his way through the some-
what bewildering mazes of Indicn art is ofteri confused by the
classifications and analysis of FEuropean wiiters. First, by
the Greco-Romon or Gandhiran theory of the inspiration
of Buddhist sculpture ; next by a misunderstanding of the
whole theory of ‘ndian art ‘n the m.dieval or Puranic period,
and by the sectarian classification of Buddhist-Hindu archi-
tecture ; and thirdly by the attribution of the masterpieces of
painting and architecture in the Muhammadan period to the
superior creative and constructive genius of Isldm, or, as in
one notable instance, the T4j Mahall, to the art of Europe.

All of these misconceptions have their root in one fixed
idea, the belief that true @sthetic feeling has always been
wanting in the Hindu mind, and that everything really
great in Indian art has been suggested or introduced by
foreigners.

Fergusson, though generally far in advance of his time
in the appreciation of Indian art, was by no means free from
these prejudices, and his analysis of Indian architecture of
the Muhammadan period confirms the general belief of the
present day that between Hindu and Saracenic ideals there is

I



2 ORIGINS OF INDIAN ART

a great gulf fixed, and that the zenith of Mogul architecture
in the reigns of Jahdngir and Shah Jahin was only reached
by throwing off the Hindu influences which affected the so-
called ““ mixed ”’ styles of Indo-Muhammadan art. Fergusson
distinctly declares that ‘‘ there is no trace of Hinduism in
the works of Jahangir and Shah Jahan.”* Though he does
not lend his great authority to the legend I have discussed in
detail elsewhere, which makes the T4j Mahall the creation of
an Italian adventurer in Shah Jahin’s service, he treats all
of Jahéngir's and Shah Jahdn’s buildings as not being of
Indian origin, but as entirely conceived by architects of
Western Asia, and suggests Samarkand, rebuilt by Timir
(A.D. 1393-1404), as the locality which would throw light on
“ the style which the Moguls introduced into India.”

This persistent habit of looking outside of India for the
origins of Indian art must necessarily lead to false conclusions.
One may find primitive types, or any of the forms and symbols
which Indian artists moulded to their own desires, and trace
them back to their archaic roots in Chaldza, Babylon, Assyria,
Persia, or Greece ; but for the vital creative impulse which
inspired any period of Indian art, whether it be Buddhist,
Jain, Hindu, or Muhammadan, one will only find its source
in the traditional Indian culture planted in Indian soil by
Aryan philosophy, which reached its highest artistic expres-
sion before the Mogul dynasty was established, and influenced
the greatest works of the Muhammadan period as much as
any others. The T4j, the Moti Masjid at Agra, the Jami’
Masjid at Delhi, and the splendid Muhammadan buildings at
Bijaptr were only made possible by the not less splendid
monuments of Hindu architecture at Mudheri, Dabhoi,
Khajurdho, Gwalior, and elsewhere, which were built before

! “ History of Indian Architecture,” vol. ii. p. 288 (edit. 1910).
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the Mogul Emperors and their Viceroys made use of Hindu
genius to glorify the faith of Islam.

The Anglo-Indian and the tourist have been taught to
admire the former and to extol the fine @sthetic taste of the
Moguls ; but the magnificent architectural works of the
preceding Hindu period, when Indian sculpture and painting
were at their zenith, but rarely attract their attention, though
in massive grandeur and sculpturesque imagination they
surpass any of the Mogul buildings. Even the term *° Mogul ”’
architecture is misleading, for as a matter of fact there were
but few Mogul builders in India. The great majority of the
builders employed by the Moguls—including not orly the
humbler artisans but the master-minds which dirested them
—were Indians, or of Indian descent. Some were professed
Muhammadans, but many were Hindus. Mogul architecture
does not bear witness, as we as. urie, to the finer @sthetic
sense of Arab, Persian, or Western builders, but to the extra-
ordinary synthetical power of <he Hindu artistic genius.

The truth of this statement can be demonstrated not
only froun documentary evidence, which may or may not
be trustworthy, but from the incontrovertible record of the
buildings themselves. Western writers have been so eager
to seize upon the divergences between Muhammadan and
Hindu civilisation, that the common basis which underlies
them both generally fails to impress them. Even the main
point of difference which divided Muhammadans and Hindus
—the use of anthropomorphic symbols—was not by any means
essential to Hinduism ; and but for the differences, sectarian
and racial, which drove many Hindus into the service of
Musulman states beyond the north-west frontier, the Muham-
madan conquest of Hindustan would have been hardly possible.

The fundamental antagonism between Hindu and Musul-
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man religious beliefs which we so often assume, never existed
at any time. The basis of Muhammad’s idealism was the
concept of the Unity of the Godhead—*‘ There is One God ”
—which is only a condensation of the Hindu concept of the
Godhead manifesting Itself in all things animate and inani-
mate. To the simple-minded Arab, either a mariner on the
wide ocean or living in tents in the vast expanse of the loncly
desert, the idea of the Divine Unity made an irresistible
appeal : it sufficed to explain that infinite vastness of sky
and earth and sea which surrounded him everywhere by day
and night. His whole instinct of art creation was to draw
everything in pure outline silhouetted against the sky, as he
saw things in the glare of the open desert by day, or in the
mysterious splendour of star- and moon-light, like the rocky
coasts of Arabia seen from ships at sea.

All Arab design, whether in architecture, in the forms of
domestic utensils, or in surface decoration, was distinguished
by this feeling for pure outline and colour, rather than by a
plastic treatment of surfaces or the massing of forms for
contrast of light and shade in which the Hindu architectural
genius especially asserted itself. Practically all Saracenic
symbolism in architecture was borrowed directly or indirectly
from India, Persia, Byzantium, or Alexandria, though devout
Muhammadans put their own reading into the symbols they
borrowed, just as the early Christians did with those they
borrowed from paganism.

Even the pointed arch only acquired from India the
religious significance which eventually led the Saracenic
builders to adopt it as their own, through the contact of the
Arabs with the Buddhists of Western Asia ; and thus the very
feature by which all Western writers have distinguished
Saracenic architecture from the indigenous architecture of
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India was originally Indian. If this proposition is opposed
to all architectural authority in Europe at the present day,
it is only because Western writers, through treating Indo-
Muhammadan architecturc as a subdivision of the Saracenic
schools of Egypt, Spain, Arabia, and Persia, have left out
of account the great mass of historical evidence bearing upon
the arts of the West which is afforded by the architectural
monuments of India.

It is of course a recognised fact that a certain type of the
pointed arch was in use in Egypt and in Asia Minor even
before the days of Duddhism, and long before the Hegira.
But the mihrdb of tuhammadan mosques— -the niche in the
wall of the sanctuary—and all its religious a._sociations from
which the structural appiication ot Saracenic arches started,
was not in any way connected with this early type.

The permane 1t mosques of tL.  t-vst Arab disciples of the
Prophet, like tl,* churches of the early Christians, were in
most cases not buildings speciaily constructed for their own
ritual, but those belonging to 11val creeds reconsecrated for
the woisnip of Allah. When the Arabs started on their
career of conquest the first objects of their iconoclastic zeal
were the temples and monasteries of the hated idolaters—
the Buddhists of Western Asia. After smashing the images
and breaking as much of their sculptured ornamentation as
offended against the injunctions of their law, the buildings
with the empty niches—the quondam Buddhist shrines—
remaining in their solid walls were often converted into
mosques.

The hallowed associations of generations of Buddhist
worshippers still clung to these desecrated shrines, and the
doctors of Islim found it necessary to explain them in a
Muhammadan sense. Hence the mihrdb—the niche of the
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principal image of Buddha—came to indicate the direction
of the holy city of Mecca ; it was traced in the sand or woven
in the prayer-mat as a symbol of the faith. The idea appealed
strongly to the Arab race, for every mariner saw the mihrib
in the bow of his ship and every desert nomad in the door of
his tent. The sentiment of devotion which the image in the
niche formerly inspired in the worshipper was thus transferred
to the niche itself, and especially to the arch of the niche.
The arrangement of niches in Muhammadan houses and
palaces (Plate CII) was a secular adaptation of the shrines
of Buddhist monasteries. Here, then, was the psychological
germ of the pointed style of architecture—Saracenic and
Gothic—or of the idealism which was the motive force
behind it.

All the forms of the pointed arch which characterise
Saracenic buildings in the West are found in the niches of
the temples of the various Brahmanical sects in India which
inherited the early Buddhist traditions. Remove the images
and the sculptured ornament of the niches, and you will find
the ordinary Arab arch, the stilted arch, the foliated arch,
etc. The process of adaptation by which Indian arches were
converted into Saracenic, begun by the Arabs in Western
Asia in the first centuries after the Hegira, were continued
in successive centuries by all the Muhammadan invaders of
India—Arab, Afghan, Turk, and Mongol.

The contemptuous name which Arabian historians gave
to all the temples of the infidel in India—Boud-khina, or
‘ Buddha-house ”—is one of the many proofs of the early
connections of Buddhism with Isldm. Buddhist influence
penetrated much farther west than the borders of Asia and
Europe. Professor Flinders Petrie has found evidences of
the presence of Asoka’s missionaries at Alexandria; and
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the resemblance of the so-called horse-shoe arch in Moorish
palaces and mosques of the eighth century A.D. and later to
the lotus-leaf arches of the seventh-century Buddhist chapter-
house at Ajantd (Plate I) can easily be accounted for by the
presence of the Indian craftsman in Egypt. Seeing that
Indian mariners carried on a regular trade with Egypt even
before the third century B.C., it is reasonable to assume that
Indian craftsmen often found their way there in later times.
No Western structural process by which this form of arch,
derived from bent cane or bambu, might have been evolved
independently is known to archaologists.

Modern Europewn writers who try to trace the derivation
of architectural style entirely from constructive or technical
processes would do well t» note tii.t the pointed arch in Arab
architecture was a purely religious svmbol before it became a
distinctive structural feature ir Jaracenic building. The
symbolic idea cn.nected wich the pointed arch preceded the
general use of it as an organic structural feature in place of
the round arch and horizonta beam. It appealed to the
devout Musulméin not because it was architecturally useful
and beautiful, but because it symbolised the two fundamental
concepts of his faith—God is One, and Muhammad is His
Prophet. It was the architectonic symbol of the hands joined
in prayer ; it pointed the way to Mecca and to Paradise, and
demonstrated mathematically the divine truth that all things
converge towards and meet in the One—the inverse of the
Hindu proposition.

M. Prisse d’Avennes, in his work ““ L’Art Arabe,” adopts
the ingenious theory put forward by M. Salzmann that the
different varieties of the Arab dome and the characteristic
“ stalactite ” pendentives which supported them were origin-
ally derived from the form and structure of the water-melon.
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He places sections of the latter and details of Arab buildings
in Cairo side by side to show the striking similarity between
them. We can very well admit the similarity without adopt-
ing the conclusion which the author derives from it—a con-
clusion which ignores entirely the religious idealism which lies
behind both Saracenic and Hindu art. If the Arab domes
and pendentives were derived from naturalistic motifs only
we should see the resemblance more marked in the earlier
examples than in the later. As a matter of fact there is no
such resemblance in any of the earliest existing examples ;
the illustrations given by M. Prisse d’Avennes are all of late
date, and merely indicate that some Arab builders, struck by
the similarity between their traditional architectural forms
and the structure of the water-melon, made the resemblance
more complete. When a Hindu recognised a resemblance
between his sacred symbols and any natural forms he dedi-
cated the latter to the deity represented by the symbol. Thus
the bel tree and many others became sacred to Siva on account
of the resemblance between its compound leaves and the
three-pronged trident of Mahddeva; but the latter symbol
was not derived from the natural forms.

There is nothing to show that the Arabs attached any
religious significance to the water-melon, either before or after
the time of Muhammad. On the other hand, the pointed
arch, or mihrdb, was a religious symbol before it was used
architecturally by the Arabs. The so-called stalactite pen-
dentive is simply an agglomeration of miniature mihrdb
niches! geometrically arranged to perform the structural
purpose for which it was intended. The pointed domes,

! The structure of the stalactite pendentives was in all probability derived from
the use of semi-cylindrical tiles, set in mortar, in place of brick corbelling or arches,
for the support of light domes.
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pendentives, and other characteristic features of pure Sara-
cenic architecture are therefore not to be derived from any
natural motifs, but simply from the application of their
religious symbolism to all the ancient constructive forms,
Roman, Byzantine, Egyptian, Babylonian, Assyrian, Phceni-
cian, Buddhist, and Hindu, used by the builders ot the many
different races and creeds whom the Arabs employed.

For understanding the development of architecture in
different countries it is most important to realise that the
conventional nomencliture now given to different styles is
apt to be very mi<'cading unless we recognise the very
cosmopolitan organis tion of the huildig craft in the Middle
Ages as well as in pirevious periods. No clas: of soriety has
stood so strongly for relig.ous colcrance and the principle of
the universal brotherhood of man as the master-builders, and
none have done meore for the spreac o' civilisation, peace, and
goodwill among 2"t men. However bitter religious and racial
animositics might be, the building fraternity knew none of
them. Pagan craftsmen built .or Christian, Christian for
Musulmau, Buddhist for Jain and Hindu, Hindus for every
sect. Thc same rule applied to craftsmen of different races.
In times of peace the master-builders wandered far and wide
in search of lucrative employment wherever it might be found.
In times of war their lives were often the only ones that were
spared by the victors in battle or in the sack of cities, for their
services were highly valued by all combatants, even by bar-
barian marauders like the Huns and Mongols. Every new city
that was founded or great monument that was built drew to
it builders and craftsmen even from far-distant countries.
Thus we read of an architect from Ferghédna in Central Asia
building the Nilometer in Egypt, of Chinese craftsmen assist-
ing in the building of Baghdad, of Indian craftsmen in Japan,



10 BUDDHIST ART IN WESTERN ASIA

and of Persian architects employed in Cairo. If the master-
builders of the East had left written records of their travels,
we should probably know many Indian Marco Polos who
journeyed westwards as well as eastwards when Buddhism
was spreading its civilisation all over Asia.

When therefore we speak of Arab architecture and Arab
art, it is necessary to remember that few builders and crafts-
men were Arab by race ; we simply mean the different phases
of art and architecture which were evolved in different coun-
tries and by different races under the influence of Arab culture.
Dr. Gustave le Bon distinguishes twelve different styles of
Arab architecture, of which the only two which can be con-
sidered pure—.e. not dominated by Byzantine, Romanesque,
Persian, or Hindu influences—are an Egyptian style, repre-
sented by the series of mosques dating from the tenth to the
fifteenth centuries, and a Spanish style, represented by Sara-
cenic buildings in Seville and Grenada. But even in Egypt
and Spain, the sources of inspiration of all that is typical of
pure Arab art and architecture were in India, Mesopotamia,
Persia, and Central Asia.

Though Saracenic and Indian art had this much in com-
mon, it is essential to remember that if India, from the time
of Asoka down to the early centuries of the Christian era, had
borrowed much artistic material from the countries with
which she had had intimate commercial and political relations
from time immemorial—Mesopotamia, Persia, and Central
Asia—she was at the time of the Muhammadan invasions no
longer a borrower, but a lender. Buddhist art had spread all
over Western Asia in the previous centuries, and Buddhist
Hindu art was at its zenith when India received the first shock
of the Muhammadan invasions. As the armies of Islim,
largely recruited from Tartary and Central Asia, came nearer
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to the north-west frontier of India, Saracenic art came into
closer contact with Buddhist-Hindu civilisation and became
more and more impregnated with Indian influences, until at
last Arab, Persian, and Central Asian art lost their own
individual identity as creative forces, and merged themselves
into different local phases of Indian art of which the zsthetic
basis was essentially Hindu, and only Arab, Mogul, and Mus-
lim in a political, ritualistic, and dogmatic sense.

History was, as usual, repeating itself in this ; for exactly
similar circumstances had arisen in the early centuries of the
Christian era, when the art of Gandhdra, from being a pro-
vincial phase of Buddhi~t art with a strongly developed
Grazco-Roman dialect, became gradually Indianised and
merged itself into the Indian esthetic ~ynthesis. The Sara-
cenic art which came intc India had likewise been Indianised
before it crossed the Indus; for it was r.pon the basis of
Buddhist-Hindu civilis. tion that the two earliest styles of
Indo-Muhammadan architecture which Fergusson calls the
Ghaznavide and the Pathin, had bee: built. It was in the
Gandhéra counry that Mahmid of Ghazni and his successors
had the centre of their power, and Indian builders were em-
ployed in constructing ‘“ the palaces and public buildings,
mosques, pavilions, reservoirs, aqueducts, and cisterns ”’ with
which Mahmtd’s capital was adorned ““ beyond any city in
the East.” The builders were not the fighting Afghans, but
descendants of the peaceful Buddhist builders adapting their
art structurally as well as decorativcly to the needs of a
militant instead of a monastic community, and to the sym-
bolism of a monotheistic creed.

The Muhammadan invaders of Hindustan certainly did
not have the same opinion with regard to the inferiority of

Hindu art and architecture, as compared with their own,
3
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which is commonly held by Europeans to-day. The Arabs,
before they came to India as conquerors, had drunk deeply at
many sources of Hindu culture ; and though they detested
Hindu sculpture and painting on religious grounds, they had
the highest respect for the skill of Indian architects and
artists. Alberuni, the Arab historian who visited India in
the beginning of the eleventh century and knowing all the
architectural splendour of Baghdad at the height of its
glory, before it was laid waste by the Mongols, expressed his
astonishment at and admiration for the works of Hindu
builders. ‘“ Our people,” he said, ‘“ when they see them,
wonder at them and are unable to describe them, much less
to construct anything like them.”

With this we may compare the admiration of a later
Musulman writer, Abul Fazl, Akbar’s chronicler, for Hindu
painting. ‘‘ It passes our conception of things: few indeed
in the whole world can compare with them.” Alberuni’s con-
temporary, the great Sultan Mahm@d of Ghazni, in spite of
his detestation of Hindu idolatry, could not refrain from
expressing his admiration for Hindu builders. Ferishta tells
us that after the sack of Mathurd he wrote to the Governor
of Ghazni extravagantly extolling the magnificence of the
buildings and the city. *‘ There are here,” he said, ““ a thou-
sand edifices as firm as the faith of the faithful; nor is it
likely that this city has attained its present condition but
at the expense of many millions of deenars nor could such
another be constructed under a period of two centuries.”*
When he returned to Ghazni he brought back 5,300 Hindu
captives, doubtless the greater number of them masons and
craftsmen, for building the magnificent mosque of marble
and granite known by the name of the Celestial Bride, which

! Ferishta, Briggs'’s translation, vol. i. p. 59.
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he caused to be built to commemorate his triumphs. Seeing
how great the reputation of Hindu craftsmen was, and since
we know that Harofin-al-Rashid renewed the ancient inter-
course of Mesopotamia with India and had Indian ambas-
sadors at his Court, we may safely assume that Indian builders,
artists, and craftsmen were among those of other nations
which the great Khalif and his successors employed in the
building of Baghdad, just as Timfr, the founder of the Mogul
dynasty, used them five centuries later in the building of
Samarkand.

When the Muhammadzsn dynasties——Arab, Turk, or Mon-
gol—established themselv. > irmly in Hindu<tan, the reversion
of what we may call the pure Saracenic or Arabian _haracter-
istics to the old Indina or Buddhist-Hindu types becomes
more and more evident The stern simplicity of the Pathin
fortress style, which at first sight seems .o very vn-Indian in
conception, gave way tr the luxury and elaboration of Akbar’s
and Jahangir's palaces. Of the thiiteen local divisions of
Indo-Muhammadan architecture enuinerated by Fergusson,
those of Gujeiat, Gaur, and even that of Jaunpur, in spite
of its pointed arches, are so conspicuously Hindu in general
conception and in detail that it is evident at first glance that
the builders and craftsmen must have been almost entirely
Indian, and probably many of them Hindus. The Jami’
Masjid and other mosques of Ahmadabad are, as Fergusson
says, “ Hindu or Jain in every detail,” only here and there
an arch is inserted, not because it is “ wanted constructively,
but because it was a symbol of the faith.” At first sight the
essential Indianness of the remaining Indo-Muhammadan
styles, as classified by Fergusson, is not so apparent. In two
of the most important, namely the Mogul and Bijapir styles,
Fergusson and all other writers have ignored the Hindu



14 FERGUSSON’S CLASSIFICATIONS

element entirely and: treated them both as foreign to India.
Here, I think, they are as mistaken as the archaological
experts who have attributed the inspiration of Indian sculp-
ture to the Greco-Roman craftsmen of Gandhédra. It is
Indian art, not Arab, Persian, or European, that we must
study to find whence came the inspiration of the T4j Mahall
and great monuments of Bijapir. They are more Indian
than St. Paul’s Cathedral and Westminster Abbey are English.



CHAPTER 1II

HINDU SYMBOLISM—THE DESIGN AND BUILDING OF THE
TA] MAHALL

WE have already seen that the religious idealism and philo-
- sophy of the Arabs were summed up in the pointed arch.
What the mihrib was to the Musulméin, the lotus was to the
Buddhist ahd Hindu. The shining lotus flowers floating on
the still dark surface of the lake, their manifoid pet 1s opening
as the sun’s rays touched them at break of day, and clcsing
again at sunset, the routs hidden in the mud beneath, seemed
perfect symbols of creation, of divine punity and beauty, of
the cosmos evolved frc-a the dark void o. « hhlaos and sustained
in equilibrium by the cosmic ether, akdsha. Their colours,
red, white, and blue! were emblems ot the Trimirti, the three
Aspects of the One—red for Brahmi the Creator ; white for
Siva, the Divine Spirit ; blue for Vishnu, the Preserver and
Upholder of the Universe. The bell-shaped fruit was the
mystic Hiranyagarbha, the womb of the Universe, holding
the germ of worlds innumerable still unborn. The lotus
was the seat and footstool of the Gods, the symbol of the
material universe and of the heavenly spheres above it.
It was the symbol for all Hinduism, as the mihrdb was for
all Islam.

Closely connected with the symbolism of the lotus was
that of the water-pot—the kalasha or kwmbhu—which held
the creative element, or the nectar of immortality churned

! The lotus in Hindu ritual must be taken to include the water-lily (Nymphea)
as well as the sacred lotus of Egypt (Nelumbium).
15
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by gods and demons from the cosmic ocean. These two
pregnant symbols were employed in Indian architecture and
art, both structurally and decoratively, in an infinite variety
of ways. The open lotus flower is used as a sun-emblem on
the Buddhist rails of Bharhut, Sinchi, and Amarivati; the
so-called ‘‘ horse-shoe " arch of early Buddhist gables and
windows, derived from bent bambu, suggested the lotus
leaf; Buddhist and Hindu domes, constructively derived
from the bambu also, were made to imitate the bell-shaped
lotus fruit and sculptured with the petals of the flower. The
combination of the lotus flower, the bell-shaped fruit, and
the water-pot forms the basis of the design of most Hindu
temple pillars (fig. 20), the prototypes of which were doubtless
the carved wooden posts marking the sacrificial area, in the
ancient Vedic rites, to which the victims were bound.
Though the sacrificial element was excluded from Muham-
madan symbolism, there was nothing in the latter, either in
the abstract or in its concrete artistic applications, which
would seem new and strange to the Hindu. A Hindu crafts-
man would instantly recognise it as part of his own. If the
Musulman preferred to concentrate his thoughts on the Unity
of the Godhead rather than on Its infinite manifestations,
Hindu philosophy would not dispute with him on that account.
The pointed arch was only the familiar lotus petal, the eye
of the Gods, used constructively in a way the Hindu craftsman
did not usually follow, except in the construction of shrines
for his deities, for he preferred the beam and bracket as a
structural device ; yet he could easily construct it by placing
two brackets, or two series of brackets, opposite to each other.
The Musulman dome in construction did not differ materially
from the Hindu dome. All varieties of it had their Buddhist
or Hindu prototypes, and were classified in the Silpa-séstras,
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the canonical books of Indian craftsmen. Fergusson made
a great mistake when, after suggesting Timir’s capital at
Samarkand as the place of origin of the style which the Moguls
‘““1ntroduced into India,” he states that the ““ bulbous ’* dome
which appears everywhere at that place was not known in
India in the fourteenth century, unless it was in the quasi-
Persian province of Sind. The ‘ bulbous” or so-called
Tartar dome was common in Indian, Buddhist, and Hindu
buildings centuries before it appears in Persia in Saracenic
buildings, and that most typical feature of Mogul architecture
was certainly not first intr. duced into India by Muhammadan
builders.

The dome which is distinctiveiy Saraceuuc .5 nnt the
bulbous one, but the >ulled Arab foom charictenstic of the
tombs ot the Mameluks at Cairo (fig. A, J'late V). The dis-
tinguishing characteris 1c of this, whichi # may call the pure
Arab dome, is the pcitect purity and simplicity of 1ts whole
contour ; except for surface ornamen. 1n low relief, it is quite
unbroken ; only the springing of it {iom a circular drum or
polygonal base is sometimes marked by a plain band. This
type of dome is also sometimes fluted or ribbed. The finial,
as in all Arab and true Persian domes, is very inconspicuous,
being only a more or less ornamental spike projecting from

. the crown of the dome, and not, like the Indian one, an

important member forming an integral part of the dome
itself. We shall see the importance of this for distinguishing

- the Hindu element in Mogul design later on.

The prototype of this Arab dome is to be found in the

‘mud huts of ancient Mesopotamia, which are sculptured on

Assyrian bas-reliefs and are still found in village dwellings
of the present day in the neighbourhood of the ruins of
Babylon and Nineveh.
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The Muslim Arabs perfected the primitive form, used
more permanent and costly materials, and lavished ornament
in relief and gorgeous colour upon it, but hardly varied the
form itself otherwise. The other types of Arab domes in
Egypt and elsewhere were borrowed either from Roman,
Byzantine, or Persian buildings.

Now, this type of dome, the only one in Saracenic build-
ings not borrowed from Roman, Byzantine, or Persian archi-
tecture, never established itself permanently in India. Indian
builders under Muhammadan rule borrowed largely Arab
geometric patterns and the splendidly decorative Tughra and
Kufic characters; they used also to some extent the Arab
stalactite pendentive and the Arab pointed arch, which was
also their own ; but the structural forms of Muhammadan
buildings in India, whenever they can be called Saracenic,
were nearly always Hindu adaptations of, and often great
improvements upon, the Saracenic types. The greater engin-
eering problems with which they had to deal, notably in dome
building, were solved in their own way. Neither the Arabs
nor the Persians had previously attempted them.

From this general analysis let us proceed to discuss in
detail the marks of their dominating creative genius which
Hindu master-builders have left on the great monuments of
the Indo-Muhammadan styles. It will make the point clearer
if we take first a typical and supreme example of the Mogul
period which exhibits the peculiar characteristics of Muham-
madan buildings of that epoch in their highest perfection—
namely, the T4j Mahall at Agra. It will better illustrate my
thesis because no authority, European or Indian, has yet
discovered in it the smallest suggestion of Hindu influence.
The whole controversy connected with the building of the
Taj has been concentrated on the story related by the
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Augustinian friar, Father Manrique, that its chief architect
was an Italian adventurer in Shah Jahin’s service, one
Geronimo Veroneo. As I have dealt with this question fully
elsewhere,! I will not discuss it further here.

Fergusson, as noticed above, expressly excludes Hindu
influence from any of Jahangir’s or Shah Jahdn’s buildings.
The characteristic Hindu roof of the upper pavilion in Itmad-
ud-daulah’s tomb and of the Golden Pavilion in the Agra
palace are sufficient proof that this statement is not precisely
accurate. But the T4j in its superb simplicity and purity of
form seems at first sight so great a contrast to anything that
Indian builders have created at any time before {hie Musul-
man conquest that the suggestion of Hindu infiuence mizht
be ridiculed as absurd. Every one would regard the T4j as a
typical example of pure Muhammadan art

On the other hand when we come .c examine it more
closely, there is one thing which has struck every writer about
the T4j, and that is its dissimilarity to any other monument
in any part of the world. There is only one other building

» which has been regarded as its prototype, and that is another
; Indian monument, Humdyin’s tomb at Delhi (Pl. LXVIII).
,So whether the de51gner of it was an Italian or of any other
‘nationality, the unique combination of excellences which
t Western critics find in the T4j belongs to no Saracenic building
outside of India. We may analyse its details archaologically
and say this came from Persia, that from Arabia, and here is
ssomething which dimly suggests the Italian Renaissance.
' But when the archwologists have had their say, the fact
remains indisputable that whether we regard it as a whole for
the perfection of its proportions, the symmetry and just
| balance of its structural masses, or for the exquisiteness of its

E ! See “ Handbook to Agra and the Taj "’ (Thacker, Spink, Calcutta)
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decorative details, we shall find no Saracenic building to
compare with it. Whatever it may be it is Indian, for even
if its chief architect were an Italian, he discarded European
models entirely and took those which India herself had created.

What is the significance of the fact that India is the
classic land of Muhammadan architecture? For it can
hardly be disputed that there are certain fine qualities in the
best Indo-Muhammadan buildings—qualities which are not
confined to the T4j alone, but are characteristic of all the best
examples of Muhammadan work in India—which entitle it to
be regarded as such.

An enthusiastic admirer of Muhammadan architecture in
Egypt and in Spain, Mr. Stanley Lane Poole, is constrained
to admit that the mosques of Cairo owe their peculiar charm,
not to architectural form or sound constructive principles,
but to their decorative beauty, *“ to tone and air, to association,
to delicacy and ingenuity of detail.” He quotes as a criticism
which is generally just the following words of another good
authority, Franz Pasha, architect to the Khedive’s Govern-
ment. ““ While bestowing their full meed of praise on the
wonderfully rich ornamentation and other details of Arabian
architecture, one cannot help feeling that the style fails to
give entire @sthetic satisfaction. Want of symmetry of plan,
poverty of articulation, insufficiency of plastic decoration, and
an incongruous mingling of wood and stone are the imper-
fections which strike most northern critics. The architects,
in fact, bestowed the whole of their attention on the decoration
of surfaces ; and down to the present day the Arabian artists
have always displayed “far greater ability in designing the
most complicated ornaments and geometrical figures than
in the treatment and proportion of masses. Although we
occasionally see difficulties of construction well overcome, as
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' in the case of the interior of the Bab-en-Nasr, these instances
seem rather to be successful experiments than the result of
scientific workmanship.”

Exactly the same criticism may be applied to Saracenic
architecture in Persia. Very few of the existing buildings,
ns however magnificent they may be in the decorative use of

painted tiles and tile-mosaic, can be compared with Indian for
beauty of architectural structure, scientific engineering, skilful
planning, and perfect masonic craftsmanship. The one con-
j structive feature of Muhammadan mosques in Persia, the
great semi-domed portal, is .'raised by Fergusson as being “
perfectly satisfactory soluti n of a probl:m w'.ich ex. rcised the
.ingenuity of architects in all ages, but was mote successfully
v treated by the Saraceuic architects than by any others.” 2
ﬁlf Persian ingenuity first devised this most admirable struc-
tural application of thr Arab mili-db, tue indian architects
3 improved greatly upon (heir use of it, as one can easily see by
: comparing the entrance of the mausolenm of the T4j, or the
* Buland Darwéza of Akbar’s great mosque at Fatehpur-Sikr
i(Pl LXXI) with any Persian examples. The grandly recessed
't?"portals of Indo-Muhammadan buildings never seem out of
gvharmony with structural intentions ; they are so finely pro-
portloned and perfectly adjusted to the whole building as
4. ever to disturb the balance of the architectural design with
'thelr colossal dimensions. In Persian mosques their effect is
qually imposing in a decorative sense, but structurally their
fidesign is vastly inferior to Indian examples, for the whole
ffacade to which they belong looks more like a temporary
gscreen or hoarding put up to make a display of gorgeous colour
fthan any part of the building itself.

=
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! ** Art of the Saracens in Egypt,” Stanley Lane Poole, pp. 89-go.
* “ Indian Architecture,” vol. ii. p. 297 (edit. 1910).
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‘“ Stalactite ”’ pendentives and similar structural or orna-
mental devices were also borrowed frequently by Indian
builders ; but in this again the superiority of the Hindu to
the Saracenic craftsman is conspicuous, for the adaptation is
always used in India with perfect taste and structural pro-
priety. In the Alhambra the pendentives and the soffits of
arches were overloaded with ornaments in such a way as to
destroy entirely the appearance of strength and stability which
is essential to good building design. One might imagine that
vast swarms of wild bees had built gigantic nests under the
arches and domes. Indian builders knew the ethics of their
art too well to perpetrate such an outrage.

There can be only one explanation of the manifest archi-
tectural superiority of Muhammadan buildings in India to the
monuments of Saracenic art in other parts of the world,
whether it be in Egypt, Arabia, Persia, or Central Asia. It
is that in the eighth and ninth centuries of the Christian era,
the time of the first Muhammadan invasions of India, the
Hindus were—as both Albertini and Mahmid of Ghazni bore
witness later—the master-builders par excellence of Asia, and
probably of the whole world. The impact of Isldim upon India
brought new ideas and stirred Indian builders to new creative
efforts, but Hinduism was as superior to Isldm in the arts of
peace as Isldim was to Hinduism in the arts of war. The
Arabs, Tartars, Mongols, and Persians who came into India
had much to learn from Hindu rivilisation, and it was from
what they learnt and not from what they taught that Muham-
madan art in India became great. The T4j Mahall belongs to
India, not to IslAm.

Obviously it is necessary to find something more than
general proofs to make such an assertion acceptable. The
specific proofs which are necessary the T4j itself also supplies.
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The Indianness of the general impression made by the T4§j is
borne out by a detailed examination of its structure. First
one may remark that the weakness which is found in most
Saracenic monuments, except when they are based upon
Roman, Byzantine, or Hindu models, namely that in the
massing of structural form they are only completely satis-
factory from one point of view—the direction in which the
believer turns towards Mecca—is not apparent in the T4j and
is seldom found in Indo-Muhammadan buildings. It has what

8 e
Fi1c 1 —Plan of 14) Mausoleum (from Fer- F16 2 —Roof Plan of Chand
gusson’s ‘‘ Indian Architecture *’). Sewa, Java.

the sculptor calls a good all-round design artistically pleasing
from all points of view. This sculpturesque or architectonic

| quality, which is generally lacking in pure Saracenic buildings,

belongs pre-eminently to Hindu architectural design: the
Hindu builder was a sculptor as well as a mason, having
i acquired his skill at Elephanta, Ellora, and Ajanta in many
generations from dealing with great masses of living rock.
Next we can see that the arrangement of the roofing of

 the mausoleum itself consists of five domes—one large one,

and four small cupolas. That this is not an after-thought, as
Mr. R. F. Chisholm has suggested, but an integral part of the
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whole structural design, will be evident from an examination
of the plan of the mausoleum, in which the four chapels,
surrounding the central chamber in which the cenotaphs are
placed, are shown.

Now, this structural arrangement is not Saracenic, but
essentially Hindu. It is known in Hindu architecture as the
panch-ratna, the shrine of the five jewels, or the five-headed
lingam of Siva, symbolising the five elements, earth, water,
air, fire, and ether. A typical example of it is found in one
of the small shrines of Chandi Sewa at Prambanam in Java,
which has an arrangement of domes strikingly similar to that
of the T4j. I think it will be obvious that this temple (Plate
V, B), and not Humdytn’s tomb, supplies the true prototype
of the T4j mausoleum. The date of the completion of the
Chandi Sewa, given by Sir Stamford Raffles and accepted as
approximately correct by Mr. Phené Spiers, is A.D. 1098, nearly
five and a half centuries before the T4j was begun and more
than a century before any Muhammadan dynasty had estab-
lished itself in Hindustan. The design of Chandi Sewa was
even at that time an old Indian tradition: it was one
of the symbolic formulas of temple-building used both
by Buddhists and Hindus. The planning and roofing of
the T4j mausoleum were therefore based upon old Indian
masonic symbolism, recognised in Buddhist art, adopted by
generations of builders throughout the Hindu revival of the
Middle Ages, and finally transmitted by them to their descen-
dants in the reign of Shah Jahan. The tradition survives in
Hindu temple-building of the present day.

The beauty of the T4j, so far as the structure is concerned,
culminates in the supreme grace of the central dome. The
dome of Humadyln’s tomb differs from that of the T4j in
many essential points. The former is of the Saracenic type
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" of Persia and Central Asia—i.e. it is not stilted, like the domes
. of Arab tombs in Cairo, and instead of springing directly from
¢ the drum in which it is built, it is corbelled out so as to over-
" hang the drum slightly at the base. Otherwise it resembles
the Arab type of dome in having an unbroken contour from
£ the springing to the crown ; the pinnacle or finial being only
# an insignificant metal spike coming out of the crown.

The dome of the T4j, on the other hand, is that which is
& commonly described as a “ bulbous ” one—not aggressively
& so, like a typical Tartar dome, but growing up from the base
¥ with exquisite tenderness .nd sublety. as 1f the master-
& craftsman would sum up in its perfect contours all tl.e grare
% of ideal womanhood. We shall see thal uic curve is not a
& single unbroken one, as in the typical Aral dome, but has
'_‘ three marked divisiors : first the incurving . the base, where
% a band of inlaid decoratior marks the springing, and suggests
% a lotus flower holding the dome within its unfolded petals ;
secondly, the main structure or centre of the dome; and,
& thirdly, the pinuacle, which does not rise abruptly from the
i crown, but is connected with the centre of the dome by another
B lotus-like member which has the petals turned downwards
{ instead of upwards.

1 Now, these marked characteristics do not belong to the
Epure Saracenic style of architecture: they are distinctly
tIndian, and, like the panch-ratna grouping of the domes, are
kbased entirely upon Buddhist-Hindu inasonic traditions,
'The dome of the T4j is not related to that of HumAyfn’s
itomb ; it is not an Italian, but a Hindu or Indian type.
With regard to “ bulbous” domes generally and Fer-
gusson’s statement that they were not known in India until
jafter the Muhammadan invasions, the simple fact is that

fthe ““ bulbous ” form is essentially an Indian one. Many
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examples of it exist to this day in the Buddhist rock-cut
temples ; and for every rock-cut example now extant we
may safely assume that, when Buddhism flourished as a State
religion, there were a hundred or a thousand built of clay,
sun-dried bricks, and other impermanent materials. The
digabas in the interior of the chaityas numbered XIX and
XXVI at Ajantd have “ bulbous "’ domes .(Plate VI).

Pl. VI, B shows a domed canopy of “ bulbous’ form
represented in the exterior of Cave
No. XIX. Hereonecan see plainly
the lotus-flower moulding at the
springing of the dome : it is found
also in the Chandi Sewa dome. The
prototype of the lotus member con-
necting the Hindu pinnacle with
the dome can be seen in fig. 3, a
Buddhist stipa with lotus petals
springing from the tee and cover-
ing the whole dome.

Now, if we refer to the orders
of Hindu classic architecture em-
Fic. 3.—MiniatS\:11;ep Votive Buddbist bodied in the Sanskrit technical

’ books as the Silpa-sastras, a sum-
mary of which is given in Radm RA4z’s valuable but frag-
mentary ‘‘ Essay on the Architecture of the Hindus,” we
shall find the connecting links between the dome of the T4j
and its Buddhist prototypes, and see the derivation of its
three divisions, or members. The different parts of the dome
of a Dravidian temple vimana are there set forth in minute
detail.

Above the ad’histhina or base which contains the cell or
shrine of the deity there are three main groups of members.
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t First there is the griva, the neck of the dome, which is the
} drum or polygonal base on which it rests The griva is crowned
kby a projecting cornice called the lupa-mula. Above this is
the stkhara, or main portion of the dome itself, which is
tbulbous-shaped like that of the Buddhist ddgaba, and springs
lfrom a composite lotus moulding consisting of three parts,
Etwo rows of lotus petals connected by a bead-moulding called
kthe malabaddha.

E  The sikhara is surmounted by the stitpi or pinnacle,
gwhich has two prin-
fcipal members, the
§Mahdi-padma, or great
Beight-petalled lotus?
vg joined to the sikhara
#by a moulding called
Ethe pattica ; and the
¥ kumbha or kalasha,
Lthe symbolic water-
§ This Dravidian
ftype of a Hindu vim-
fina, carly examples
§bf which are found at
BMimallupuram in Madras, and in the Kaildsa temple at
Fllora, is, as Fergusson has shown, only an elaboration .of
fhe early Buddhist many-storied monastery, or assembly hall,
purmounted by a domed shrine. A reference to the illus-
frations will show clearly that the constituent elements of
the T4j dome follow exactly in form and in symbolism the
pld Buddhist-Hindu canon based upon the lotus flower and

b

kalasha

Makd-pac aa
pattica

sikhara

lotus moulding

Inpa-mula

F1G. 4—Dome of the Great Temple at Tanjore
(Eleventh Century).

! The divisions between the petals marked the four cardinal and mtermedlate
mts o

4
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the water-pot, and have no connection with either Arabian or
Italian architectural types.

It may, however, be urged quite reasonably and plausibly
that, in spite of this Buddhist-Hindu derivation and resem-
blances in matters of detail, there is in the whole conception,
especially in the purity, simplicity, and subtlety of the contours
of the domes, a wide world of difference between the T4j or
the Moti Masjid at Agra and the fantastic elaboration of most
Hindu temples. That may be granted, but no one who has
entered deeply into the spirit of Buddhist-Hindu art will
admit that it excludes the qualities which most appeal to
Western taste in Indo-Muhammadan monuments. It will be
apparent to every student of Indian painting and sculpture
that in their pursuit of the divine ideal and in their treatment
of the human figure Buddhist and Hindu artists invariably
sought for and realised that same refinement of line and sim-
plification of surfaces which we find so admirable in the
Muhammadan monuments of Agra, Delhi, and Bijapur.
When Indian artists wished to simplify, they simplified as
grandly as they elaborated, for they possessed in a high degree
both the synthetical and analytical faculty. The vivid imagi-
native power and consummate executive skill which traced
the wonderful outlines of the Ajanta frescoes, and wrought in
stone, bronze, or clay the Indian divine ideal, in which perfect
simplicity is joined to sublime strength and dignity, would
not find the exquisite tenderness and subtlety of the T4j
beyond its artistic range.

The Taj has its prototype also in the Ajanti paintings ;
in the Mother and Child before Buddha, in the noble Buddha
of the first Cave temple, as well as in the sculptured Buddhas
of Anuradhapura and Bérobudir. I have pointed out else-
where that in several of the great Mogul monuments, notably
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the T4j, the tomb of Itmad-ud-daulah and that of Akbar at
Sikandra, there is a characteristic personal touch which
differentiates them from other monuments of the orthodox
Saracenic styles. Neither Akbar nor his son and grandson
were strict Muhammadans ; all three had more or less strong
Hindu leanings. The tomb of the orthodox Musulmin is
always impersonal in its testimony to the glory of God and of
the faith of Islim. But Akbar’s tomb is a monument to the
great statesman and thinker—one of the few who have tried
to harmonise the jarring discords of the world’s contending
sects and creeds, and to found a universal religion upon a
synthesis of all of them. [t was a happy idea o0 plan his monu
ment upon the Indian tradition of a many-storie. asseribly
hall, where the philosuvhers of 2ld had been wont to meet for
debating metaphysical and religious questions—the same
plan which Akbar hir self had taken i ":is audience-hall at
Fatehpur-Sikri, whei. he met all the doctors of Islam, of
Hinduism, Judaism, and of Christiamty, and listened to their
disputations. The monument which Nar Mahall, Jahangir’'s
favourite wife, raised to the memory of her father, the Itmad-
ud-daulah, tells us equally plainly of the refined eclectic
tastes of the scholar and polished courtier, the Lord High
Treasurer and Prime Minister, and those of his beautiful and
accomplished daughter the Empress.

The T4j itself is still more pregnant with human feeling.
It is India’s Venus de Milo ; the apotheosis of Indian woman-
hood. It may be that this personal or human quality is some-
thing too vague and intangible to analyse architecturally,
though it has been felt by every European who has entered
into the spirit of the T4j. One feels instinctively that the
builders tried to rise above the ordinary canons of architec-
tural law : the T4j is a great ideal conception which belongs
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more to sculpture than to architecture; and in this respect
certainly it is more closely related to Hindu than to Saracenic
art, for such an idea is altogether repugnant to the puritan
sense of Islam. Itis true that the Shia sects did not observe the
strict letter of the Quran, which forbids the representation of
animate nature in art, but anything which suggested idolatry
in a building of a religious character would not be tolerated
by any true believer. We find it in the T4j just because its
builders were inspired by Hindu rather than by Saracenic
masonic traditions and symbolism. The Hindu master-builder
was both a sculptor and a mason ; his @sthetic vision was more
intense, more sensitive, and wider than that of the Musulman
brought up in the dry geometric tradition which kept anthropo-
morphic idealism beyond the range of artistic expression.
The religious prejudices of Isldim prevented the Hindu
master-builders from exercising their skill in the usual form
of sculpture ; but this tomb of Mumtiz Mahall, whose personal
qualities had endeared her to Hindu and Musulmén alike,
gave them an unique opportunity. If they could not carve
her statue, they could satisfy Shah Jahin’s desire for a monu-
ment which should be one of the world’s wonders by creating
an unique architectonic symbol of her loveliness.

We need not suppose that the builders of the T4j were
consciously and deliberately working with this end in view,
but only that—consummate artists and craftsmen as they
were—being filled with Shah Jahdn’s passionate desire to
create a monument worthy of his beloved consort, the T4j
grew up under their hands a living thing with all the @sthetic
attributes of perfect womanhood, more subtle, romantic, and
tender in its beauty than any other building of its kind.

From a technical point of view we need only note in the
result achieved the careful selection of fine materials, of marble
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drawn from the best quarries of Rajputana, contrasted with
the rich colour of red sandstone, its surface sometimes deli-
cately carved in low relief, sometimes inlaid with all manner of
precious stones as if to simulate a matchless loom-embroid-
ered sari. Secondly, the avoidance of all strong, rugged
contrasts either in decoration, in the general disposition of
masses, or in the rhythmical spacing of architectural details :
all heavy mouldings and deep projecting cornices, such as are
found in most other Mogul buildings of the time, are omitted,
and the contours of the domes are drawn with extraordinary
subtlety and fineness. Lacily, exquisitely firished craftsman-
ship throughout the building.

It might be assumed from my line of nrgument that 1 am
trying to prove that there is no connection between the design
of the T4j and the building already menticred, which Fergus-
son assumes to be its ;rototype, [Tumiytn’s tomb at Delhi,
commenced by Humayln’s widow nearly a century before the
T4j was begun, and completed by Akbez. in 1565. It would be
foolish to mak« such an attempt, for the connection between
the two buildings is obvious. Fergusson’s mistake is in not
recognising that Humdyln’'s tomb is only one link in the
evolution of the T4j, and that the remaining links must be
sought for in India, not in Persia or Central Asia. In this
monument Indian building tradition, both as regards structure
and symbolism, is to a certain extent departed from. Humaé-
yin had been too little in India to adapt himself to his intel-
lectual environment, His court was a Persian court, and his
tomb is only an Indian imitation of a Persian tomb. Humé4-
yun’s architects were trying obsequiously to follow the court
traditions of the time, which was entirely a Persian one, just
as “ progressive ’ Indian princes of the present day follow
European example in building, without considering whether
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it may be good or bad. But in the century which had nearly
elapsed between the commencement of this building and that
of the T4j, this eclectic Persian influence had been assimilated
by Indian builders. The Hindu builders of Akbar, Jahangir,
and Shah Jahin had taken the Persian court tradition and
revitalised it by joining it with their own. The link in the
chain of the Indian masonic tradition which was weakened in
Humaytn’s tomb is forged anew in the T4j.

The effect of the Persian art tradition as imported into
India may be compared with that of the Italian Renaissance
in Europe, well described by Professor Lethaby as ‘“ the art of
scholars, courtiers, and the connoisseurship of middlemen.” ?
Akbar made Mogul art great not by setting up a new standard
of architectural taste, as Babar and Humdaytn did, and as we
foolishly do in India to-day, but by allowing the Hindu builders
to weld the Persian and Arabian art tradition on to their own.
It was because the Hindu craftsmen inherited a strong un-
broken tradition, founded upon long centuries of practical
experiment and devotion to their art, that they could so easily
assimilate all the foreign elements which were imported into
India by successive changes of dynasty and religion. Their
architecture, whether it was Buddhist, Jain, Hindu, or Musul-
man in dogma, was always noble as art, because, like all true
architecture, it was “not a thing of will, of design, or of
scholarship, but a discovery of the nature of things in building,
a continuous development along the same line of direction
imposed by needs, desires, and traditions.”? The T4j, then,
though related in some ways to Humdaytn’s mausoleum, was
even more closely connected with its Hindu prototype, the
Chandi Sewa at Prambinam, and with the latter’s Buddhist

1 “ Architecture,” p. 233 (Home University Library).
¢ ** Architecture,” W. R. Lethaby, p. 207.
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prototypes. In architecture it is unique, but neither Arabs,
Persians, nor Moguls can claim it as their own, for it is Indian
in body and in soul.

The method followed by Shah Jahan in making his
arrangements for the building of the T4j is fully described in
the official records of the time, and is very interesting for the
light it throws upon the building tradition of the seventeenth
century. The Emperor called together a council of all the
best master-builders and craftsmen to be found in India and
in Central and Western Asia. There were specialists in every
branch of building and dec :rative craft. There was a master-
mason from Kandahar, one Muhammad Hanif, with a salary
of 1,000 rupees a month ; another, Muhammad Sayyid ‘rom
Multan, who received 59u rupees, and Abu Torah, from the
same place, paid 500 rupees. Ismail Khan Rimi, an expert
in dome construction, .Iso received 500 supees. Two special-
ists for making the pinnacle surmounting the dome, whose
names were Muhammad Sharif of Simarkand and Kazim
Khan of Lahove, were paid respectively 500 rupees and 295
rupees a month.

Here we may note in the Persian MS.! an interesting
etymological proof of Hindu influence in Saracenic masonic
traditions. We have seen alrcady that one of the distinctive
characteristics of the Arab or Persian dome is that the pinnacle,
or finial, is a comparatively insignificant ornamental feature,
generally nothing more than a metal spike carrying the ensign
of Islim. In Hindu buildings, on the contrary, it is always
treated as an important part of the dome’s structure, and as a
symbol called in Sanskrit the kalasha, or water-pot. Curiously
enough, though the water-pot has no symbolic meaning to

! The manuscript from which most of these particulars are taken is preserved
in the Imperial Library, Calcutta.
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the Mus{ihnén, the technical name for a pinnacle, kalsa, in
Persian is the Indian word borrowed directly from the Sanskrit.
So in this detail of Saracenic architecture it is clear that Persia
and not India was the borrower.

Three master-masons from Delhi were paid from 400 to
375 rupees a month. A master-carpenter, probably employed
in the erection of the scaffolding and centering of the dome,
whose name was Pira, was also a citizen of Delhi. With regard
to the decorative work, there were four calligraphists who drew
out the inlaid marble inscriptions. The first, Amanat Khan,
from Shirdz, a writer of the Tughra character, drew a salary
equal to the highest, namely, 1,000 rupees a month. Qader
Zaman, ‘ proficient in every branch of Arabic,” drew 800
rupees. Muhammad Khan from Baghdad was paid 500
rupees, and Raushan Khan from Syria received 300 rupees.
At the Mogul court, as in Persia and Arabia, calligraphists
were artists of the highest repute and were paid accordingly.
The masons who executed the inlay work, including the so-
called pietra dura, which is distinctly Persian in character,
were Indians and Hindus who came from Kanauj. The chief
worker, Chiranji Lal, received one of the highest salaries, 8oo
rupees—a sufficient proof that he was not a mere artisan
working under supervision, but a master-craftsman of high
position among Shah Jahédn’s experts. His chief subordinates
were Chhoti Lal, Mannu Lal, and Manuhar Singh, whose
salaries ranged from 380 rupees to 200.

Though the extensive use of marble and stone inlaid
decoration in Indian buildings was most probably a fashion
introduced by the Arabs, who had themselves borrowed it
from the Byzantines, it seems that the practice had become a
part of the Hindu craft tradition so long before the building
of the T4j as effectually to dispose of the theory that the pieira



CRAFTSMEN OF THE TA]J 35

dura of the latter was derived from the Florentine work of
the sixteenth century, to which it has no resemblance except
in technique. Apparently the Indian piefra dura had been
practised in Rajputana as early as the beginning of the fif-
teenth century, for Colonel Tod mentions that Kumbha, the
Rana of Mewar, in 1438 laid the foundation of a Jain temple
costing over a million sterling in the Sadri Pass, in which the
interior is inlaid with mosaics ‘ of cornelian and agate. . . .
This temple is an additional proof of the early existence of
the art of inlaying in India.”*

Among other decorati ¢ craftsmen, two * flower carvers "’
from Bokhara, Ata Muhammad and Shaker Mul:armmad, are
mentioned as drawing salaries nf 500 aal 400 rupees respec-
tively. There were three others from Delhi—Banuhar, Shah
Mal, and Zordwar—whose salaries are 1wt given. Lastly,
there was a specialist in zarden design, one Ram Lal Kashmiri.

The chief architect who co-ordinated the work of all these
master-craftsmen was Ustad Is4, ““ tf.: best designer of his
time.”” Accoid'ng to one account he was a citizen of Agra,
but in another he is said to have come from Shiraz. His salary
was I,000 rupees—it is significant of his position towards the
whole work that he received no more than the chief mason,
for he was only one among many master-craftsmen carrying
on a great living building tradition ; not, as would be the case
now, a highly paid expert arch®ological draughtsman of the
literate caste in command of an army of workmen skilled in
copying paper patterns but with no artistic interest in their
work. The different method of working accounts for all the
difference between seventeenth-century and modern building.

Tradition, in those days, was not, as is often assumed, a
stereotyped line of thought out of touch with the practical

! Annals of Rajasthan,” vol. i. p. 28q.
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needs of the times. These Oriental master-craftsmen werc
as keenly sensitive to new ideas as any budding architect-
draughtsman of the present day, for we are told that before
the final design was approved by Shah Jahan they had seen
and discussed drawings of all the most famous buildings of the
world. When after long consultation the design was settled,
a model of it was made in wood. Modern architectural prac-
tice has not been able to improve upon this excellent method.

The strong influence which the Indian building tradition
exercised over the whole of Western Asia, the tolerant attitude
of the Mogul Emperors towards Hinduism, and the wonder-
ful adaptability of Hindu craftsmen are evident in the result
arrived at by this remarkable assemblage of experts. A Mu-
hammadan craftsman from Rim, which may mean Constanti-
nople or any part of Western Asia, ‘s employed to supervise
the construction of the dome; yet the dome itself is not in
the slightest degree Byzantine, nor is it Arabian or Persian, but
Hindu both in form and in symbolism. The design of the
floral mosaic work seems to be inspired by Persian art; but
the master-craftsmen were all Hindus who had probably prac-
tised the same craft for many centuries. The plan of the F4j
garden (fig. 5)! is according to the Mogul tradition ; yet the
garden expert was also a Hindu.

The student of Indian architecture and archzology would
do well to remember that Persian or.Arabian names do not
always indicate Persian or Arabic craftsmen ; on the contrary,
the probability is that most craftsmen working on Indian
buildings, whether they be Muhammadan or Hindu in religion,
are of Indian race. Similarly, a Persian or Arabian motif in

} The garden was replanted about ten years ago, but without any regard to
Indian symbolism or recognition of the relation of the garden scheme to the design
of the buildings.
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the design or decoration of an Indian building is no more
proof that the designers were foreigners than would be the
case in an Italian building.

The procedure which Shah Jahan adopted in the de51gn
of the Taj seems to
have been the tra-
ditional practice on
such occasions. Ak-
bar had done the
same at Fatehpur-
Sikri, and likewise
Timur, the founder
of the Mogul dyna-
sty, when he rebuilt
Samarkand ; prob-
ably Mahmud of
Ghazni also. It will
be instructive to note
how different wis the
architectural aim of
these conferences of
master - builders to
that of an Anglo-
Indian departmental
committee of the
present day. Inthe SCALE of FEET
first case, although F1G. 5..-—-Plan of the Taj Garden, as drawn by Colonel
the master-builders Hodgson in 1828,
represented many different countries and many different styles
of building, the question of style did not enter into the dis-
cussion at all. Every great monument or new capital city
had a proper style of its own, for the traditions which were the
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craftsmen’s common heritage was a universal craft language
understood by all, though every craftsman tried to prove his
skill in his own special craft. So, in spite of the cosmo-
politan composition of these committees of experts, a city
built in Persia naturally became a Persian city, a city in China
a Chinese city, and in India an Indian city. Timir, the Tartar,
when he conquered Central Asia, sent to China and to India
for expert builders, but he meant Samarkand to be the first
city in Asia, not a second-hand Pekin or Delhi. Neither Akbar
nor Shah Jahédn wasted time in futile archaological discussions
which act as a dead weight on the building craft of the present
day, both in India and in Europe. The constant interchange
of constructive ideas among the master-builders of different
countries acted as a real stimulus to creative effort. Archi-
tectural style came from the natural organic growth of the
art of building instead of being dictated by the caprice of
individual taste, by the arbitrary ruling of bureaucratic
decrees, or by the sordid impulse of commercial greed.
Incidentally it may be said that the artistic proofs,
general and particular, which establish the perfect Indianness
of the Taj, also dispose of the legend regarding its Italian
architect more effectually than any judicial decision based
upon an examination of Father Manrique’s statement of
Veroneo’s claims. So long as the T4j could be regarded as an
isolated phenomenon in what we call Indo-Saracenic architec-
ture, only distantly related to one other building of the same
style and epoch, the assumption might seem plausible—though
contrary to all historical precedent—that Veroneo was a genius
of extraordinary artistic gifts who, with the aid of Indian
craftsmen, had succeeded in improving on the model provided
by the mausoleum of Humdytn by adapting the canons of
Western architectural taste to an Oriental building. One
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might say that here was an exception to the rule stated by
Professor Lethaby that ‘ nothing great or true in building
seems to have been invented in the sense of wilfully designed.
. . . A whole building, indeed any work of art, is not a product
of an act of design by some individual genius ; it is the out-
come of ages of experiment.” But when it can be shown that
the T4j, though unique in itself, is only one link in a long chain
of Indian tradition going back to Buddhist buildings of the
sixth and seventh centuries, Veroneo’s claim becomes on the
face of it absurd. When architecture is a living art, buildings
are not ‘‘ designed "—they grow. The Taj was not of our
modern ‘‘ architects’ architecture.” It was of a living organic
growth, born of the Indian artistic conscivu.ness.

It will be interesting to observe that soon after the com-
pletion of the T4j, when Shah Jahan’s sv 'c.ssor, Aurangzib,
usurped his father’s threne, he placeu a ban upon the fine arts
as being contrary to the injunctions of the Quran, and dis-
missed from his court all but orthodox Musulmén craftsmen.
The effect upon Mogul buildings was most significant. The
chain of the Hindu tradition was thus broken, for only the true
believer was considered fit to be employed in designing Muham-
madan monuments. Fergusson observes that * there are few
things more startling in the history of this style than the rapid
decline of taste that set in with the accession of Aurangzib.”
As an example of it he cites the mausoleum which one of the
sons of Aurangzib caused to be built in memory of his mother,
Rabia Daurini, intended, it is said, to be an exact copy of
Shah Jahéin’s famous monument to Mumtidz Mahall. ‘ The
difference between the two monuments,” says Fergusson,
‘““ even in so short an interval [about thirty years] is startling.
The first stands alone in the world for certain qualities that
all can appreciate ; the second is by no means remarkable for
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any qualities of elegance or design, and narrowly escapes
vulgarity and bad taste.”

As Fergusson failed to observe any Hindu influence in
the buildings of Jahingir and Shah Jahin, it is not surprising
that he should overlook the fact that the difference in two
buildings was not due to decline in taste at the Imperial
court, but to the break in the Mogul building tradition caused
by Aurangzib’s dismissal of Shah Jahdn’s Hindu artists and
craftsmen. The effect of this break affords yet another strong
proof of the commanding influence of Hindu tradition in the
creation of the great monuments of the Mogul dynasty in India.
Neither the inferiority of Aurangzib’s buildings nor the superi-
ority of Akbar’s, Jahdngir’s, and Shah Jahén’s had anything
to do with a decline or improvement in the taste of the Mogul
court ; it was merely a question of bad or good government.
In the latter case the best builders and craftsmen in Asia were
employed, without distinction of race or creed ; in the former
the best were excluded by the arrogant bigotry of Aurangzib,
who may have been well aware that his buildings were badly
designed, but was satisfied by the knowledge that they were
not polluted by the hands of the idolatrous infidel.

After Aurangzib’s accession the Hindu master-builders
had no choice but to seek patronage from the princes of their
own religion, and nothing can be more significant than the
fact mentioned by Fergusson that the only Indian buildings
which kept up the great tradition of the reigns of Akbar,
Jahangir, and Shah Jahadn were the fine palaces of Central
India and Rajputana, built for Hindu princes, like those of
Datiy4 and Urcha in Bundelkund (Plates XCVII-XCIX), and
that of Dig at Bharatpur described by Fergusson as a “ fairy
creation”’ (Plates CVII-CVIII). All of these were erected in
the eighteenth century by Hindu builders for Hindu princes.



CHAPTER III
THE THIRTEENTH CENTURY
MOSQUES AT DELHI AND AJMIR—THE QUTB MINAR

HAvVING now considered the T4j Mahall as a typical example of
Indian design produced under Muhammadan auspices, let us
go back to the beginnings »f Musulmin rule in India and
attempt to realise the peculiar conditions which 1ed to the
development of the different styles of aicuitecture usualiy
described as Indo-Saracenic. The classification adopted by
Fergusson in his hisiory is most mislead* g to the student,
because, for the purposc of an academic analysis, he has
detached all Muhammadan architecturz from its historical
context, and treated it as an importatior into India of a new
order of architeciure by an artistically superior race, rather
than as a continuous development of Indian building tradi-
tions proceeding from altered conditions of social and political
life, changes in religious ritual and symbolism, and in the
structural requirements evolved therefrom.

The oft-quoted phrase that ‘‘the Pathins built like
Titans and finished like goldsmiths ”’ conveys an historical
fallacy. The Pathdns were fighting men, not builders; the
building traditions they brought with them into India,
called Pathin by Fergusson, were those which Mahmiad of
Ghazni and his descendants had borrowed from India. These
.traditions in the course of two centuries had been adapted
;to the needs of a militant race. Western writers exalt the
Fimple dignity and grandeur of the Pathan tombs in Northern

41
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India, fo the disparagement of Hindu temple architecture,
without pausing to consider that both belong to the Indian
building tradition, and that to draw comparisons between
their respective architectural merits is like discussing together
the different styles of a Norman keep and a Gothic cathedral.
Among the fighting clans of Afghanistan a saint’s or warrior’s
tomb on a hilltop was more often a fortress than a holy
shrine, and for a reasonable architectural analogy one must
put the tombs of the Pathins in India by the side of the
stately Hindu fortresses of Chitor or of Gwalior, or the fort
of Agra built by Akbar’s Hindu architects. It will then be
easy to understand that the Pathidn tombs are as truly Indian
as the military works of the Hindus.

The only satisfactory method of studying the Indian
building styles is to adopt a chronological basis for the general
classification, in the same way as European styles are usually
designated by the centuries to which they belong, using
provincial or local names to distinguish different subdivisions.
When one thus compares a fourteenth-century Indian mosque
in Gujerat with Hindu temples of about the same period
and locality, it will be evident at a glance that there is no
real connection, from an architectural point of view, between
the former and Muhammadan buildings in Egypt, Arabia,
or Persia, and that the term Saracenic can only be used in
a conventional sense, for the mosque and the temple are
both Hindu.

The beginning of the thirteenth century, or nearly two
centuries after the death of Mahmid of Ghazni, saw one
Muhammadan dynasty established on Indian soil at Delhi,
and another in Bengal at the old Hindu capital at Gaur.
The few monuments of these two dynasties which are now
extant are either mosques or tombs, which show very clearly
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that the Muhammadan invaders did not trouble themselves
with spreading any new architectural propaganda in India.

The armies of Islim brought few masons and other
craftsmen with them, so the Delhi Sultans and their satraps
in Bengal did as Mahmiild had done—they impressed the
Hindu builders and craftsmen into their service. They
wanted mosques for the true believer to be built quickly
and magnificently. Mathurd and other places which had
furnished Mahmid with builders for his capital were in the
vicinity of Delhi. The “Tuhammadans were thoroughly
practical in their methods, and, though they hated the idolater,
had no scruples against using the splendid materials provir.ed
by Hindu temples, and doubtless found a grim satisfaction
in compelling thousands of Hindu craftsmen to wreck their
own holy shrines and tc rebuild them acr.otuing to the ritual
of Islam.

The building styles of this part ot India, which were
lithic developments of the early Indian wooden styles, lent
themselves casuy to the purposes of the Muhammadan
iconoclasts. Nothing was easier than to transport piecemeal
the splendidly carved columns, with their bracketed capitals
and lintels, of the Jain and Hindu temples, and to re-erect
them on a plan dictated by the mullahs who superintended
the construction of the mosques, which, according to Muslim
tradition, consisted of a quadrangle with its two longer walls
generally pointing in the direction of Mecca. On the side
opposite to the principal entrance was placed the liwdin, or
sanctuary containing the mihrdb and the mimbar, or pulpit.
The three remaining sides were usually enclosed by narrow
colonnades or corridors. The liwdn was necessarily much
more spacious than these corridors, and the roofing of it
thus presented many more constructive difficulties.

5
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The domes of the Hindu temple mandapas, or porches,
supplied ready-made roofs both for the corridors and for the
liwans of the mosques. Of course the heavy external masonry
of the Hindu domes with its elaborate sculptured symbolism
was neither necessary nor desirable for the roofing of the
mosques. All that was essential for Muslim practical purposes
was to take the constructive parts, or the inner stone shell of
the Hindu domes (Plate
IX), cement them on the
el vty > outside to make them
> >l water-tight, and finish
them with the wonder-
: fully fine plaster which
Y Indian masons had used
— from time immemorial as
a preservative for brick-
work and as a ground for
{ painted decoration.

D » No doubt Mahmad’s
)i@ u@_ Indian masons had fol-
lowed a similar method
Fic. 6-*?&:;2";2 ﬁ’“ii’f‘,’:‘,“ Fergusson):  in  roofing the mosques
and palaces at Ghazni,
though in this case they were not reconstructing ancient
domes but building new ones. This was the origin of the
so-called Pathdn or Muhammadan dome in India. It was
only a simplified Hindu dome, stripped of its external decora-
tion, but constructed entirely according to Buddhist-Hindu
methods. We will discuss these methods later on.

This makeshift mosque, put together by Hindu craftsmen
and made decent and proper according to the Puritan senti-
ment of Islim by the mutilation of the Hindu figure-sculpture,
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PLATE IX

DOME OF QUTRU-D-DIN’S MOSQUE, OLD DELHI
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satisfied for a time all the needs of the faithful. The rapidity
as well as economy with which official requirements were
provided for by these peremptory and drastic measures
might well be envied by our Anglo-Indian administrators.
According to tradition, the great mosque at Ajmir, finished
in tle reign of Altamsh (1211-35), was put together in two
"and a half days! Due allowance must be made for Oriental
ihyperbole but if the walls of the quadrangle and the arches
;in front of the liwdn are left out of account, such a perform-
tance, with many thousands .f skilled craftsmen at command
tand finished materials alre.dy collected at the spot, would
fnot be altogether incredible. The enclosed quadraugle was
probably used for prayer, and thus was regarded as a complete
i mosque, before the roofing of the colonnade- was finished.

i The methods of the Delhi Public Wourk. Department in
' the thirteenth century, ii more brutal than those of the present
day, were decidedly more practical and efficient, not because
the Muhammadan military officers and mullahs were superior
in architectural taste to the British subalterns and military
chaplains, and their coadjutors the British engineer and
tbricklayer, who have been deputed in these latter days to
linstruct the despised Hindu craftsmen, but because the Delhi
fSultans did not expect their officials to play the part of ama-
fteur builders. They were there to rule and enjoy themselves,
ind to make the Hindus work for them. Teaching the Hindus
Baracenic “‘ orders "’ of architecture did not enter into their
pfficial code ; they only required that the heads of the faithful
pt prayer should be protected from the dripping of rain through
g leaking roof. The Hindus were acknowledged to be the best
puilders that Asia could provide, and Islam had no profes-
Honal or commercial interests to promote at the expense of
Bndian art and craft.

W
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The advantage to the Hindus was that, provided that
they did not offend the religious susceptibilities of their masters,
they were left free to exercise their wits in the practice of their
art and craft, and were not subjected to a slow process of
intellectual starvation by being put to copy paper patterns
provided by official experts not trained in practical crafts-
manship and without knowledge of or sympathy for Oriental
art traditions. The advantage to Islam, from a proselytising
point of view, was that very many Hindu craftsmen, some
from conviction and some from motives of self-interest,
adopted the creed of their masters, and thus in process of time
a new style of Indian building more perfectly adapted to
Muhammadan needs and taste was evolved.

The mosques constructed in the fashion described from
the ruins of Hindu temples became the prototypes of others
constructed by Indian Muhammadan builders, but it was soon
felt that the open colonnades of the corridors and sanctuary
afforded too little protection from sun and rain. To remedy
this, a screen of brick, sometimes plastered, sometimes faced
with stone, was built in front of them (Plate X), and naturally
enough the mullahs insisted that the pointed arch, with its
symbolic associations for Isldm, should be used for this screen,
the only original constructive work in most early Indian
mosques, for even the enclosing walls of the quadrangle were
originally the walls of a Hindu or Buddhist temple courtyard.
The screen served also a ritualistic purpose : instead of sym-
bolic sculpture, the laws of Islam or sacred texts were carved
upon it for the instruction of the congregation. Now, the
Hindu masons were quite familiar with the pointed arch as a
symbolical and ornamental feature!—from the early days of

! When Buddhist or Hindu niches containing the images were large, they were
sometimes vaulted, so that the arch became structural as well as decorative.
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Mah4y4na Buddhism it had been used in Buddhist and Hindu
sculpture—but either from experience of earthquakes or for
other practical reasons they mistrusted *“ the arch which never
sleeps "’ as a structural device, except for very small spans.
And since they had generally at their disposal unlimited
quantities of first-rate material, either wood or stone,
admirably adapted for their traditional beam-and-bracket
system of construction, there was no practical reason for using
any other ; so even when put to building arches of wide span
for the Muhammadan mullal.., they made many attempts to
adapt their own system to this innovat on.

Fergusson’s dictum regarding the great range o1 arches
in the screen-wall of the mosque of Qutbu-d-Din—that * the
Afghan conquerors had a tolerably distinct i’'ea that pointed
arches were the true forr. for architrcturai openings "’—seems
to be founded on a complete misconception, both from an
historical and an architectural point of view. It is highly
improbable that the Musulméns who directed the building of
the mosque—assuming them to have been Afghans, which is
not at all likely—were influenced by any @sthetic reflections,
intuitive or otherwise, in insisting that arched openings should
be put into screen-walls. They wanted arches because they
were the symbols of their religion. We may assume that they
showed the Hindu craftsmen illuminated copies of the Qurin
or paintings of Arabian and Persian mosques as a guide, but
otherwise left them to construct the screens as they pleased.
The * Saracenic ’ arch is not intrinsically more true for archi-
tectural openings, either in a constructive or @sthetic sense,
than the round arch or the Hindu beam and bracket. These
different constructive methods have each their respective
advantages. A true craftsman, guided only by practical

k considerations, would make the choice of any one of them
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depend upon the character of the opening, its size and position
in the constructive scheme, and upon the character and quality
of the materials he was using. The Hindu craftsman had very
good constructive reasons for preferring the beam and bracket
for buildings adapted for his own religious ritual. In the
buildings he made for Muhammadans the pointed arch may
have added to his constructive resources, but it was in no
sense scientifically superior to his habitual methods of con-
struction. Indeed, modern developments of building con-
struction, in which iron is so largely employed, reduces the
pointed arch to the place it generally held in the Hindu system,
namely, to a decorative expedient only, and makes the beam
and bracket of the Hindus the scientific form of construction.
For this reason, if for no other, the Hindu building craft is
worthy of more attention than it has yet received from the
Anglo-Indian departmental expert.

The very ruinous state of the mosque at Old Delhi makes
it less interesting as an architectural example than the almost
contemporary building at Ajmir, built in the same fashion.
The original mosque—in the courtyard of which stands the
famous iron pillar,! a wonderful monument to the scientific
knowledge and skill of Hindu craftsmen many centuries before
the Muhammadan invasions—was commenced by the first
Delhi Sultan about 1196 ; the screen of arches in front of the
liwdn were added by his successor Qutbu-d-Din about ten
years later. Altamsh, the next Sultan, who succeeded in
1210, began to enlarge the mosque by extending the liwdn
with its screen north and south, and by adding a great quad-
rangle which should have enclosed the original building. The
next Sultan, 'Aldu-d-Din (1296-1316), built a fine gateway on

! It is attributed to the time of the famous Hindu King Vikramaditya, who
flourished in the fifth century a.p.
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the south side of this outer quadrangle, and projected yet
further extensions of the building which were never completed,
and the present mosque is only a fragment of the original, for
nearly the whole of the liwdn behind the arches and a consider-
able part of the corridors surrounding the two quadrangles
have disappeared. The great Tower of Victory, in what
remains of the outer quadrangle, known as the Qutb Minar
(Plate XI), built about the same time as the original mosque,
belongs to a class of monument in which the Hindus excelled ;
though this one is a Saracen.c modification of the Indian type,
- of which the two towers at Chitor are the best extani examples.
- They were no doubt derived from Ruddhist structures, which
* again may have had their prototypes in Babylonia and Assyria.
The three finely proportioned lower stories of the Qutb Mindr,
which were probably de-igned by rmasons fiom Ghazni, belong
to the original tower ; their exceeding beauty is greatly marred
by the upper part, which is a badly conceived restoration and
addition of the Sultan Firuz Shah (135:-88). A “ classical ”
- cupola added to the summit by a Public Works engineer in
: the early part of the nineteenth century has fortunately been
g removed.
: Though used as a place from which the mu-azzin should
Esummon the faithful to prayer, the tower of Qutbu-d-Din?
fhas no connection architecturally with the adjacent mosque.
E The two minarets of the latter were comparatively insignificant
£ and placed on either side of the great central arch of the screen
jof the liwdn, more for ornamental than practical purposes.
tOnly small fragments of the two minarets on the Ajmir screen
gnow exist. In later buildings, in which they become much

i ' Mr. R. N. Munshi, in his History of the Kutb Minar (Bombay, 1911), gives
peasons for attributing it to the reign of Qutbu-d-Din’s son-in-law and successor the
Pultan Altamsh, who also built the mosque at Ajmir.
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more important, both structurally and ornamentally, they
were frequently removed to the extreme ends of the screen of
a mosque, or placed at the four corners of a mausoleum. In
the T4j we find them detached from the building and placed
at the four corners of the platform on which it stands.

The most important contribution of Saracenic art to the
Indian building craft of the thirteenth century was not con-
structive but decorative. Some of the Arabian mullahs were
past masters in calligraphy, and in the beautiful Kufic and
Tughra script the quotations from the Qurin carved on the
screens of the mosques (Plate X) made magnificent decoration
and admirable sermons in stone. Fergusson admits that in
carrying out this work the Indian craftsmen excelled their
teachers. *‘ As examples of surface decoration,” he justly
observes, ““ these two mosques of Altamsh at Delhi and Ajmir
are probably unrivalled. Nothing in Cairo or in Persia is so
exquisite in detail, and nothing in Spain or Syria can approach
them for beauty of surface decoration.” But when the same
high authority proceeds to discriminate between “ Muham-
madan largeness of conception” and ‘‘ Hindu delicacy of
ornamentation,”” one must question his judgment in drawing
such a distinction between the Musulman and Hindu artistic
genius. The remains of the magnificent Hindu architectural
works constructed before and during the time of the first
Muhammadan invasions of India prove that largeness of
conception was no monopoly of the Saracenic building tradi-
tion ; and as the earliest Muhammadan buildings in India
were undoubtedly built almost entirely by Indians, and mainly
according to their own ideas, we should give full credit to the
infinite skill and versatility of the Indian builder, who, with
an unbroken craft tradition of many centuries behind him,
could and did adapt it as perfectly to the formula of the
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Muhammadan mullahs as to that of Buddhists, Jains, or
Brahmans.

It may seem to the Western eye, trained in the formula
of the classical schoolmaster, that the Muhammadan prescrip-
tion is more pleasing, just because it is more correct according
to the canons called classical ; but the creative impulse in the
great art produced in India under Muhammadan rule, which
seems to us so admirable, belonged to the same Indian races
and the same Indian civilisation and culture which had inspired
the works of earlier times. Tf the Indian craftsman of to-day
is often a mere copyist, it is chiefly because the methods of
our teaching and the principles of our administiati:n hae
made him so. The whoule of Muhammadan architecture in
India bears this distinctive impress of the soil to which it
belongs—that its structvral ideas and sy.al jlism are nearly
always essentially Indian, not foreign importations : the foreign
suggestions adopted by Indian builders were almost without
exception purely decorative ones—-e.g. *ne use of Persian and
Arabian floral and geometric motifs for surface decoration in
place of Hindu sculpture, and the substitution of encaustic
and painted tiles for painted plaster or terra-cotta.

These foreign borrowings were never mere copies, but
were always given a distinctive Indian character, even when
they played an important part in the decorative scheme of
building, just as in European art the frequent adaptation of
Oriental ideas can generally be recognised as European.

The planning of Muhammadan buildings, the arrangement
of the interior, the various forms of the roofing and its supports,
whether columns, piers, brackets, pendentives, or arches, were
almost invariably derivations from Buddhist or Hindu craft
traditions. The screens of pointed arches often make an
Indian mosque appear Saracenic from the outside; but
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directly one enters, it is evident that the building is as much
Indian as a Hindu temple.

A comparison of Muhammadan buildings of the thirteenth
century in India with one which was being constructed in the
same century on the Western extremity of the vast territory
then under Musulmén rule may be useful for showing how
little India really borrowed from Saracenic sources. The
Alhambra of Grenada is one of the most typical and famous
of Saracenic buildings. Here Arab civilisation, instead of
adapting the building traditions of conquered races to its own
purposes, was almost for the first time trying to create some-
thing which should be wholly after its own ideals. The Moors
of Spain tried to cast off the traditions of Rome and Byzan-
tium, of Egypt, Persia, and India, which had hitherto helped
them and other Muhammadan races to make magnificent
monuments for themselves: they would show what the genius of
Islam could create for itself out of brick and stone. The result
may be called magnificent as decoration, but it was not build-
ing—rather stage architecture suggestive of gorgeous scenery
inspired by illuminated Arab manuscripts, and often made
constructively absurd by the painting, gilding, and stucco.

In the thirteenth century mosques of Delhi and Ajmir it
is evident that the Arabian calligraphist and painter had their
say with regard to the decoration, but the craftsmanship,
both decoratively and constructively, was Indian, and fine
because it was Indian. The construction of the arches was
according to_the Hindu bracket system : the weakness which
manifested itself in some of them after many centuries is not
due to a faulty system, but to the fact that, like the Egyptians
of old, the Muhammadan taskmasters expected their captives
to build with unsuitable materials, 7.e. with stones too small
for the Hindu method of bridging over open spaces in walls.



CHAPTER 1V
THE FOURTEENTH CENTURY

GUJERAT—GAUR—THE ARCH IN INDIAN ARCHITECTURE—
KULBARGA—MUHAMMADAN TOMBS

AFTER the first century of Muhammadan rule in India, when
the ruthless wholesale destruction of BuddkList and Hindu
buildings had diminished, the Indian Musulméan buil: ers, with
the help of their Hindu brethren, weie engaged in grafting a
new building tradition upon the old one. Their chief efforts
were directed towards giving the arch..d screens of their
mosques a more Indien or Hindu character, though they
adopted the Saracenic method of arch cunstruction (with radi-
ating voussoirs) whenever they found it convenient to do so.
The screens of Delhi and Ajmir, beautiful as they are in them-
selves, are too ill-fitted to the rest of the building and too much
of a structural afterthought to satisfy the eye of a good crafts-
man. The result of these efforts may be seen in some of the
fourteenth-century mosques in Gujerat, the rich and fertile
Hindu kingdom which was made a viceroyalty to the Delhi
Sultanate in 1311, under a converted Rajput, Muzaffar Shah.
Gujerat was at that time, as the magnificent remains of Hindu
temples at Mudher4, Dabhoi, and elsewhere testify (see Illus-
trations), exceptionally rich in architectural material and in
craftsmen. The Muhammadans made no attempt to impose
any Saracenic ideas upon them. The entrance to the Jami’
Masjid at Cambay, built about 1325, is almost copied from

the porch of the great sun-temple at Mudherd (Plates XII-
53
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XIII), built in the neighbourhood three centuries before. The
arched secreen in front of the sanctuary is the only variation
on the ordinary structure of Hindu builders. The mosque of
Hilal Khan Q4zi at Dholkd (Pl. XIV), about twenty-three
miles from Ahmaddbad, and the Tdka or Tanka Masjid at the
same place, belong to the same century and style, the former
being dated about 1333 and the latter 1361. These mosques
have also Hindu entrance porches and ordinary Hindu roofs
and colonnades without any further structural development.

In the meantime the Muhammadans who had established
themselves at Gaur, the ancient Hindu capital of Eastern
Bengal, as early as the end of the twelfth century, were
engaged, by the same methods as at Delhi and Gujerat, in
forming a local style of architecture of strong characteristics
and of very great interest, though the early stages of its
development are more difficult to trace on account of the
wanton destruction of architectural monuments both by the
Afghan iconoclasts and by their successors. When the capital
fell into decay on the decline of Muhammadan rule, Gaur was
used as a brickfield and quarry by the builders of Dacca,
Murshidabad, and Calcutta ; the right to dismantle Gaur of
its enamelled bricks being farmed out to the landholders of
the district in the early days of our revenue administration.!
It is only quite recently, under Lord Curzon’s administration,
that the few remains of the splendid monuments of Gaur
and the neighbourhood have been adequately conserved and
protected.

Enough still remains, however, to show that, owing to
the ‘more general use of brick instead of stone in the con-
struction of their mosques and tombs, the builders employed
by the Muhammadans at Gaur, as early as the middle of the

! Ravenshaw’s “ Gaur,” p. 40, note.
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fourteenth century, were using the pointed arch for construc-
tive purposes much more extensively than they were doing
elsewhere in India at that

time. This is evident at l"l"l"l""l'"‘lll"""!"'=
the Adinah mosque, built
at Pandui, near
Gaur, during the
reign of Sikandar
Shah (1358-89): a .
superficial survey A
of this building HEE :
with its Arabic in- L e .
scriptions and radiating § - -
arches might lead one to % #w
suppose that the design

T TSI
SRR RAS AR ESRa i RARRNNNARRS N RARARE

PP L

and construction of it "": .
were largely in the hands f::::* .
of foreign architects. But g-«- --a ..
the plan of it (fig. 7) is B - @ .
evidently of Buddhist- §.. ..a Tt
Hindu origin ; the mih- -

rdbs (Pl. XXXIV) are Bp--..-.a

converted Hindu shrines, § ... 8

and it is much more F... . mumwsawnrnovsudnn
than probable thatin this == === v: v - -

. e e " e s afes v e s s nws s euus il
brick - building country RgsggARAdSRASRARARARARE
Indian builders were Fi1G. 7.—Plan of f\dina.h Mosc'l’ue (from Fergusson’s
using radiating arches, " History ).
either round or pointed, for structural purposes before the
Muhammadans came. The pointed arch was not an invention
of Saracenic builders, and per se cannot be taken to prove
Saracenic influence in any country. It was used in Egypt,
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Syria, and in Asia Minor centuries before the time of
Muhammad. India had had intimate relations with these
countries from time immemorial, and it is most improbable
that Indian builders, skilled craftsmen as they were, remained
in total ignorance of the principle of the radiating arch until
the time of the Muhammadan invasions. There must have
been at one time thousands of Buddhist chapter-houses in
Bengal, where their barrel-vaulted roofs and ‘‘ horse-shoe
windows, frequently built of brick as well as of wood and
plaster or thatch, could hardly have been constructed otherwise
than by radiating courses.

Fergusson explains why, in some parts of Bengal at least,
the trabeate style of building was never in vogue. ‘ The
country is practically without stone, or any suitable building
material for forming either pillars or beams. Having nothing
but brick, it was almost of necessity that they employed arches
everywhere, and in every building that had any pretensions
to permanency.”’! This being the case, it is difficult to under-
stand why he should have assumed that the radiating arches
inside the great temple of Bodh-Gaya could not have been part
of the original structure, but must have been introduced in
the course of the Burmese Buddhist restorations of the twelfth
and thirteenth centuries. It seems more logical to assume
that the Bengali builders, being bricklayers rather than stone-
masons, had learnt to use the radiating arch whenever it was
useful for constructive purposes long before the Muhammadans
came there.

One important fact which leads to this conclusion is
stated by Fergusson,? though characteristically he tries to
explain it away. The arch and vault were systematically used

1 * Indian Architecture,” vol. ii. p. 253 (edit. 1910).
% Ibid. p. 353.
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by all the Buddhist builders in Burma, who adopted many of
the forms of architecture originating in Bengal, together with
the religion of S&kyamuni, at a very early date. Burmese
tradition says that many of the oldest temples and monasteries
were built by Indian architects; if this is true, they would
have come from Bengal. Fergusson says that *“ Indian *’ may
be taken to mean “ foreign,” but suggests no reason for reject-
ing the evidence—such as it is—that the arch and vault were
used in Bengal, as they were in Burma, before the Afghans
came there. The Afghan invaders were not likely to have
brought many builders with them. Gaur was a great Hindu
capital, in the heart of the Magadhan country, and its Hindu
craftsmen were the direct heirs of the building tiad’tions of
the Buddhists. Fergusson, in trving to prowve his theory that
Hindu builders never under any circumstances used the radi-
ating arch until the Muhammadan build~r. taught them to
do so, seems to ignore the fact that all the Muhammadan
buildings at Gaur are just as obviously adaptations of the local
Hindu building tradition as are all the mosques in Western
India.

Assuming that both the Buddhist and Hindu builders of
Bengal were familiar with the structural use of arches in brick-
work, it is inconceivable that in the course of many centuries
of great building operations they should have refused, from
mere prejudice or lack of intelligence, to put bricks on edge
instead of laying them flat, whenever a wide span of arch made
it expedient to do so. Having adopted that simple expedient,
the next would naturally follow—the construction of perfect
arches with brick wedges.

Fergusson’s theory that the radiating arch is *“ Saracenic ”
and the horizontal beam and bracket “ Hindu "’ always seems
to imply that the former was a great gift of Western science
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to India. It has led arch=ologists to attribute every Indian
building with radiating arches in it to foreign inspiration
without further investigation.

From a craftsman’s point of view there were good prac-
tical reasons why Indian builders should prefer the beam and
bracket to the arch when they had plentiful supplies of wood
and fine building stone. As these conditions obtained in
early times over the greater part of India, it naturally followed
that the arch was not so commonly used as it is in countries
where wood and stone were less abundant. But in brick-
building districts like Bengal one would expect the radiating
arch to occur at least occasionally. Since it does occur, there
is no reason to attempt to explain it away on archaological
grounds. In the absence of any proof to the contrary, there-
fore, I shall assume that the arches in the Bodh-Gaya temple
were, as they seem to be, part of the original internal structure ;
that all the early Muhammadan buildings at Gaur are, as they
seem to be, adaptations of the local Hindu-Buddhist building
tradition, both structurally and decoratively ; that the brick
builders of Bengal, like the brick builders of Persia, used the
radiating arch before there was any architecture to be called
““ Saracenic ”’; that the Burmans did use Indian architects,
as their traditions say and as might be expected from the
relations between the two countries ; and that Fergusson was
mistaken in asserting that ““ up to the time of the first Sultans
of Delhi and for some centuries afterwards the Hindus had
never built arches.” !

The general character of the Muhammadan buildings at
Gaur differs as widely from the true Saracenic type as any
Hindu temple. Moreover, they closely resemble the local
Hindu temple architecture. The striking similarity will be

! “ Indian Architecture,” vol. ii. p. 203 (edit. 1910).
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seen by comparing the facade of the Qadam-i-Rasfil mosque
with that of the Hindu temple at Vishnupur (Plates XVI-
XVII). They are both rather late examples, the former
having been built in 1530 and the latter about 1643. But
though the Hindu temple is a century later than the other,
there can be no mistaking the fact that both belong to the
local Hindu tradition of building.

I take it that the real difference between the Muhammadan
and Hindu method of construction at Gaur was only this—
that the Hindus had used the pointed arch occasionally on a
small scale for connecting their massive brick piers and in
constructing in brick the curvilinear roofs deiived from the
earliest Indian roofs of bamboo, thatch, or wood. As tte
Muhammadans required more spacious buidings for their
religious services than the Hindus needed {for their individu-
alistic ritual, their craftsmen naturally de oi-'ped the use of
the arch on a larger and rolder scale. But there is no reason
to suppose that Indian builders were not capable of doing this
for them without any outside assistance, although occasion-
ally, no doubt, the Muhammadan rulers preferred to employ
foreign architects. At Gaur there is no more evidence that
they did so than there is at Delhi or Ajmir, for in spite of the
decorative elements which betray the influence of Arabic
scholars, calligraphists, and illuminators, rather than that of
foreign craftsmen, and in spite of the bolder use of radiating
arches, the Muhammadan buildings there retain the same
strongly marked indigenous character which they have in
other places where the usual Hindu constructive methods were
employed. The Muhammadan buildings at Gaur, Pandui,
and Mald4 are Bengali, not Arabian or Persian.

The curvilinear cornices and roofs at Gaur undoubtedly

belong to the ancient Buddhist-Hindu tradition, and the forms
6
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of the smaller arches, or those which are used decoratively in-
stead of structurally, so far from being Saracenic, are all
derived from Buddhist-Hindu prototypes, as will be explained
farther on. Though Persian encaustic tile-work shows foreign
influence, or rather gives evidence of the mutual exchange of
artistic ideas which is natural between two countries so closely
connected in race, language, and religion as India and Persia,
the beautiful terra-cotta and moulded brickwork is character-
istic of Bengal and must have been the work of local craftsmen.

KuLBARGA

The middle of the fourteenth century saw the armies of
Islam pressing southwards as well as eastwards and westwards,
and by 1347 a new Musulmin dynasty had established itself
at Kulbarga, another ancient Hindu capital in the Dekhan,
not far from the great Hindu city of Vijayanagar, the remains
of which still testify to the splendour of the civilisation which
Islam set out to destroy but ended by being brought under its
spell, just as Rome in the pride of conquest had been finally
led captive by the art and civilisation of Greece.

The great mosque at Kulbarga, built at this time, is, as
Fergusson observes, one of the most remarkable of its class in
India, and in some respects unique. The Muhammadan
builders, dispensing with the use of materials provided by the
Hindu temples they despoiled, here began to build for them-
selves, and by way of experiment they varied the arrangement
of the roof and arched screens. Instead of placing the latter
in the usual way in front of the liwan, or sanctuary, and some-
times in front of the corridors on the side facing the courtyard,
they roofed over the whole area of the courtyard, about 126
feet by 100 feet, by a series of 63 small domes of the usual
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Hindu construction supported on columns, the corridors on
three sides of the quadrangle being covered by a similar series
of transverse vaults. To admit light into this covered area the

F1G. 8.—Mosque at Kulbarga (from Fergusson’s ‘‘ History ).

usual screens of quasi-Saracenic arches had to be placed on
the outside of the quadrangle, the four corners of the latter
being roofed over by domes of 25 feet in width. The sanctuary
was roofed by one large dome of 40 feet, raised on a clerestory,
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ands-flanked on either side by six small domes similar to
those which covered the inner courtyard.

The placing of the pointed arches on the exterior of the
quadrangle makes this mosque appear to be more Saracenic
in its design than usual, but as a matter of fact Saracenic
designers had no more to do with the construction of the

Fic. 9.—iew of the Mosque at Kulbarga (from Férgusson‘s ‘ History ”’).
Kulbarga mosque than they had in other Indian buildings.
In the history of Indian craftsmanship this mosque only marks
the point where the screen of pointed arches was definitely
accepted by Indian builders as a structural device in buildings
for Muhammadan use. Although in the case of the Kulbarga

mosque the appearance of the exterior was greatly altered by
this addition to the resources of the builder, the structure of
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the building was not otherwise modified, and the craftsman-
ship remained Indian throughout.

For some reason or other the experiment here made in
the interior arrangement was never repeated in other mosques.
From an asthetic point of view it was successful enough :
the placing of the great arches on the outside walls improved
the ventilation of the whole building greatly, and the roofing
of the whole area afforded much better protection from sun
and rain to the congregation. So thorough was the crafts-
manship and so excellent the Indian cement used in the roof
that in Fergusson’s time the mosque * stood in seemingly
good repair after four centuries of cemparative neglect,”
though, as he observes, any settlement o1 crack in the builuing
would have been fatal. With the miserable leakinyg roofs,
designed only for a European climate and often constructed
according to the directions of Thomas * tkins or non-commis-
sioned officers acting as amatewr buiiders, most of our modern
public buildings in India would, under similar circumstances,
fall into ruin in twenty years.

Probably the true reason why this precedent of Kulbarga
was not followed afterwards was the conservatism of the
mullahs, who objected to a departure from the traditional
arrangement of a mosque which exposed the congregation so
much to the inquisitive gaze of infidels.

MuUHAMMADAN TOMBS

So far we have only dealt with the evolution of the Indian
mosque from the prototypes at Old Delhi and at Ajmir. It
is necessary now to refer to another type of building which
had a very important influence on the development of Indian
architecture from the thirteenth century onwards, namely, the
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Muhammadan tomb. I have already alluded to the survival
of " Buddhist-Hindu traditions in the wonderful tomb of
Mumtaz Mahall at Agra. In another chapter I will endeavour
to trace more exactly the evolution of the domes of Saracenic
tombs in Persia from Buddhist ddgabas, or canopied pavilions
in the form of ddgabas, such as that which is sculptured in the
facade of the great chapter-house at Ajantad (Plate VI, B).

The Hindu builders, who were not relic worshippers and
who usually cremated their dead, when they were called upon
to construct Muhammadan sepulchral monuments,! began by
making them in a similar style to their own domed pavilions,
or the porches of Hindu temples. These Hindu pavilions were
also directly derived from similar Buddhist structures, the
domes of which were supported on four, eight, or twelve piers
or columns, according to their size, the plan of the pavilions
being either square or octagonal. The domes were built in
the usual Indian fashion in horizontal layers of stone, brought
to an approximately circular plan at the springing of the dome
by cutting off the angles of the base of it, in the same way as
a square column or pier was changed to a polygonal shape
or circular one. Very many old Pathan tombs of this type,
built by Indian masons, are to be seen in the neighbourhood
of Delhi.

The next step was precisely similar to that which took
place in the Indian mosque—the whole structure was enclosed
by screens of quasi-Saracenic arches, forming corridors round
the sanctuary of the tomb, which served both to protect the
pilgrims who resorted thereto and to give more sanctity to

! Fergusson assumes that the Rajput custom of building cenotaphs, or chhatris,
on the site of a chieftain’s funeral pyre, was borrowed from the Muhammadans. I
do not believe that this was the case; though the magnificence of Muhammadan

tombs induced the Rajput princes to make a similar display with their chhatris, the
custom itself was of much greater antiquity.
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it. The dome gradually became larger and higher in pro-
portion to the importance of the saint or other personage it
commemorated, and then the roofs of the surrounding corri-
dors were surmounted by four or eight small kiosks or domed
pavilions like those which surrounded the upper floors of the
many-storied Buddhist monasteries.

In later time the custom which the Moguls had of building
tombs for themselves, or for their saints or heroes, in lovely
gardens which had served as pleasure-resorts in their owner’s
lifetime, added a peculiar charm to their monuments which
has not quite faded, though the art of the Indian formal garden
with its beautiful symbolism is probably unow lost.

From a structural point of view the Muliammadan tomb
played an important part in the dc.lopment of the Indian
building craft, becausc the gradual increase in the size and
weight of their domes, built of st~mec and brick and more
massive and solid tnan any wuich other builders, except the
Romans and Byzantines, had befcrc attempted, forced Indian
builders to solve the greater eng neering problems of dome
construction. They did so, as we shall see, in an entirely
original way, by an application of constructive principles
different to those employed by the Saracenic, Byzantine, or
Roman builder. But this was not fully achieved until several
centuries later.



CHAPTER V
THE FIFTEENTH CENTURY

MANDU : THE JAMI' MASJID ; MULIK MUGHI'S MOSQUE—
JAUNPUR : THE ATALA AND JAMI' MASJIDS—AHMADABAD :
THE JAMI' MASJID; MUHAFIZ KHAN’'S MASJID—ALIF
KHAN’S MASJID—MOSQUE AND TOMBS AT SARKHE]—SAYYID
USMAN’S TOMB—SAYYID MUBARAK’S TOMB—GAUR : DAKHIL
GATE AND EKLAKHI MASJID

MaNDU

IN the fifteenth century Muhammadan building activity in
India increased in the centres already established, especially
at Gaur and Ahmadabad, and also extended to others, the
chief of which were Dhar and Mand in the province of Malwa,
and Jaunpur, about 40 miles north-west of Benares. Both
in Malwa and at Jaunpur there were marked developments in
Muhammadan building craft, though in different directions.
At Mandi the Indian builders began to extend the use of the
arch structurally, just as they had done at Gaur in the previous
century,! so that their buildings assumed a more decidedly
Saracenic or Persian appearance internally as well as extern-
ally. At Jaunpur they worked in an opposite direction—
1.e. they took away the typical Arabic or Persian character of
the arched screens in front of the liwdn, by combining the
Hindu beam and bracket with the ““ Saracenic "’ arch. This

! As there was easy communication by sea between Gaur and the west coast of
India, it is extremely probable that craftsmen from Gaur assisted in the building of
Mandi and other Muhammadan cities in the neighbouring provinces.

66
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happy combination of the two constructive principles con-
tinued to be the most common characteristic of Muhammadan
building in India. It was essentially an Indian invention or
adaptation—not a foreign one; that is, the Indian craftsmen
were not being instructed by foreign builders, but were adapt-
ing the structural use of the arch, first forced upon them
by their Muhammadan rulers, in the way which pleased
themselves.

But in the province of Malwa, as in Gujerat, the pre-
Muhammadan buildings had been for many centuries largely
built of stone, and consequently the arch had not beer used
structurally, even on a small scale, as it had been at Gaur,
before the Muhammadan ascendancy. Jt -vas, however,
inevitable that intelligent craftsmen, as Indians undoubtedly
were, once they had accepted the arch s a structural necessity
in front of the sanctuary of Muhamn' .a tn mosques, and finding
it convenient for bridging over wide spans between columns,
piers, or walls, should sooner or latcr begin to experiment with
it in the interior of their buildings. This is what happened at
Mandd and some other places in Malwa. Fergusson, classify-
ing Indian buildings as a student of architectural style rather
than as a craftsman, assumes that at Mandd, as at Delhi and
Ajmir, Persian, Arabian, or Syrian builders introduced by the
Muhammadan rulers were beginning to teach Indians the
‘“true elements of architectural design,” according to Sara-
cenic ideas.

Prima facie, the mosques and palaces of Manda seem to
afford strong evidence that this was the case ; but the crafts-
manship tells a very different tale. There is tile-work which
might be Persian or have been imported from Gaur, but no
evidence of the Arabian or Persian builder. The stone arches
are built by Indian masons experimenting for themselves in
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this form of construction. The voussoirs of the arches are
not divided with mathematical regularity as they would be by
a Persian or Arabian mason skilled in arch construction, but
are cut irregularly ; the keystone, which to a skilled arch-
builder is the principal one, being the smallest. Moreover, the
form of them is not strictly Arabian or Persian, for the crowns
are tipped up to give that suggestion of the sacred pipal leaf
which is typical of the arch in Indian-Buddhist and in Hindu
shrines. The mihrdbs are only adaptations of local Hindu
shrines (Pl. XVIII). The domes are not crowned by the
correct Saracenic finial, but by Buddhist-Hindu emblems—
a sure sign that the masons were Indians. There are buildings
at Mandi which show the transition from the old to the new
Indian style, some of the columns in the interior being joined
by beam and bracket and others by arches (Pl. XIX). This
is an indication that Indian builders, being no longer bound
by Hindu ritualistic traditions, were voluntarily adapting
their craft to the new structural conditions, for foreign builders
imported to instruct Indians would not have used Hindu
methods and symbolism.

The difference in point of style between Malwa architec-
ture and the contemporary Muhammadan styles in Gujerat
and Jaunpur is that at Mand® and other places in Malwa the
builders began to obtain the heights they wanted inside the
mosques by joining the piers and columns with pointed arches
instead of by placing one column on the top of another, or
by building two stories, as Hindus would have done. We
may agree with Fergusson in appreciating the effect of simple
grandeur and expression of power which they obtained in this
way, without denying to Indian builders the credit which is

their due.
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JAUNPUR

At Jaunpur the principal buildings of the fifteenth century
are the Atdla Masjid (Pl. XX), completed in 1408 during the
Sultanate of Shah Ibrdhim (1401-39), and the Jami' Masjid,
commenced in the time
of Husain Shah (1452-
78)—both noble struc-
tures with a strongly
marked Hindu char-
acter, though the ex-
terior arches are with-
out the pipal-leaf key-
stone, and though
pointed vaulting with
ribs is introduced into
some compartments of
the interior. A very
striking and original
effect is produced by
the treatment of the
screen in front of the
liwdn, which in these
buildings is reduced to
a single ].Ofty arch, F1G. 10.—Jami’ Masjid, Ja}unpur: Principal Entrance
flanked by turret-like o wén.
sloping buttresses ! which serve for minarets, and filled in with

! The slope inwards of these buttresses is perhaps the Indian craftsman’s remini-
scence of early Buddhist methods of construction when the walls of building werc
sloped inwards to counteract the thrust of vaulted roofs. The sloping architraves
sometimes found in the doorways of modern buildings in Sikhim and Tibet are
undoubtedly derived from this ancient practice. Some early Pathin tombs in India
show the same slope, ¢.g. Tughlaq Khan'’s tomb at Delhi.
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a subsidiary slightly recessed screen in which the *‘ Saracenic ”’
arch and the Hindu lintel are ingeniously combined. An
archeologist or purist in style may think the combination
strange and hybrid, but as architecture it is finely conceived.

The whole style of the building seems to be a reflection
of the massive grandeur of Hindu temples, like the Sas-Baht
or Padmandbha temple at Gwalior (P1. XXI), which resembles
these mosques in being built in several stories and in being
raised on a platform of masonry. All the domes at Jaunpur
are surmounted by Hindu emblems, as in the case with nearly
all Muhammadan mosques in India.

AHMADABAD

About the same time as the buildings already described
were being constructed at Mandd and Jaunpur, Ahmadabad
—now the capital of an independent Musulman kingdom, and
so called from the name of the second Sultan of the dynasty
—was being adorned with a series of splendid buildings which,
like other Muhammadan edifices of this period, bear striking
testimony to Indian constructive genius. Ahmad Shah, being
a Rajput himself, had no foreign prepossessions in architectural
style, so that when he set about building a Jami’ Masjid?
soon after the commencement of his reign in 1411, his Indian
builders were given an entirely free hand in the design of it.
It so happened that about the same time, as Fergusson tells
us, another independent Rajput chief, Kumbha Ré&ni, of
Mewar, a Hindu of the Jaina sect, was building a great temple
at Ranpur, about sixty miles from Ahmadibid. A com-
parison between these two buildings is particularly useful

' A Jami’ Masjid is the mosque in which the principal or Friday services are

celebrated : hence it might be called a. * cathedral mosque "’ to distinguish it from
others.
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as an illustration of my contention that Muhammadan and
Hindu architects in India were, with rare exceptions, crafts-
men of the same race, imbued with the same craft traditions,
and possessing an equal capacity for dealing with any con-
structive or purely artistic work which their rulers might be
pleased to place in their hands.

The few instances in which it can be shown with certainty
that Muhammadan rulers in India sent to foreign countries
for architects or craftsmen by no means prove that India was
unable to supply men of equal or superior capacity, though
such cases might logically be taken to prove the ruler’s pre-
judice or ignorance. ‘The only possible way of deciding this
question judicially is to examine the buildings ‘hemselves for
evidence of foreign design und craltsiwanship, taking care to
discriminate between the two, for a borrowed idea does not
necessarily mean foreign brains or h nc¢+work.

The term ‘“ Saracenic,” as applied to Muhammadan archi-
tecture in Gujerat, is even more musleading to the student than
Fergusson’s classification is generally. There is not the least
indication in any of these buildings of foreign design or handi-
craft. No other form of Muhammadan architecture in India,
says Fergusson, is so essentially Indian: though generally
he represents the Saracenic builder as the inspirer of the
Hindu, he is constrained to admire this Indian style as being
the most elegant of them all. Comparing the Hindu temple
at Ranpur with the contemporary Jami’ Masjid at Ahmada-
bad, he feels instinctively that there is more poetry in the
former, but, fearing that his artistic instinct may offend
his academic conscience, he adds, “ there is a sobriety about
the plan of the mosque which after all may be better taste.”

Comparing the fagade of the Jami’ Masjid at Ahmadabad
(P1. XXII) with the screens at Delhi and Ajmir, it is easy to
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see how the fifteenth-century builders in Gujerat were trying
to modify the thirteenth-century models which had been forced
upon Indian master-craftsmen. They clearly felt with the
Jaunpur builders, that, however beautiful the Ajmir and
Delhi screens might be in themselves, they were ill-fitted in
structure for their purpose and artistically incongruous with
the Hindu interior of the mosque. So instead of altering the
structure of the interior in order to adapt the latter to the
facade, as the Mandd builders tried to do, they Hinduised
the design of the facade to make it fit the interior.

Disliking the regularity of the Ajmir and Delhi screens,
they broke up the horizontal lines by dividing the facade into
five compartments instead of three; and by increasing the
height of each successive compartment from the ends towards
the centre of the facade, they gave the whole design the pyra-
midal lines which are characteristic of Hindu temple-struc-
tures. The lofty * Saracenic’ arches of the screen were
reduced in number to three instead of seven—one on each side
of the great central arch—the ten smaller Hindu arches of the
adjoining compartments being formed by bringing five of the
interior rows of columns on the north and south of the liwan
out to the line of the fagade and linking them together below
the capitals with brackets in Hindu fashion, in the same way
as most of the small arches were formed in the buildings at
Gaur. The keystones of the three main arches have, as usual,
the symbolism of the pipal leaf worked into them.

The beautiful minarets which are so characteristic of
this and other mosques in Gujerat have none of the Saracenic
feeling of the Qutb Minar at Delhi, but are entirely Hindu
in style, being only adaptations of the splendid Rajput
Towers of Victory at Chitor (Pl. XXIII). Unfortunately
the Jami’ Masjid lost the upper part of its minarets by an
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JAMI’ MASJID, AHMADABAD 73

earthquake in 1819, and the unity of the whole design of
the facade was thus sadly broken. But even when this is
taken into consideration one feels that the difficulty of
harmonising the Saracenic fagade with the Hindu interior
was not overcome quite so successfully in the Jami’ Masjid
as in some of the later buildings in Gujerat, particularly the
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F16. 11.—Jam1’ Masjid, Ahmaddbad : Plan of liwin (from a drawing by the Archzological
Survey of India).

Réni Rupévati Masjid at Mirzapur (Plate LIV), which has
also lost the upper part of its minarets. Fergusson’s observa-
tion that as the style progressed it became more and more
Indian, rather than Saracenic, may be noted in this
connection.

The beauty of the Jami’ Masjid and of most of the Gujerat
buildings of this century lies, however, mostly in their interior
structure and decoration, into which no trace of the Saracenic
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element enters. Even the most sacred symbol of Islim, the
mihrdb, is so completely transformed that, except for a
small pointed arch, as much Hindu as Saracenic, it is only
a replica of the door of a Hindu shrine.

Plate XXV, the interior of this building, and Plate L,
showing the interior of another Gujerat building, the Jami’
Masjid at Champanir, will help the reader to realise the
decorative richness and noble structural design of these early
Gujerat mosques, though the Champanir mosque is really
about half a century later than the Ahmadabad building.

The plan of the liwdn at Ahmaddbad (fig. 11) will show
the disposition of the columns and arrangement of the domes ;
the sections (Pl. XXIV) will explain the structure of the
interior. There are fifteen large domes, each supported on
eight columns according to the usual Hindu design, and
built up in horizontal courses by gradually changing the
octagonal base into a circle. The large domes are linked
together by a flat roof and by a number of smaller domes of
similar construction supported on four columns each. The
longitudinal section of the liwAn follows the pyramidal lines
of the exterior, the great central dome in front of the main
entrance, together with its four smaller connecting domes,
being raised up above the adjacent ones so as to admit a
diffused light through clerestory windows. A similar arrange-
ment obtains in the next adjacent aisles on the longitudinal
section. Fergusson observes of this arrangement that ““ the
necessary amount of light is introduced, as in a Byzantine
dome, but in a more artistic manner. The sun’s rays can
never fall on the floor, or even so low as the head of anyone
standing there. The light is reflected from the external roof
into the dome, and perfect ventilation is obtained, with the
most pleasant effect of illumination without glare.” He
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KUMBHA RANA’S TEMPLE 75

might have added that the arrangement was not a Saracenic
invention, but a long-standing tradition in Indian temple-
building of that part of India; being only a slight modifi-
cation of the similar idea which is carried out in the lighting
of the splendid chapter-house at Ajantd (Cave XIX). None
of the structural Buddhist monasteries of the same period
are extant, otherwise we should doubtless have discovered
in them the exact prototypes both of the Réinpur temple
and of the Jami’ Masjid at Ahmadabad.

As the temple built by Kumbha Réana (Pl. XXVI) lies
in a sequestered valley in Jodhpur tar away from the beaten
track, it has not attracted so much attention ac< the famcus
shrines of Mount Aba and has not yet been prcperly nhoto-
graphed, so it is difficult to add to what Fergusson has given
for the purpose of showing that Kumbha Réni’s temple
and Ahmad Shal’s mosque belong to x: ctly the same school
of architectural design. But one interesting point may be
noticed, which might be puzzling to Fergusson’s readers—
the fact that several of the domes of the Hindu temple are
on the exterior “ Muhammadan "’—.e. they are not sculptured
in the Hindu style, but are brought to an even surface by
cement and fine plaster in the same way as the domes of
Muhammadan mosques. It is possible that in this particular
instance the domes may be modern restoration, but it is a
fact that soon after the Muhammadan conquests began, the
Hindu temple-builders in Northern India began to treat
the exterior of their domes in the same way as their craft
brethren, the Muhammadan builders, were doing It would
be quite wrong to take this as a proof that the Muhammadans
were teaching a superior art to the Hindus; it was simply
that the latter sheltered themselves from the fury of their
oppressors by observing the same law of protective imitation

7
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by which nature provides for the protection of the weak
against the strong. The Brahmans were trying to protect
their temples and to make them less offensive to Muhammadan
susceptibility by making less conspicuous the anthropo-
morphic symbolism which Islim denounced as ‘‘idolatry.”
At the same time the teaching of Islam was not without its
influence upon Hinduism, inasmuch as both Jaina and Saiva
teachers began to discountenance the use of images in religious
ritual, as the Vedic rishis before the days of Buddhism had
done. Idolatry, in the Puritan acceptance of the word, had
never been and is not now a part of Brahmanical religious
teaching.

The result of this was that in Northern India Hindu
and Muhammadan buildings could no longer be distinguished
by their domes, for they were often exactly similar. This,
however, applies only to the pavilions and to the porch, or
mandapam, in front of Hindu shrines, for neither the curvi-
linear spire of the northern styles nor the pyramidal
structure which surmounted the shrine containing the image
or sacred symbol in Dravidian temples was ever reproduced
in Indian mosques. Of course the entire absence of figure
sculpture, and generally of animals also, from Muhammadan
buildings gave them a distinctive character, quite apart from
the more frequent use of arches and differences in planning.
What they lost in human interest and in plastic beauty they
gained in charm of colour, in fine combinations of geometric
and floral patterns, and in rich material. To many Europeans
with “ classical ”’ predilections they will be more pleasing and
correct in taste, owing to the greater restraint in plastic treat-
ment which the law of Islam imposed upon Indian craftsmen.
On the other hand, those who can enter into the spirit of the
great Gothic masters will feel no less admiration for the



PLATE XXvII

ALIF KHAN'S MASJID, DHOLKA






ALIF KHAN’S MOSQUE 77

imaginativeness and wider artistic range which are shown in
Hindu temple decoration of the same period.

Throughout the fifteenth century we find the Indian
Muhammadan builders pursuing their own aims on these
lines, often using foreign models in decorative design, as good
craftsmen in all countries use them, not imitatively, but to
increase their stock of artistic material. As regards structural
design and craftsmanship, it would be difficult to name a
single Indian Muhammadan building in this century which
could be called foreign to India in the same sense as St. Mark’s
at Venice was foreign to Italy, or as both Gothic and Renais-
sance architecture were originally foreign to Ergland.

In several fine mosques at Gujerat and Jaunpur co itinued
experiments were made in the design of the facade, though
no important variation was made in the interior: the mosque
of Muhéfiz Khan at Ahmadabad is oue ,f the most successful
in this respect, and one of the few which has its minarets still
intact. The Jami’ Masjid at Dholk4 is another good example
which Dr. Burgess supposes to be not later than 1485. The
Alif Khan Masjid, otherwise known as the Brick Masjid, is
dated by the same authority at about 1450 : it is especially
interesting in the present day—when one of those many
foolish or cynical reasons urged for neglecting the Indian
building craft is that it is necessarily extravagant—as showing
what beautiful work Indian builders have done in brick and
plaster as well as in more precious materials. It is necessary
to observe in this connection that comparatively few Indian
buildings usually classed as stone are constructed entirely of
solid masonry. The main walls are generally of brick faced
with stone, sometimes marble. The framing-in of the door-
ways of Alif Khan’s mosque (Pl. XXVII) is an adaptation of
the design of the doorways of Hindu shrines.
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The mosque and
tombs at Sarkhej, near
Ahmadaibaid, which
also belong to the
middle of the fifteenth
century, are chiefly
remarkable for the
development they
show in the use of
pierced stone trellises
which had been
employed in Hindu
temples for many cen-
turies previously. This
was an application of

Fic 12 —Plan of Sayyid Usman’s Tomb (from a drawing i .
by Mr H. Cousens). indigenous craft which

afterwards became a
fine art as exquisite as Persian tile-work, and constituting

one of the chief glories of Indian
mosques of the sixteenth and seven-
teenth centuries.

Among the important Mu-
hammadan tombs built in this
century, that of Sayyid Usman, near
Ahmadabad, is interesting from a
structural point of view from a
new departure which was made in
the supports of the dome; the base
of the latter, instead of being
octagonal, was transformed into a
dodecagon, and greater massiveness =ittt it it

. . .. F1c 13 —Plan of Sayyid Mubérak's
was given to the supports by joining Tomb.
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8o SAYYID MUBARAK’S TOMB

two or four pillars into single piers—a practice which became
common in later Muhammadan buildings and gave them a
distinctive character. It was built, according to Fergusson,
in 1460. '

Another fine tomb of about the same date, that of Sayyid
Mubérak, Minister of MahmGd Begarah, who reigned at
Gujerat from 1459 to 1511, is almost unique among the build-
ings of the province, because the builders, desiring to plan it
on a grander scale than usual by increasing the distance
between the supports of the roof, took to using arches through-
out the building, including the double corridors which sur-
rounded the enclosure of the tomb, as well as in the exterior
screens which form the four fagades and in the entrance porch.
Here, also, for the first time apparently, clerestory windows
with pointed arches were introduced into the octagonal base
of the dome, giving the structure a distinctly Byzantine ap-
pearance. Here, certainly, the casual observer might say,
Saracenic builders have been at work. But a careful study
will show the Indian masonic tradition carried right through
the whole building. The arches are put in by Indian crafts-
men,! for they have the symbolism of the pipal leaf in the key-
stones. The piers are in the form of four square pillars grouped
together, a design which a Hindu builder would adopt when
a wider spacing than usual necessitated an increase in the
traditional size of the roof-supports. A Saracenic master-
builder, accustomed to wide spaces between the piers, would
not think of a large pier as four small pillars combined. The
domes are all of Indian construction and with Indian sym-

! It should be noted that Mahmidéabad, the place of Sayyid Mubarak’s tomb, is
close to the old Hindu city of Dabhoi, some of the remains of which are shown in
Plates II and III. Doubtless the Muhammadans, as they were wont to do, had
drawn many Hindu craftsmen into their service from there.
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GAUR AND MALWA 81

bolism. There is no trace anywhere of foreign suggestion or
supervision. All that the Saracenic or Byzantine appearance
of the building proves is that, given similar conditions and
similar constructive problems, skilled craftsmen in all parts
of the world arrive at similar results, though they may choose
different ways of working.

At Gaur and at Mandi the buildings of the fifteenth cen-
tury show little variation on those of the preceding century.
The Dakhil Gate and other entrances to the Fort at Gaur and
the Eklakhi Masjid or tomb at Pandud, ascribed to about the
middle of the century, are examples of the beautiful brickwork
with moulded and carved decoration which was one of the
master-crafts of Bengal until quite recent timc..

In Malwa there was great building activity throughout the
century, a number of palaces being constructed by the Sultans
of that province at Mandd, and a ve.y * ne mosque, the Jami’
Masjid, which was tinished by Mahmad Shah in 1454. The
style of these buildings has already been described.



CHAPTER VI

INDIAN ARCHES, BRACKETS, CAPITALS, AND DOMES—-THE
HINDU TEMPLE SIKH.RA

HAVING discussed the general characteristics of Muhammadan
buildings in the first three centuries of their domination in
Northern India, I think it will help to explain more fully
the previous chapters as well as those which follow if we
begin now to analyse the evolution of various important
details in Indian architecture, both as regards structure and
symbolism. In Indian art the ideal and the practical act
and react upon each other to such an extent that it is impos-
sible for the outsider to understand fully the one without
knowing the other ; for if in the primitive stages of construc-
tive development we shall find the symbolism growing out
of practical craftsmanship, we shall discover later that the
symbolism itself often leads to constructive ideas.

We have before noticed that the pointed arch was by no
means unfamiliar to Indian craftsmen before the Muham-
madan invasion, though structurally they had used it very
sparingly and on a small scale. It has not yet been under-
stood by European writers that the trefoil arch originated
in Indian Buddhist symbolism many centuries before it
appeared in Western art. In India, as in Europe, it was a
form which architecture borrowed from the graphic arts, for
it originated with the transcendental ideas connected with the
Indian conception of the Deity, and with anthropomorphic
symbolism. As far as we know, the various forms of Indian

religious ritual which were directly derived from Aryan
82
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teaching has this in common with Muhammad'’s creed, namely,
that until the beginning of the Christian era they discounten-
anced any representation of the Deity in human form. In
early Buddhist sculpture the symbols of worship are inanimate
memorials of the Master’s life on earth; the Bodhi tree
underneath which he won Nirvana!; his sacred footprints ;
his begging bowl ; but not his own person. Whether Budd-
hists until the time of Né4girjuna had the same feelings as
Muhammadans regarding the representation of the Deity,
or whether it was simply that they had not until that time
regarded the Buddha as a divine being. I will not attempt
to discuss. The important point in Indian architectural
history is that the various forms of foliated arches were associ-
ated with the first painted aund sculptured representations of
the divine Buddha, which began to apnear with the rapid
spread of Mahayina Buddhism in the carly centuries of the
Christian era.

It has been supposed by Oriental scholars that the earliest
sculptures of this kind are those of Graco-Roman craftsmen
of the Gandhira and Mathurd schools; but I believe that
further archaological investigation will show that this assump-
tion is untenable. Sister Nivedita has drawn attention? to
internal evidence in the Gandhara sculptures which seems to
indicate that they are only Graco-Roman reproductions or
imitations of a pre-existing Indian model of the divine Buddha
which should be sought for in the Magadha country. It is
possible, again, that Indian Buddhist sculptors were borrow-
ing from earlier Jain representations of their quasi-divine

! Professor Rhys Davids has shown that according to Buddhist teaching the
attainment of Nirvana is a purely spiritual achievement, and does not necessarily
imply the dissolution of the physical body.

2 Modern Review, Calcutta, July, August, 1910.
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teachers, the Tirthankaras. In any case the symbolism or the
ideal from which the trefoil arch is derived was not Greek,
or Roman, or Saracenic, but purely Indian.

The trefoil was the shape of the aura, the glory or divine
light which shone from the body of the Buddha from the
moment when he attained Nirvana under the Bodhi tree at
Gaya. The simplest form of the aura, as drawn by painters
and sculptors—and probably the earliest—was the lotus-leaf
shape, derived from the gables and windows of the barrel-
vaulted roofs of early Indian buildings, which again might have
had their prototype in the primitive structures of reeds and
thatch which are still found in Mesopotamia.l

The term “ horse-shoe ”’ arch as applied to these Indian
Buddhist buildings by Fergusson and
other writers is very inappropriate,
for the horse-shoe has no meaning in
such a connection, whereas the lotus
leaf was a symbol so full of sacred
associations for Buddhists that this
form of window and gable is found
constantly repeated in early Indian
buildings as a decorative motif when
it was not required structurally. The
idea of good luck popularly associated
with the horse-shoe is perhaps derived
Fic. 15.Leat of tho Pipal Tree from its resemblance to the lotus leaf.

(Ficus religiosa). The outer curve of the lotus-leaf arch
(Plate XXIX, fig. A) took the form

of the leaf of the sacred pipal—the Bodhi tree (fig. 14.)
The pipal tree was associated with the enlightenment of

! Dr. Felix Langenegger in ‘‘ Die Baukunst des Iriq " (Gerhard Kiihtmann :
Dresden, 1911) illustrates one of these (fig. 45).
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Buddha ; but various trees, such as the banyan, were dedi-
cated to other religious teachers, the favourite place for a
yogin’s meditation being under the shade of a tree. When a
Rishi was worshipped as a deity, it was therefore appropriate
to make the aureole round the head of the image take the shape
of the leaf of his especial tree ; by an easy transition of ideas
the leaf was transformed into a flame.

When used to represent the aura in a sculptured or painted
figure of Buddha, the lotus leaf was generally associated with
the makara, a kind of fish-dragon, the fish being an emblem
of Kama, the god of lovr, and of fertility (Pl. XXIX, fig. B) :
here points of flame aie added to the edge of the lotus icaf.
The fish was also a sign of good luck, for in the Indian legend
of Creation it was a fish that saved Manu, the progenitor of
the human race, from the flood. This form of aureole with
the makara and lotus leaf combined 1s »till a tradition with
Saivaite image makers in Southern India.

The trefoil arch was a compound aurcole, or nimbus, made
up of a combination of the lotus and pipal or banyan leaf
slightly different to that which obtained in the window or gable
described above. The pipal leaf stood for the glory round
the head of the Buddha, while the lotus leaf remained as
before to indicate the shape of the aura which surrounded the
body. The intersection of the two formed the trefoil arch
with a pointed crown (Plate XXIX, fig. ¢). A very common
variety of this was made by the chakra, or wheel of the Law
—which was also the emblem of the sun-gods, Vishnu, Sirya,
and Mitra—taking the place of the pipal leaf, making the
crown of the arch round instead of pointed.

The structural use of these trefoil arches and of their
derivations began in Indian buildings about the same time
as the painted and sculptured representations of the Buddha
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were introduced into Indian art—i.e. in the early centuries
of the Christian era, when images were placed in niches in
the walls of temples, monasteries, or relic shrines, the niche
itself taking the form of the aureole. A common form of
the niche was the lotus-leaf gable with the pipal-leaf finial
(Pl. XXIX, fig. D). A Grazco-Roman adaptation of this with
trefoiled arches—showing the round aureole of the cult of
Mitra combined with the pointed pipal leaf of Buddhism—is
given in Pl. XXX, 4, taken from the ’Ali Masjid stipa in

the Gandhira country,

¢ N\ _ a building of about

- 77 N—"_ the first century A.D.
__;3_ . ‘wx  Several varieties of
=~ T "~ g arched niches of a date
L =X~ long anterior to the

. = — . Hegira are found in the
] - _ ruins of the famous
F{ __ Buddhist monastery of

| Nalanda (Plate XXX,

F16. 16.—Foiled Arches at Martand. B) ’ which ﬂourished

from the early days of
Buddhism until about the eighth century A.p.

The sun-temple of MArtind in Kashmir, built in the
middle of the eighth century, shows the round trefoil arch
used structurally both for doorways and for niches (fig. 16) :
this being a stone building, the usual Indian method of con-
structing arches in horizontal courses is used here, as it was
several centuries later in the arched screens of the mosques at
Old Delhi and at Ajmir. The transition from the simple
lotus-leaf, or so-called horse-shoe arch, to lobed or cusped
arches was all the more easy because the inner curve of the
early Indian gable or window was divided into a number of
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equal spaces by the ends of the horizontal wooden purlins
which supported the roof (see Pl. XXIX, fig. A). When an
image with the wheel nimbus behind the head was placed in
one of these gable niches, it would be an obvious elaboration
of the niche to continue the half-wheel all round the latter so
as to produce the cusped arch shown in fig. ¢, which is a form
of bracket commonly used in Hindu temples of Western India
for distributing the weight of the heavy architraves between
the columns (Pl. XXX, c). The makara or fish emblem at
the springing of the arch shows the derivation of this bracket
form from the aureole of images. This bracket, again, was
the prototype of the lobed or cusped arches in later Muhamma
dan buildings. It is used for its original purpcse a. a bricket
in the Jami’ Masjid at Ahmadabad (Pl. X XV).

The Buddhist or Vaishnavaite wheel or half-wheel was
also a very common decorative motif .21 eilings and in the
interior of Indian temple domes. The wheel is even found
crowning the pinnacle of Saracenic mosques, and it is from
the half-wheel, rather than from the Roman scallop, that both
Saracenic and Gothic cuspings should be derived, for the
examples of sixth- and eighth-century cuspings given by
Professor Lethaby?! as prototypes of the Gothic should, I
think, be recognised as vestiges of the Buddhist influence in
Western Asia rather than of the Roman.

The arched niches for images which were so numerous in
early Buddhist buildings in India, and from India passed into
Western Asia with Buddhism, were superseded in later Indian
buildings, constructed chiefly of stone, by rectangular niches,
not because the symbolism of the aura fell into disuse as
Buddhism declined, but because the aura was elaborated
ornamentally to such an extent in later Buddhist, Jain, and

1 ¢“ Architecture,” p. 145
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Brahmanical iconography that it became a part of the sculp-
tor’s rather than the builder’s craft, and in stonework was
usually carved out of the same block as the image to which
it belonged. Thus every conceivable variety of pointed and
round arches, with or without cuspings, were familiar to all
Indian craftsmen for centuries before the Muhammadan
invasion, though they were generally recognised as belonging
to the design of metal and stone images.

Now, when Muhammadan ritual insisted that arches
should be used in Indian mosques, the first impulse of the
Indian craftsmen was to adapt these plastic forms, with
which they had been familiar for centuries, to structural
purposes. They proceeded to Indianise the Persian or Arabian
type of pointed arch, originally derived from early Buddhist
shrines, first by giving the crown the pointed tip of the pipal
leaf, like the aura of Indian Buddhist images. This we can
see in a great many of the thirteenth- and fourteenth-century
Indian mosques—the first one at Old Delhi, the next at Ajmir,
and several of those at Jaunpur, Ahmadibad, and Mandd.
At first it was done tentatively and somewhat crudely, with
the effect of weakening the appearance of the arch, though
it tells unmistakably that Indian and not foreign masons were
at work. The Indian craftsmen themselves evidently saw
that the arches thus partially Indianised were not ®sthetically
satisfactory, for already in Altamsh’s mosque at Ajmir they
began to foliate them (Plate X).

Another device used in India in Muhammadan buildings,
for relieving what seemed to the Indian craftsman’s eye the
monotonous line of the Saracenic arch, was an enrichment of
the soffit of the arch with a characteristic Indian ornament,
used experimentally in many of the earlier buildings and
developing later on into the more elegant form of it seen in



FOILED ARCHES 89

fig. 17, which is from one of Akbar’s buildings at Fatehpur-
Sikri (sixteenth century).

But while, on the one hand, there was a tendency in
early Muhammadan buildings in India to elaborate upon the
little that can be called Saracenic, there was, on the other
hand, a marked endeavour to reduce to the simplest form of
expression the major part which was Buddhist or Hindu. It
was almost as if the Indian craftsmen, under the influence of

FiG. 17.—Arch at Fatehpur-Sikri.

Islam, were reverting to the style of early Buddhist art. The
masonry and sculpture of the Muhammadan mosques at Gaur
are especially interesting for showing the transition of medieval
Buddhist-Hindu forms of structure and decoration into the
simplified aniconic types which they assumed in Muham-
madan buildings. The architraves of the two doorways of
the Chota Soni Masjid (early sixteenth century) shown in
Plate XXXI are clearly derived from Hindu prototypes similar
to those which were used by the Gujerat builders as models
for a mihrab (Plate XXXII), though in this case all the details
are simplified, all anthropomorphic symbolism is studiously
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avoided, and the sculpture is kept in very low relief. The
cusped arches of the heads of the doorways are of the same
type as those which are used in the more famous Mogul build-
ings of the seventeenth century, such as the Diwan-i-Khés at
Delhi and the Moti Masjid at Agra. They are obviously only
a simplification of the highly ornate foliated brackets, derived
from the Buddhist half-wheel as explained above, such as we
see in the porch of the Mudhera temple (Pl. XXX, fig. c).
The ogee curve at the springing of the arch—which distin-
guishes most Indian foliated arches from Saracenic—is the
simplified profile of the makara, or fish-dragon emblem, which
belongs to the Buddhist-Hindu prototype.!

The masonry of the heads of the two doorways shows
the transition from the bracket to the arch. In the right-hand
doorway (B) the mason has constructed the head of it in Hindu
fashion as a bracket pure and simple; using only four blocks
of stone, but inserting a small oblong piece above the crown
of the false arch, apparently on account of a fault in the
two larger blocks, or to correct some mistake in the carving.
In the other doorway (A) of the same design the blocks are
cut as in the true arch, and a keystone is inserted, probably
because the mason had not stone of sufficient size to complete
the arch with four blocks, like the other. It will be noticed
how frequently the open lotus flower, the sun-emblem, is used
as an ornament—a reminiscence of the early Buddhist rails.

The beautiful mihrdb of the fourteenth-century Adinah

! The cusped arches of the Chota Soni Masjid are not the earliest of their kind
in Muhammadan buildings in India, though they are most interesting as revealing
clearly the mental process by which the Indian craftsmen worked them out. There
are similar arches in the tomb of Altamsh at Old Delhi (c. 1235), and it is quite
possible that the Indian masons brought by Mahmid to Ghazni had arrived at the
same form of structural arches by a similar mental process. The main point is that
the derivation of this form of cusped arch is Indian, not Saracenic.
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mosque at Gaur (Pl. XXXIII) is so obviously Hindu in de-
sign as hardly to require comment. One has only to search
among the ancient sculptures which are scattered in profusion
about the districts surrounding Gaur to find any number of
its Hindu or Buddhist prototypes. The image of Vishnu or
Strya found lying near a village in the Manbhum district
of Bengal has a trefoil arched canopy, symbolising the aura
of the god, of exactly the same type as the outer arch of the
mihrab, only the sculptor of the latter has studiously observed
the Muhammadan law in converting the rakshasa’s or demon’s
head which Hindu tradition placed at the crown of the arch,
and all other symbolic ornament deriv.d from aniniate natura
forms into conventional foliage. Except for the abscuce of
such symbols and of the iinage mm the niche, the whole mihradb
is completely Hindu, both in constructior ind in design.
The only suggestion of Saraceric influeuce is in the inscrip-
tions and arabesque ornament with which the whole of the
plane surfaces of the wall are covered The technical treat-
ment of these, as a kind of fretwork in two planes of relief,
was derived from the Arabian practice of carving quotations
from the Quridn on the walls of their mosques. For the
sake of clearness the inscriptions had to be treated in this way,
without any plastic elaboration, and when they were finished
the inventive imagination of the carvers took delight in cover-
ing the rest of the surface with geometric and foliated patterns
of infinite variety, kept flat like the inscriptions. This was
the Musulmén craftsman’s substitute for the wider and more
human field of interest in which the Hindu sculptor revelled.
If the former was less liable to run into extravagance, it was
because his range of expression was much more limited ; not
because his artistic capacity was greater: though it may
be that the greater reticence imposed upon him by this
8
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limitation was sometimes a useful discipline for the Oriental
imagination.

If the various stages in the evolution of the arch in India
are carefully studied, it will not be difficult to trace the
Buddhist-Hindu craft tradition in the later Muhammadan
buildings which Fergusson and other writers wrongly classify
as ‘“ Saracenic.”” Take, for example, the fine recessed door-
way of the "Ali Shahi Pir-ki Masjid at Bijapar (Plate XXXV).

The Bijaptr buildings are justly commended by Fergus-
son for their originality, largeness, and grandeur, but as usual
he tries to find an explanation for these qualities in the fact
that the Adil Shahi dynasty under which they were construc-
ted was of foreign (Turkish) descent, and hated everything
Hindu. A careful examination of the doorway in the light
of the explanation given above will prove that the whole
design of it bears not a trace of foreign inspiration ; like the
vast majority of Muhammadan buildings in India, it shows
only a skilful rearrangement of traditional Hindu constructive
and decorative ideas within the limitations imposed by the
law of Islam. All the arches have the pipal-leaf crown. The
bracketing under the front arch is unmistakably Hindu, like-
wise the cusped ornamental arch which goes round it. The
conventional device at the crown of the cusping is the Muham-
madan aniconic rendering of the Hindu rakshasa’s head
(kirtti-mukhi). The circular ornaments in the spandrils of
the arch are flattened-out lotus sun-emblems, which are so
conspicuous in the rails of Buddhist stéipas, in Muhammadan
disguise. We have seen them already (Pl. XXXI) in an early
sixteenth-century mosque at Gaur in their original Indian
form. Another very common Hindu motif is the amalaka
ornament which fills in the angle between the two inner arches.
The structural basis of the whole doorway can be seen in the
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buildings of the Muhammadan quarter in the neighbouring
Hindu city Vijayanagar (fig. 43).

A very characteristic feature of Indian architectural
design from the fourteenth century onwards was the combina-
tion of the arch with the bracket; the bracket generally
playing the constructive part in accordance with Hindu
tradition, the arch being used as a symbolic and decorative
clement. We shall find this combination very frequent in
the sixteenth-century Mogul buildings of Akbar’s time. The
interior of Ibrahim’s tomb at Bijapir (Plate LXXXYV) also
illustrates it.

The bracket by itself was of course onc¢ of the distinctive
features of Hindu building constructios »~fore Muhammadan
times. It would require a lengithy monograph to illustrate all
its constructive applications, and to do j. tice to the infinite
skill and fancy which the Indian craftsmen lavished upon the
carving of their brackets. The noble gateway at Dabhoi
(Plate II) makes one understand the¢ reluctance of Indian
builders to use the arch, even for wide openings, when they
had plenty of fine material for brackets like these to support
the lintels.

The Muhammadans continued to use the bracket through-
out most of their buildings, but added nothing to the Hindu
craftsman’s knowledge in this respect. Their smaller arches
were very commonly formed of two brackets joined together.
The true arch was generally reserved for wide openings which
could not be easily spanned by beam and bracket. The deep
bracketed cornices, or dripstones, as well as the balconies sup-
ported on brackets, which are so frequent in Indian Muham-
madan buildings, are of pure Hindu design without any

Saracenic suggestion.
We will now pass on to consider the construction and
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symbolism of Indian domes, as found in Muhammadan build-
ings. Though the dome seems to be so distinctively charac-
teristic of Saracenic architecture, there is not, pace Fergusson,
a single type of dome in Indian Muhammadan buildings which
is not of indigenous origin or derived from early Buddhist
prototypes.

It is the case in all countries, but more especially in India,
that the great architectural monuments now extant, which
seem to us to exhaust all the possibilities of ancient art and
science, represent only a very small number of the links in the
development of building methods. The missing links are,
however, frequently to be found in the humbler dwellings
built by craftsmen of the present day who have inherited the
traditions of ancient times. In India a few pictorial fragments
or rock sculptures are all the indications we now have of many
centuries of architectural growth and of thousands of magnifi-
cent buildings which in the days of powerful Buddhist and
Hindu dynasties were mostly constructed of wood, brick, and
plaster—materials which have comparatively little permanence
in a tropical climate and offer little resistance to the destructive
energies of foreign invaders or the fury of iconoclasts. But
the living traditions of Indian craft, the study of which has
been so much neglected, will often supply clues for which the
archaologist searches in vain among the monuments of the
past.

There are two methods of domical construction found in
early Muhammadan mosques in India—one, peculiar to India,
in which the dome is built up of horizontal courses of stone ;
the other in which stone ribs resting upon the octagonal base
form the structural framework, the intervals between the ribs
being filled up with horizontal masonry. The reconstructed
Hindu domes used in the Qutb Mosque (Plate IX) are examples
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of the first method. The dome of the Champanir Jomi’ Masjid
(Plate L) is an illustration of the other.

Fergusson made a cardinal mistake in supposing that the
latter method was not an Indian one.! Not only was it Indian
but the ribbed dome was certainly the earlier of the two
Indian types; for the method of construction is directly de-
rived from primitive or temporary domes built with a frame-
work of bambu or of wood, whereas the alternative method
is distinctly lithic in its technique.

The principal Indian building styles may be roughly
divided into three main periods according to roof construction,
which is the chief determining factor in the evolvidon of archi-
tectural style. The first period is that in which 100fs a:e built
with a framework of bambu , in the second period the bambu
construction is reproduced more permanently in timber car-
pentry ; in the third period the woode.. ¢ ‘nstruction is adapted
to brick or stone. In all three periods brick and stone were
used to some extent in the subsiuructure of the buildings.
The same classification will serve to indicate roughly the
buildings which belong to three different strata of society—
the first one representing the humble dwellings of the ryot and
of the lower castes generally ; the second the houses of the
well-to-do middle classes ; the third, the palace of the rajah
and of the nobility, state buildings, military or civil, and
temples or mosques.

The vaulted roofs of Asokan buildings, as sculptured
in the Bharut and Sanchi reliefs, are all derived from bambu
prototypes. The style we see here, which might be called the
Early Magadhan style, belongs to Bengal, a country in which
the bambu even in the present day determines the structural
character of village huts and also that of temple architecture.

1 ¢ Indian Architecture,” vol. ii. p. 57.
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The modern Bengali style of temple, so far from belong-
ing to what Fergusson calls an ““ aberrant type,” is the lineal
descendant of the early Magadhan style. The form of the
lotus-leaf or “ horse-shoe ”’ window or gable of the Asokan
buildings is that which bent cane or bambu naturally assumes.
The elasticity of the latter is a valuable quality in roof con-
struction which Bengali craftsmen were not slow to utilise ;
but there were ritualistic as well as technical reasons which

commended this form to the

Asokan builders. The lotus-leaf

arch symbolised the sun rising

from the sea, or from the banks of

the holy Ganges. The adoration

of the rising sun has been from

time immemorial, and still is, an

essential part of all Indian religious

ritual, and it agreed well with the

‘ joyous spirit of the early Buddhists

to let the sun’s first rays enter

F16. 18.—Diagram of Bell-shaped Dome. into their houses and shine upon

the images in their temples

through these lotus-leaf windows and gables. Their vaulted

roofs were first built in bambu ribs of the same form ; in the

rock-hewn Buddhist chapter-houses of a later period we can see

the bambu ribs imitated in wood (Plate I). When stone began

to be used more extensively in building roofs, the difficulty

of making such stone ribs for vaults of large size probably

led to the trabeate style of building, with terraced roofs,

taking the place of the early Magadhan method, except in the

country of its origin, Bengal, where brick vaulting and arches
came into use.

The principle of ribbed dome construction continued,
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however, to be used for domes not built solidly of stone or
brick. The lotus-leaf or bent-bambu arch became the struc-
tural basis of the dome, known to Western writers as the
“bulbous ”’ or ““ Tartar ” dome. The carliest Indian domes
—those of stiipas or relic shrines—were approximately hemi-
spherical in shape and built of solid brickwork; but when
images of Buddha began to be placed under domed canopies
supported by columns, such

as we see sculptured on the di
facade of the great Ajantid :
chapter-house (Pl. VI), the
dome was necessarily a
structural one, and, being
so, would be constricted in
the Magadha country with
ribs of bambu bent into
the lotus-leaf or “ bulbous ”
shape. = The eight-ribbed
Dravidian domes, such as
are sculptured at Mamalla-
puram and Kalugumalai (P]‘ F16. 19 —Construction of Ribbed Dome.
XXXVI), are all reproduc-

tions of structural domes of this type built with bambu or
wooden ribs; the bell-shaped dome being derived from the
lotus or bulbous dome by adding eaves with an upward curve
(fig. 18), which served the practical purpose of keeping the
rain off the walls of the building.

The symbolism which the ancient Hindu craft canons—
the Silpa-sdstras—connects with the ornamentation of a dome !
is directly derived from the principles of bambu or wooden
construction. The ornament gave symbolic expression to

! See pp. 25-6.

halasha 4 }

Maha padma

chakra
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the most ‘vital parts in it. In a primitive ribbed dome, made
with & bambu or wooden framework, there are four essential
parts which ensure the stability of the whole (fig. 19) : (1) the

Vertical section.

Half-sectional plan,

F16. 20.—Dome similar to fig. 19, constructed of
Permanent Materials.

pole or axis, which must
be firmly fixed either in
the ground or upon a stable
base, such as an inner roof
or dome ; (2) the bambu or
wooden ribs ; (3) the ties
by which the ribs are
secured to the pole at the
springing of the dome;
(4) the cap which secures
them firmly at the crown
of the dome.

The lotus petals which
invariably decorate the
springing of an Indian
dome are placed just where
the ties—forming a chakra,
the wheel of the Law to
Buddhists and a symbol of
the universe to all Hindus
—bind the ribs together at
the base. The eight spokes
of the wheel would be
placed auspiciously by the
master-craftsman in the

direction of the four quarters and four intermediate points.
The cap at the crown of the dome—decorated by the Mah4-
padma, the mystic eight-petalled lotus, or by the amalaka—
resembled the nave of a wheel, the most sacred of symbols as
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denoting the central force of the universe, the Cause of all
existence. Hence the prominence which was given to this
member by all Indian craftsmen, and the veneration with
which the amalaka was regarded. The water-pot or kalasha,
containing a lotus bud, placed above the Mahi-padma or the
amalaka as a finial was a most appropriate symbol of the
creative element and of life itself.

The primitive lotus dome, translated into permanent
materials (fig. 20), had many practical recommendations, for
the form is one in which the outward thrust is reduced to a
minimum. Hence, although in India, when stone began to
be largely used in temple building, the system of buildirg
massive domes in horizontal courses largely sup ‘rseded the
Buddhist method, the earlier system used by Indian crafts-
men continued in vogue in Persia and Central Asia, where
stone construction on a large scale nev r jecame general.

The tomb of Timur at Samarkand (1405), in which Indian
craftsmen assisted, was built on this early Indian principle,
with internal ties in the shape of a wheel fixed to the central
axis which is supported upon an inner dome.! This is pre-
cisely the method by which the domed canopies of the Indian
Buddhists shown on Plate VI must have been constructed,
when built of concrete or of brick. In this case the inner dome
takes the place of the principal wheel and acts as a support to
the subsidiary one above it. The same methods are used in
modern Persian domes? which, like the early Indian struc-
tural domes, are always built of light materials.

The construction of the Indian dome with the wheel and
ribs explains the origin of the foliated devices, somewhat
similar to the stalactite vaulting of the Saracens, and still

1 See Saladin, ‘“ Manuel d’Art Musulman,” fig. 276, p. 361.
* Langenegger, ‘‘ Die Baukunst des Irdq,” fig. 129, p. I0I.
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more suggestive of the Roman scallop, which are so often
used in the internal decoration of domes and ceilings, both in
Hindu temples and Muhammadan mosques.

The whole design (Plate XXXVII) represents the open
lotus flower. The circles and semi-circles arranged in foliated
patterns which are units of the decoration have nothing to do
with the Roman scallop : they are eight-ribbed Indian domes
and half-domes in miniature (seen from the inside) cut into
the masonry to reduce the weight of it. Each miniature
dome also represents a lotus flower enclosed in the wheel
(chakra) of Vishnu.l

Fig. A, Pl. XXXVII, shows the interior of one of the
domes of Qutbu-d-Din’s mosque at Old Delhi, constructed
from the material of Hindu temples roughly pieced together.
Fig. B in the same plate shows the plan and section of the
dome of a Hindu temple at Sunak, in Gujerat, which Dr.
Burgess attributes to the tenth century A.np. It is interesting
as an example of the transition from the earlier wooden struc-
tural methods of the Buddhists to the lithic methods of the
Hindus, for here the ribs are reduced to mere ornaments,
sculptured with mythological figures, which serve no struc-
tural purpose.

I have already shown how the bell-shaped dome was
derived from the lotus dome. The bell, as one of the symbols
of vibration, the cosmic creative force, played as important
a part in early Buddhist ritual as it does in Hindu ritual of
the present day. The bell-shaped fruit of the sacred lotus
(Nelumbium speciosium) (fig. 21) had been from time imme-
morial a traditional motif for the capitals of Indian temple

! It is very probable that this ornamental treatment had its origin in the prac-
tice of using earthenware pots to lessen the weight of concrete domes and vaults ; and
it is quite possible that the practice of using pottery in this way suggested the stalac-
tite pendentive of the Arabs, as it was certainly the earlier of the two methods.
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pillars : the torus () beneath the seed-capsule to which the
petals of the flower are attached formed a strongly emphasised
moulding in the design of the capital; and lotus petals were
generally used to decorate the surface of the upper member,
which corresponded to the seed-capsule of the real lotus.
The transition from the lotus dome to the bell-shaped
dome was thus an easy one for the Indian craftsman to make,
whether the starting-point was structural or symbolic. The
bell-shaped dome became the usual one for Buddhist stiipas
and temples; but in order that it might be visible from a

==

lo*us cap e

turus «

water pot

F16. 21 —Seed-capsule of the Lotus. F16 22.—Hindu Capital,

greater distance, the height of the bell in proportion to the
base was gradually incrcased. These elongated bell-shaped
domes, which are characteristic of Burmese and Siamese
architecture, were built of solid brickwork in the more impor-
tant Buddhist buildings ; but the ribbed principle of construc-
tion remained in the Indian craft tradition, for it must have
been followed in all the temporary or less important structures
built of wood or bambu.

Now when the same kind of structure was made by
Indian stonemasons, it became structurally convenient to
simplify the form by leaving out four of the eight ribs, and
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thus the curvilinear spire, the so-called ‘‘ sikhara ’ of northern
Hindu temples, was evolved from the Buddhist bell-shaped
ddgaba or stitpa. This has long been a puzzling problem to
archazologists, though from a craftsman’s point of view the
solution of it seems simple. Fergusson only surmised that
the sikhara was ““ invented " principally for asthetic purposes.
Several other archaological writers have connected the sikhara
with the Buddhist stiipa without explaining the process of
its structural evolution—i.e. that it is a four-ribbed, bell-
shaped dome of abnormal height in proportion to the base.
As in the case of the ‘‘ horse-shoe ” arch, the archeo-
logical name given to this spire, or dome, is inappropriate.
The modern temple craftsman in Orissa, where the Indian
Buddhist traditions are still alive, knows it not as a sikhara
(a pinnacle or spire), but as a gandhi (a bell), a name which
connects it definitely with the Buddhist bell-shaped dome.
Pl. XXXVIII, a ruined Hindu temple at Khajuriho,
shows the ribbed construction of the sikhara or gandhi. The
structural modifications of the original wooden prototype
which are found in stone-built sikharas are only those which
the change of material made necessary. It was impossible
to make continuous stone ribs of the length required, so it
became usual to build them up in small stone vertebrz,
like the human spine. The stability of the structure was
secured by building it up in several stories, with through
courses of masonry between each. The transition from an
octagonal or polygonal sikhara to a four-ribbed one is some-
times to be seen in two adjacent temples (Pl. XXXIX).
The amalaka which crowned the sikhara performed structural
functions similar to those of the cap, or Mahi-padma, of

the lotus dome.
From these considerations it will be clear that Indian
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masons, when they were employed by their Muhammadan
rulers to build domes of greater size than was usual for them,
needed no foreign architects to teach them the construction
of ribbed domes—it was part of their ancient craft tradition.
For understanding the development of Muhammadan archi-
tecture in India it is very necessary to realise that many of
the forms which Western writers describe as ‘ Saracenic ”’
in Persia, Arabia, and in Egypt were Buddhist and Hindu
long before they became Saracenic; so that the Persian
influence which flowed into India with the
founding of the Mogul Empire was largely a
return wave of the Buddhist influcnces which
spread from India into Western Asia, and far
beyond, centuries before the Muhammadan
supremacy.

Saracenic architecture in Persi: shows wmany
indications of Buddhist influence. I have before
alluded to the fact that the Persian nam.e for the
pinnacle or finial of domes is taken from the e
Indian word kalasha, the water-pot. The i 25 —Fumal
combination of forms used in the metal finials {0 % tosaue
of Persian domes also indicates a survival of
Buddhist symbolism. The three balls in fig. 23 recall the
three umbrellas of the Buddhist tee ; the other shape is the
Indian water-pot. Still more significant is the fact that
several of the finials from Persian and Arabian mosques
illustrated by Dr. Langenegger! are surmounted, not by the
ensign of Islam, but by the chakra, the wheel of the Law !

It was therefore perfectly easy for any Indian craftsman,
whether Buddhist, Hindu, or Muhammadan, to recognise
this Saracenic art as his own, in spite of its foreign disguise.

! “ Die Baukunst des Iraq,” p. 121.
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The Indian builders did in fact from the very first treat it
frankly as belonging to their own art tradition. Their only
endeavour was to divest it of its foreign accretions; and
the fact that they consistently did this, unchecked by their
Muhammadan employers, so that Muhammadan architecture
in India never became more ‘ Saracenic ”’ than the Indian
builders wished it to be, is clearly stated in masonic language
on all Indian Muhammadan buildings.

A most significant fact, unnoticed by Fergusson, and I
believe by all other writers, 1s that with the rarest exceptions
the domes of every Muhammadan building in India, beginning
with the mosques at old Delhi and Ajmir, are crowned not
with the symbols of Islam, as recognised by true believers in
Persia, Arabia, Egypt, or Turkey, but by the Indian kalasha,
the amalaka, or the lotus-flower—the traditional symbols
which surmounted the vimanas and mandapas of Hindu

temples.
Nothing could more clearly explain the mental attitude
of Hinduism towards the followers of Islam. “ We build

these mosques and tombs for you,” these Indian masons
say, ‘‘ we set our sacred symbols upon them ; for the God
whom you know as Allah is Brahmé and Vishnu and Siva.
You may kill us and destroy our temples, but our bhakti is
not destroyed. Vishnu and Siva are here, even in these
stones. Though you only bend your knees to Allah, Brahma
is immanent in every prayer.”

Any student with insight into the philosophic attitude of
Hinduism who learns to read the symbolic language of these
Indian Muhammadan monuments might well believe that
most, if not all, of the craftsmen who built them were Hindus
at heart, even though professed followers of the Prophet.
In all the Indian-Muhammadan styles of Fergusson’s academic
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classification—at Delhi, Ajmir and Agra, Gaur, Malwji,
Gujerat, Jaunpur, and Bijiplir—whether the local rulers
were Arab, Pathdn, Turk, Persian, Mongol, or Indian, the
form and construction of the domes of mosques and tombs
and palaces, as well as the Hindu symbols which crown them ;
the mihribs made to simulate Hindu shrines; the arches
Hinduised often in construction, in form nearly always;
the symbolism which underlies the decorative and structural
design,—all these tell us plainly that to the Indian builders
the sect of the Prophet of Mecca was only one of the many
which made up the synthesis of Hinduism : they could be
good Muhammadans but yet remain Hinus.

Let us now proceed to examine further thc symt.olism
and structure of these Muhammadan domes. In spite of a
very general uniformity of structure, tvere is considerable
variety in the external form of Inde-Muhammadan domes
in the thirteenth, fourteenth, and fifteenth centuries; but
usually they are of threc distinct types—first, a conical
form following the internal section, secondly, the so-called
““ Path4n ” dome with its flattened top and strongly pro-
nounced haunches; and lastly, the hemispherical or semi-
elliptical. The Hindu horizontal system of dome-building
could never produce a hemispherical shape internally, and
if a Hindu dome of solid masonry were made of the same
thickness throughout, the exterior would present the rather
ugly conical shape which is seen in many of the early make-
shift domes of Muhammadan mosques and tombs (PL XIV).
The Gujerat builders often tried to meet this @sthetic difficulty
by bringing the exterior approximately to a semi-circular
section, as in the domes of the side-aisles of the Jami’ Masjid
at Champanir (Pl. XLIX). This, of course, meant an increase
in the thickness of the domes in the wrong place, and a great
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waste of material. The ‘“ Pathin ”’ dome was a much better
expedient : it was the most scientific, and on that account
the most beautiful, curve an Indian craftsman could adopt
when he was obliged to puritanise the exterior of the tradi-

Pallul '

F16. 24.—Section of a Hindu Dome.

tional Hindu dome by leaving out the sculptured symbolism.
The section of the dome of a typical Hindu porch (fig. 24) will
show this. If the external excrescences of the sculptured
masonry are removed, the dome will be naturally transformed
into a  Pathan "’ dome (PL. XCI). This was frequently done
after the Muhammadan conquest, as I have shown already,
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not only in Muhammadan domes, but in the domes of the
porches of Hindu temples.

There was, however, another practical alternative. When
a hemispherical dome was wanted, the builder could use stone
ribs for the structural framework and fill up the interstices
with horizontal courses of stone or with rubble masonry. By
this means the dome could be made of convenient thickness
throughout. There was no need to look to Western models
for this ribbed method of construction, for not only were all
the wooden and bambu domes of the Buddhist builders con-
structed on this principle, but the stone-ribbed sikharas of
Hindu viménas and portiuns of the roof of the mandapas also.
The ribbed dome of the Jami’ Masjid at Champanir (Plate L)
is, therefore, not a borrowing of a Western fashion, hut an
intelligent Indian craftsman’s expedient for constructing a
hemispherical dome scientifically accc~ding to the Indian
craft tradition. The central do.ne with 1ts sixteen ribs—two
for each petal of the Mahd-padma. is both in structure and
symbolism as much Hindu as are thnse of the side-aisles which
are built entirely in horizontal courses.

Now, according to the Buddhist and Hindu tradition the
tee or finial of a dome should rest either upon the amalaka
or upon the Mahi-padma—an eight-petalled lotus with the
petals turned downwards—both of which were sun-emblems.
The springing of the dome, or the outer rim of the bell, was
also ornamented with a row of lotus petals, which suggested
that the dome itself grew out of the heart of a lotus flower.
Bearing this in mind, we can follow the Indian craftsman’s
intention in the external decorative treatment of Muham-
madan domes. There are three successive stages. The
earliest Muhammadan domes had no external ornamentation
except the Hindu finial—the bell of the dome was simply

9
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plastered over roughly on the outside. Then the domes are
carefully finished externally either with glazed tile-work or
with a facing of brick or stone, and the octagonal base is
ornamented in the same manner as the parapet of a Hindu
fortress wall, sometimes with a suggestion of the lotus leaf
or petal, sometimes with the Persian iris worked into it
(P1. XL), but with an obvious intention of reverting to the
old Indian masonic tradition, for it was not usual in Arabian
or Persian buildings to ornament the external springing of
the domes in this manner. Finally, in the T4j Mahall, and
still more distinctly in the domes of the Bijaphr and Golconda
buildings, the Buddhist lotus dome—the * bulbous’ one—
reappears in a modified form with all its traditional members,
according to the Hindu Silpa-sastras, the base of every * bul-
bous”’ dome being enclosed with strongly marked lotus petals
(Pl. LXXXYV).

This brings us to the further consideration of the interior
treatment of Muhammadan domes and of that great triumph
of idealistic engineering of the Bijapir builders in the tomb of
Mahmid (1638-60), the last but one of the Bijapir dynasty,
justly described by Fergusson as ‘ a wonder of constructive
skill.” For the first few centuries of Muhammadan rule in
India the interior decoration and construction of the roofs of
mosques and tombs presented no essential difference to those
of Hindu temples, except in the absence of anthropomorphic
symbolism. The lotus flower and the chakra, either separately
or in combination, formed the usual basis of the decorative
scheme in both cases. Neither was there any difference in
constructive principles until the size and weight of the domes
in Muhammadan buildings were so greatly increased that
provision had to be made for counteracting the outward thrust
of these great masses of masonry or brickwork.
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The early Indian domed canopy, as I have explained above,
must have been constructed on the same principles as modern
Persian domes, that is, it had an outer and an inner dome, the
outer, or false, dome being merely a shell of mud, plaster, or
concrete, of so light a character that nothing more was needed
for stability than the inner ties of wood or rope attached to the
central post which kept the pinnacle in its place. But in this
case, as in so many other, the early practice established a
traditional constructive principle which was followed when
more permanent materials were used—that is to say, the double
roof became a constructive feature in the porches of Hindu
temples in Northern India, even when thev were huilt of solid
masonry, and Indian builders were accustomed t. the idea of
counteracting the lateral thrust of a dome from the inside of
it. This was the antithesis of the Westera idea, which was to
build external buttresses and to pile g.et mas<es of masonry
on the haunches of the dome—as Fergusson says, a very
clumsy expedient.

The domes of the porches of Hindu temples in Northern
India were usually supported on pillars arranged as in fig. 11,
the difficulty of supporting the octagonal base of the dome
being surmounted, when the latter was of large dimensions,
by brackets or stone struts between the pillars. The same
principle was followed in all of the early Muhammadan mosques,
but the sanctuary of a tomb was often enclosed by walls, like
the shrine of a Hindu viména, and in this case pendentives
would be more convenient to use at the angles whenever the
stone beams at the base of the dome required this support.

Pendentives would also become a useful constructive
expedient, if not an organic necessity, when, in order to gain
more floor-space, the pillars supporting the octagonal base of
the dome were dispensed with and the four corner pillars or
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piers..-were joined by arches. In Malik Mughi’s mosque at
Manda (Pl. XIX), a very interesting example of the transition
from the trabeate to the arched system of building, the
capitals of the four corner pillars engaged between the arches
are used as brackets to support the base of the dome in the
ordinary Hindu method ; but here the dimensions are small

+ Nl

F16. 25.—Pendentive from Mosque at OldlDélhi (from Fergusson'’s ‘‘ History *').

and the extra eight pillars would not have been necessary if
arches had not been used. The usual type of pendentive in
early Muhammadan buildings was a solid corner bracket cor-
belled out of the walls, and often treated decoratively with
cusped Hindu arches, as in fig. 25. But when Indian builders
got accustomed to using arches of considerable size! struc-

1T assume that before the Muhammadans came the Buddhists and Hindus had
only used arches of small dimensions structurally, in brick-building districts like the
Magadha country.
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turally instead of pillars and brackets to support the octagonal
base of the dome, the arched pendentive naturally came into
use also. A rather crude early fifteenth-century application
of it can be seen in the Jami’ Masjid at Mandt (P1. XVIII).
It is important to notice that in this building rubble and brick-
work were largely used instead of pure lithic construction, for
it was the technique of brick construction which led up to the
great engineering achievements of the Bijaplr builders in the
sixteenth and seventeenth centuries.

The germ of the idea of the Bijiptr dome can be seen in
two Muhammadan buildings in Gujerat, which Fergusson has
left unnoticed in his history, though structurally they are very
important—the tombs of Daryd Khan and th: mosjue of
Alif Khan, belonging to the middie ot the fifteenth century.
Both are of brick, both have hemispherical domes, like the
Jami’ Masjid and M:thmid’s tomb at B-japir, and both have
some apparent Persian affinities, although on closer examina-
tion it is evident that they are the work of Indian builders
working out for themselves engineering problems which the
Muhammadans in Persia never attempted to solve. Even
Fergusson does not deny the originality of Gujerat architec-
ture. ‘“ No other form,” he says, ‘‘is so essentially Indian,
and no one tells its tale with the same unmistakable dis-
tinctness.”’ ! The larger Perso-Saracenic domes are thin shells
of solight a character that an internal wooden framework often
sufficed for their support. Their builders, in an engineering
sense, never progressed farther than the domes of the Indian
Buddhist builders. Perso-Saracenic buildings on the whole
seem hardly to belong to the domain of architecture—they are
rather magnificent chefs-d’aeuvre of painted china or majolica
supported by a wooden framework and strengthened with a

1 ¢ Indian Architecture,” vol. ii. p. 229.
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coreof brick to make them habitable. The Mongolian invasion
of Western Asia seems to have swept away in its terrible holo-
caust the great Sassanian building traditions, so that when
the later Persian and Chinese fashions were brought into India
by the Muhammadan invaders, it was left to the Indian masons,
who since the palmy days of Buddhism had progressed much

, farther than the Per-
| sians in masonic crafts-
| manship, to teach their
masters what could be
done in brick and
stone.

The tomb of Dary4
Khan is near Ahma-
dabad, a mile north of
the Delhi gate. Dr.
Burgess gives the date
ascribed to it, 1453,
and the dimensions.
The plan is the usual
B #_B one of Muhammadan

= tombs in India. The

Fie 0Pl of D Ky Toh (o 0 sanctuary containing
the tomb is a square

of about 50 feet, covered by a single large dome raised on
a circular drum, and surrounded by corridors 19 feet wide,
which are enclosed by walls with five arched openings on
each side and divided into five corresponding square com-
partments roofed by small domes. The central dome is
built in the following manner : At a height of 17 feet from
the floor a small bracket pendentive is corbelled out of
each of the four corners of the central hall, the base of
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it being shaped in successive courses of brickwork like the
arched head of a mihrdb. These corner brackets, or penden-

F16. 27.-—Dary4 Khan's Tomb : Section of Principal Dome (drawn by the Archazological
Survey of India).

tives, above the arched base are brought to a plane surface of
about 7 feet wide reducing the upper part of the hall to an
irregular octagon ; and at a height of 29 feet they support a
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plain string-course or plinth, carried right round the building,
which serves as a base for four larger arches 17 feet wide, built
in front of the corner brackets. These larger arches reduce the
walls to a regular octagon, according to the usual Hindu practice.
Light is admitted into the building by windows placed in the
centres of the four main walls just above the string-course.
The octagon is reduced to a sixteen-sided polygon by filling
up the angles with eight
smaller brackets; and at
a height of 45 feet from
the floor another string-
course or cornice serves
as the starting-line of the
circular drum of the dome,
which is 17 feet in height.
The brickwork of the
drum and dome is laid in
successive horizontal rings
about 4 feet in height, as
Fig. 28.—Dholki  The Khan’s Maspd  Plan of one if to simulate the Hindu
okt Compunts o he vin Gravn by ithic. construction. The
total height inside is 86
feet. The usual Hindu finial crowns the top of the dome,
and the springing of it is marked outside by the lotus-leaf
parapet, which is not found in any Arabian or Persian domes.
In fact, the whole building is structurally as characteristically
Indian as are all the other Muhammadan tombs and mosques
in Gujerat.

Alif Khan’s Masjid at Dholk4, about twenty-three miles
to the south-west of Ahmadadbad, has a liwan, or sanctuary,
divided into three compartments, each about 43 feet square,
covered by domes approximately hemispherical. It was
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built about the same time as DaryA Khan’s tomb, but the
arrangement for the support of the domes is more elegant and
marks a distinct advance in architectural skill, though the
domes are smaller, being about 41 feet in diameter, or ¢ feet
less than that of the other building. The beautiful stucco

F16. 29.—Dholkd. The Khan’s Masjid : Section of one of the Compartments of the Liwan
(drawn by the Archeological Survey of India).

work of the entrance doorways is shown in Pl. XXVII. The
plan and section drawn by Mr. Cousens (figs. 28 and 29) will
explain the construction of the domes. At a height of about
23 feet from the floor, says Dr. Burgess, a plain string-course
runs along the walls and is surmounted by eight arches—four
of them with groins across the corners, so as to reduce the
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square to an octagon—the four on the sides enclosing perforated
windows through the outer walls and plain openings through
the inner ones. These arches, with groined segments between
their haunches, reduce the space, at a height of 38 feet from
the floor, to a sixteen-sided polygon, with a plain stepped
moulding laid over the cusps to form the base of the dome,
which rises to a height of 63 feet from the floor inside.

Now let us compare these two buildings with the two
much greater and more famous buildings at Bijipir, the Jami’
Masjid, begun in the latter half of
the sixteenth century, and Mah-
mud’s tomb, nearly a century
later. Fergusson’s description of
the great dome of the latter, which
will serve to explain both, is as
follows :

““ As will be seen from the plan
(fig. 30), it is internally a square
_apartment 135 ft. 5 in. each way ;
%247 1ts area consequently is 18,337
Fic 30 —Plan of Mahmad's Tomb  gq. ft., while that of the Pantheon

(from Fergusson's ™ History ") at Rome is, within the walls, only
15,833 sq. ft.; and even taking into account all the recesses
in the walls of both buildings, this is still the larger of
the two.

“ At a height of 57 ft. from the floor line the hall begins
to contract, by a series of pendentives as ingenious as they are
beautiful, to a circular opening 97 ft. in diameter. On the
platform of these pendentives at a height of 109 ft. 6 in., the
dome is crected 124 ft. 5 in. in diameter, thus leaving a gallery
more than 12 ft. wide all round the interior. Internally, the
dome is 178 ft. above the floor, and externally 198 ft. from
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the outside platform ; its thickness at the springing is about
10 ft., and at the crown g ft.

““ The most ingenious and novel part of this dome is the
mode in which the lateral or outward thrust is counteracted.
This was accomplished by forming the pendentives so that
they not only cut off the angles, but that, as shown in the plan,
their arches intersect each other, and form a very considerable
mass of masonry perfectly stable in itself ; and by its weight
acting inwards, counteracting any thrust that can possibly be
brought to bear upon it by the pressure of the dome. If the
whole edifice thus balanced has any tendency to move, it is to
fall inwards, which from its circular form 1 imprssible ; wliile
the action of the weight of the pendentives oeing in the
opposite direction to that ot the dome, 1t acts like a tie, and
keeps the whole in equilibrium, without interfering at all with
the outline of the deme.

“In the Pantheon and most European domes a great
mass of masonry is thrown on the haunches, which entirely
hides the external form, and is a singularly clumsy expedient
in every respect, compared with the elegant mode of hanging
the weight inside.”

If Fergusson had not been obsessed with the idea that
the greatness of Indo-Muhammadan architecture was due to
Saracenic inspiration, he would have seen that though much
grander on account of their colossal dimensions and finer in
architectural treatment, the Bijaptr domes of the sixtesnth
and seventeenth centuries established no new principle in
engineering, but with a single modification followed exactly
that on which the two Gujerat buildings had been constructed
in the fifteenth century. In both of the latter the weight of
the pendentives at the base of the dome acts as an internal
tie, the mechanical principles being similar to that which was
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used by the early Buddhist builders, though the lateral thrust
of these smaller domes would be insignificant compared with
that of Mahmid’s colossal tomb. The only difference, from
an engineering point of view, was that on account of the
lateral thrust being so much greater, the inner circular string-
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F1G. 31.—Section of Mahmid'’s Tomb (from Fergusson'’s * History ).

course, or cornice, at the springing of the dome had to be
much heavier and thrown more inwards.

The way the Bijaptr builders effected this was as in-
genious as it was beautiful ; but the idea was Indian, not
Saracenic. Indian builders in the sixteenth century had
become familiar with the Persian pendentive, formed by
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intersecting brick arches. The light Persian pendentive,
however, would not have served their purpose, so, like good
craftsmen, they invented a new way of using it—a combina-
tion of the Hindu and Saracenic methods with Hindu idealism
behind them.

In the tomb of Daryd Khan, though arches are used in
the pendentives, the pendentives themselves are arranged
on the Hindu bracket
system—i.e. the square
base of the dome is
converted into a circle
gradually by tier upon
tier of bracket penden-
tives placed in hori-
zontal and  vertical
planes only. In the
Dholkd mosque the
principle is the same,
but the upper tier of
brackets below the
springing of the dome
Combines Wlth the Fic 32.—Pendentives of Mahmiid’s Tomb, looking
arches of the ].OWﬁI' ones upwards (from Fergusson’s *‘ History ’).
in forming a decorative scheme like the petals of a half-
opened lotus flower—a device characteristically Hindu. The
Jami’ Masjid and Mahmiid’s tomb at Bijapiar show a varia-
tion of the same treatment, in which the resemblance to
lotus petals is made more complete by the intersection of
the arches. This produced not only the mechanical result
which was aimed at—that of a sufficient contra-weight to
the lateral thrust of the dome—but it achieved also the
artistic ideal which the Indian builders had in their mind,
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to support the dome on the symbolic lotus flower, the
eight-petalled Mahd-padma formed by the groining of the
pendentives, which repeats internally the Mahd-padma on
which the finial of the dome is placed.

Thus we find both the artistic idealism and the practical
craftsmanship of the Hindu and Buddhist building traditions
inspiring the Muhammadan builders in all their greatest works.
Unless the archaologist relies upon examples in which Indian
inspiration is conspicuous, he will search in vain in Central
Asia, Persia, Arabia, Egypt, or in Europe for Saracenic build-
ings which explain either the symbolism or the constructive
principles of the great Muhammadan buildings in India. The
true history of Indian architecture, Buddhist, Hindu, and
Muhammadan, is written in the monuments which exist only
in India itself.



CHAPTER VII
THE SIXTEENTH CENTURY IN BENGAL

HUSAIN SHAH AND THE CULT OF SATYA PIR—THE INFLUENCE
OF BENGALI CRAFTSMANSHIP UPON INDO-MUHAMMADAN
ARCHITECTURE—THE BUILDINGS AT GAUR: THE QADAM-
I-RASUL MASJID ; THE SONA MASJID ; THE CHOTA SONA
MASJID ; THE JAMI' MASJID OF AKHI SERAJ-UD-DIN,

THE detailed analysis of structure given in the ‘ast chapter
will, I hope, enable the reader to follow wore closely the history
of the Indian building craft from the six*eenth century down
to modern times. It will enable him *, «ce that the principal
structural forms of Indian architecture, in the Mogul period
and all other periods of Indian histcry, as well as the creative
inspiration which lay behind thesc forms, were essentially
Indian ; that Indian architecture, like Indian sculpture, paint-
ing, and music, forms a great original school which worked out
its own ideals, borrowing from foreign sources less than any
of the great European schools have done. “‘ Indo-Saracenic ”’
as applied to Muhammadan architecture in India is an un-
scientific classification, based on the fundamental error which
vitiates the work of most European historians of Indian civili-
sation. It is as if a Muhammadan historian of European
architecture would describe French Gothic as “ Franco-Ara-
bian.” With equal justice Italy might claim Shakespeare as
an Anglo-Italian poet because the plots of his dramas are
frequently based on Italian stories. The cultural basis of

Muhammadan architecture in India was essentially Indian,
121
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not Saracenic—the buildings which may be regarded as an
exception to this rule are few and unimportant as regards
their influence on the history of Indian architecture. Indian
craftsmen, like those of all other countries, learnt other lan-
' guages besides their own, but they remained always true to
Indian ideals, whether they were Buddhists, Hindus, or Mu-
hammadans. Persian, Arabian, Central Asian, and Chinese
craftsmen came into India in the Mogul period, as Byzantine
and other craftsmen came into Italy for the building of St.
Mark’s at Venice ; but there is no epoch-making Muhammadan
monument in India entirely inspired by Saracenic culture
in the same way as the Duomo of Venice was entirely inspired
by Byzantium.

It is a travesty of Indian history to represent Arabian
culture as a great creative force which transformed the ideals
of Indian art and taught Indian builders the true principles
of architecture. Muhammadanism in India, even as a religion,
is essentially different to the creed professed by the Western
school of Islim : as art it belongs almost entirely to Hindu-
ism. The mainspring of the great development of Muhamma-
dan architecture in the sixteenth and seventeenth centuries
in India is really to be found in the eagerness with which
cultured Muhammadans of Arabian, Persian, Turkish, or
Mongolian race, when the passion of warfare and the heat of
religious hatred had subsided, applied themselves to the study
of the art, literature, and religion of the land of their adoption,
establishing a neutral ground on which Hindu and Musulméin
might meet fraternally. Though Persian and Arabic were
ceremonial languages at the Imperial Court of the Moguls, so
that even Hindu rajahs and pandits often found it expedient
to become proficient in them, the study of Sanskrit by Muham-
madan scholars and poets gave a great impetus to indigenous
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literature also. Mr. Dinesh Chandra Sen, in his very valuable
‘“ History of Bengali Language and Literature,”’ ! tells us how
a great Sanskritic revival in Bengal in the seventeenth century
was heralded by a Muhammadan writer, Syed Aldol, “ with
a mastery of the Sanskrit tongue, the like of which we raiely
find among Hindu poets in the Bengali literature.” The
rapprochement between Hindus and Muhammadans on a
religious ground was even more remarkable. Akbar was not
the only Musulmidn monarch who endeavoured to found a
religious cult to which both Hindus and Muhammadans could
subscribe. Nearly a century before the promulgation of the
“ Divine Faith ”’ at Fatchpur-Sikri, Husain Shah of Gaur had
either originated or given imperial sanction tn the worship of
Satya Pir—a name compounded nf u Scnskrit and an Arabic
word—as the common God of both communities.? The fact
mentioned by Mr. Sen that there are ™.y poems in old Ben-
gali in honour of Satya Pir, botu by Muhammadan and Hindu
poets, proves that the cult at one time had a strong hold on
popular imagination.

The common religious sentiment and ties of nationality
which brought the two creeds together manifested their influ-
ence in many ways. ‘‘Many a Mahomedan offered puja at
Hindu temples, as the Hindus offered sinn: at Mahomedan
mosques. In the North-West Provinces the Hindus celebrated
the Mahorum festivities with as great enthusiasm as the
Mahomedans. Mirza Hosen Ali, a native of the Tippera
district who lived a hundred years ago, not only composed
songs in praise of the goddess Kali, but worshipped her at
his house with great éclat. . . . Hindus have borne Mahomedan
names and the Mahomedans are often called by Hindu names,
and such instances are very common in this country even now.

! P. 622. 2 *“ History of Bengali Language and Literature,” pp. 796~7.
Io
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. . . The Indian Musalman goes through a long series of
festivities and ceremonies, most of which are bodily importa-
tions from the Hindus, while others are adapted with slight
modifications to give them the colour of Mahomedanism.
From birth to death, at every stage of life, says Mr. Mazhal-
ul-Haque, the Mahomedans in India perform ceremonies
which are of purely Hindu origin.” *

Nothing is more clear to the student of Indian archi-
tecture who can read the language of the Indian craftsman,
that it was the willingness of the Musulmén rulers to adopt
the art and culture of Hindustan—their genius for learning
rather than for teaching, which made Indo-Muhammadan
architecture great. The willingness to learn may in itself be
regarded as a proof of high intelligence and an innate artistic
instinct, and undoubtedly many of the Muhammadan sover-
eigns had great artistic gifts, like many exalted patrons of art
in medieval Europe ; but the great architects of India were
Indians by birth and instinct.

When the subject is rightly understood, I have no doubt
that the sixteenth century, rather than the seventeenth, will
be appreciated as the classic epoch of Muhammadan archi-
tecture in India. The T4j Mahall, the Moti Masjid at Agra,
and a few other buildings of Shah Jahan’s time are unique in
themselves and surrounded by a halo of romance which appeals
strongly to popular imagination. But exquisite as these are
both in art and craftsmanship, they belong to the lyric rather
than the epic school of architecture, and many of the buildings
contemporary with them betray a weakness of design—a
prettiness approaching insipidity—which was a faithful reflec-
tion of the approaching decadence of the Mogul Empire. It
is unfortunate for Indian art that nearly all Western historians

! *“ History of Bengali Language and Literature,” pp. 793—4.
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have seized upon this later school, tinged with the voluptuous-
ness and extravagance of a dissolute Court life, as the truest
and most characteristic expression of Muhammadan art in
India, while the robust and virile art of the early pre-Mogul
period, which bears the same relation to the later phases as a
Sanskrit epic does to a Persian sonnet, is relegated to an
inferior place as belonging to a Hindu or “‘ mixed  style.

In the beginning of the sixteenth century Gaur and
Gujerat, the former chiefly in brick and the latter mostly in
stone, were the great creative centres of the architecture of
Northern India; for in the north the Muhammadans had
acquired such a firm hold upon the country that there was
little activity in Hindu temple-building or in ¢ cular public
works. Moreover, the Muhaiminadan iulers showed such a
tolerant spirit towaids the religious ferlings of their Hindu
subjects that to asist in the build'nv of a Muhammadan
mosque might well have been regarded by the latter as an act
of devotion equal to a gift to a Hiadu shrine. Husain Shah,
the reputed author of the Satya Pir cult in Bengal, was
emperor at Gaur, and Musulman sovereigns of Rajput descent
ruled in Gujerat.

These two localities, far more than any beyond the Indus,
were the true formative centres of the early and later Muham-
madan styles in India, and of the modern Indian building
tradition in the north. Just as the temples of Hindu Gaur
had carried on the traditions of early Magadhan architecture,
with modifications adapted to the Hindu ritual and symbolism,
so the mosques of Musulmdn Gaur were modifications of
Hindu temples adapted to the ritual of Islim. And just as a
Hindu pandit at the Musulman Courts became a good Persian
and Arabic scholar without ceasing to be a Hindu, so the
Indian craftsmen who built Muhammadan mosques, tombs,
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palaces, and public works acquired the artistic culture of
Persia and Arabia as a second language, without becoming
Indo-Persians or Indo-Arabs. The Arabian and Persian ele-
ment was, as in other parts of India, decorative rather than
constructive, for the Arabian and Persian craftsmen who
came into India were mostly calligraphists, painters, decorators,
and upholsterers—not builders. It was thus that the construc-
tive forms used at Gaur and in Gujerat by Indian builders came
to predominate in the Mogul architecture of Fatehpur-Sikri,
Agra, and Delhi. The cusped arches of the early sixteenth-
century buildings at Gaur (Plate XXXI) are of the same type
as those of Shah Jahan’s palace at Delhi and many other of
his buildings—both derived from Buddhist-Hindu prototypes.
The bent cornices and curvilinear roofs of Gaur, derived from
the bambu construction of the Buddhists of Bengal, are found
in many of the buildings of the Moguls and belong to the
building tradition of modern Rajputana. The history of
Indian craftsmanship thus repeated itself, for many centuries
previously similar features in the early Magadhan style had
been carried by the Buddhist craftsmen throughout the greater
part of Asoka’s empire. The style of the roofs and gables
sculptured at Bharhut and Sanchi and painted at Ajantd must
have been formed originally on the bambu construction of
Bengal.

Some day, possibly, when official architects in India
throw aside the narrow professional prejudices which are
their stumbling-block, both in an engineering and artistic
sense, they may realise that in picking up the threads of this
great tradition which survives to this day, they may find
many suggestions for the use of modern European building
material. Even in the primitive bambu construction, adapted
by Buddhist and Hindu builders to wood and stone, which
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the European expert affects to despise as primitive and
unscientific, there is the same principle as in the construction
of most modern and up-to-date European building ; for the
elasticity of the bambu has its modern analogue in the
elasticity of steel—a material in the use of which the Hindu
craftsman had no rival until quite modern times.!

Though there are no ancient Hindu temples now existing
at Gaur itself, there is ample evidence that Husain Shah
(1493-1519), and his son Nasrat Shah (1519-32), in whose
reigns the finest buildings now remaining at Gaur were erected,
employed the local Hinlu builders to design their architectural
works, and that the development of style which took place
there was the natural outcome of the practical rc Juirements of
Muhammadan ritual, rathes than an improvement in taste
or advance in architectural skill due (o the importation of
foreign builders.

Externally the general characteristics of the Gaur mosques
of the sixteenth century, when tue style was fully formed,
are shown in the facade of the Qadam-i-Rastl Masjid
(Pl. XVI). It is only necessary to compare this with a
typical Bengali temple (Pl. XLI)2 to see that the design of
the Muhammadan building is identical with the local Hindu
style, which in itself is founded upon the earlier Buddhist
tradition. There is not the slightest trace of Saracenic
influence in the design of the Hindu temple : the arches are
Buddhist-Hindu arches, and technically seem to be as natural

! For interesting notes on the use of wrought-iron girders in Orissan temples,
see *‘ Orissa and her Remains: Ancient and Medizval,” by Manumohan Ganguly,
B.E.,, M.R.A.S. (Thacker & Co.). )

2 The temple here illustrated is actually a century later in date than the mosque
at Gaur, but there is no doubt that it represents a very much older type. It belongs
to the old Buddhist panch-ratna type of temple, like the Javanese shrine of Chandi
Sewa of the eleventh century (Plate V), which was the prototype of the T4j Mahall.
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to the brick construction of Bengal as the horizontal beam
and bracket were to the purely lithic construction of Gujerat.
They are, in fact, a Hindu modification of the lotus-leaf
arches of the Buddhists, which in the lithic Hindu styles
were reduced to an ornament on the great curved cornices
or dripstones, as the Hindu stonemasons had no structural
use for the arch. In Bengal the arch of the Buddhist builders
remained in structural use because brick was the material
instead of stone. The size of the arches diminished because
Hindu worship was individualistic, not communal, and,
except when a large crowd of pilgrims congregated at some
specially venerated shrine, did not require the same floor-
space as the religious services of the Buddhist Sangha
demanded.

The same practical reason operated in the interior of
Muhammadan mosques at Gaur, as in other places in India,
in the contrary direction. The congregation of the faithful,
like the Buddhists, required a wide open floor-space in their
places of worship, and their Indian builders provided this
for them by widening the space between columns and piers
and walls, and thereby increased the size and number of the
arches and vaults required ; but the essential characteristics
of the architectural style remained Indian throughout.

It is difficult to realise from the comparatively few ruined
buildings which now remain of the once great city of Gaur
that its influence upon the building craft of Northern and
Western India, both before and after the Muhammadan con-
quest, must have been far greater than that of any city of
Persia, Arabia, or Mesopotamia. Under the name of Laksh-
manavati, or Lakhnauti, it had long been the Hindu capital
of Bengal with a tradition going back many centuries before
Christ.
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In the sixteenth century it was known to the Portuguese
as one of the greatest cities of India, the population being
estimated at over a million. The ruins of it now existing
cover an extent of country over ten miles in length and between
two and three in breadth. Situated, as it was originally, on
the banks of the Ganges, it was in easy communication with
the greater part of Northern and Western India; and as it
was one of the two first centres of Muhammadan rule in
India, the permanent school of craftsmen established there
must have greatly influenced the building of later Muham-
madan cities in India. In studying the development of
Muhammadan architecture in Gujerat, Malwa, and in the
Dekhan, it will always be more profitable to ik to Gaar
rather than to Persia for the origin of forms, especially those
in brick, which are not accounted for by the local Hindu
craft tradition.

The Sond Masjic, or the G.lden Mosque—so called from
the gilding of its domes—was commenced by the Emperor
Husain Shah and completed by MNasrat Shah in the early
part of the sixteenth century. It is one of the largest
buildings now remaining at Gaur. The plan of it resembled
that of the older Adinah mosque (fig. 7), but little now remains
of the courtyard. The liwdn, mainly built of brick, was
faced in front with a nearly black hornblende stone, finely
sculptured in low relief with designs adapted from the local
Hindu terra-cotta work. Traces of gilding still remain. The
facade, a corner of which is shown in Pl. XLII, has eleven
doorways, each 14 feet high and 8% feet wide, which have
cusped Hindu arches and are framed with carved architraves
adapted in design from the doorways of Hindu shrines.
Eleven corresponding brick arches inside the liwdn form an
aisle covered by the same number of domes, and behind this
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aisle three others are formed by twenty stone pillars of Hindu
design (P1. XLIII, B), connected with brick arches and dividing
the remaining area of the liwin into thirty-three compartments
also covered by domes. The upper part of the minarets at
the four corners of the liwin have fallen. Their appearance
when complete can be seen in Plate XLV.

The curved cornices of the exterior and the vaulting of
part of the side aisles with its beautiful stucco decoration
shown in Pl. XLIII, A, are reminiscences of the ancient bam-
bu roofing still used in the cottages of Bengal. ‘‘ To under-
stand this,” says Fergusson, ‘‘ it may be as well to explain
that the roofs of the huts in Bengal are formed of two rect-
angular frames of bambus, perfectly flat and rectangular when
formed, but when lifted from the ground and fitted to the
substructure they are bent so that the elasticity of the bambu,
resisting the flexure, keeps all the fastenings in a state of
tension, which makes a singularly firm roof out of very frail
materials. It is the only instance I know of elasticity being
employed in building, but it is so singularly successful in
attaining the desired end, and is so common, that we can
hardly wonder when the Bengalis turned their attention to
more permanent modes of building they should have copied
this one.” 1

The details of the Chota Sond Masjid, a smaller version
of the Sond Masjid, have been described in the previous
chapter. Pl. XLIV shows the usual method of building the
brick domes of Gaur.

The beautiful moulded brickwork which until recent
times was one of the indigenous crafts of Bengal can be seen
in Plate XLV, the Jami’ Masjid of Akhi Ser4j-ud-Din, one of
the latest buildings at Gaur, and one of the most complete, for

! “ History of Indian Architecture,” vol. ii. pp. 159-60.
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the minarets remain intact and the domes retain their Hindu
finials. It will be useful to compare this building with Alif
Khan’s Masjid at Dholka (Plate XXVII).

Though the motifs of the decoration in Muhammadan
buildings at Gaur are, as I have shown, all of Buddhist-Hindu
origin and similar to the indigenous terra-cotta work of Bengal,
it has a distinction of its own for which due credit must be
given to the exquisite taste of the Arabian and Persian calli-
graphists, who must have directed some at least of the decora-
tion of the early Muhammadan buildings at Gaur. But the
fact that Indian craftsmen widened the basis of their art tradi-
tion by adding to it the culture of Persia and Arabia proves
the greatness of their artistic capacity, but does not reduce
Indo-Muhammadan art to a provindial 1orm of Saracenic.

In 1537 Gaur was sacked by the Afghan ruler of Bihar,
Shér Khan, and in 1576 became par! o' the empire of the
Moguls. About the same time a great plague ravaged the
city, so that it was gradually desertecd, and its splendid build-
ings were buried in the jungle. Gaur is important in the
history of Indian architecture not so much for the monuments
it bequeathed to posterity as for its influence on the living
tradition of Indian architecture. It was one of the great
brick-building centres of Northern India which carried on the
traditions of the Buddhist builders, both under Indian and
Musulman rulers. Such a great local school of craftsmanship
would be the natural centre for supplying the demands of other
city builders. A country so rich in architectural resources as
India was in medieval times had no need to import foreign
builders, neither is there any historical evidence that she ever
did so to the same extent as Italy imported from Byzantium,
England from France, or the Saracens in Egypt from all sides.

When Gaur was absorbed into Akbar’s empire, its crafts-
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men were dispersed and many, no doubt, migrated to the
Mogul capitals, where, in conjunction with the builders of
Gujerat, Rajputana, and other Indian craft centres, they
assisted in forming the new Indian style adapted to the habits
and tastes of their Mogul masters—a style with which certain
structural and decorative elements from Persia and Arabia
were combined, but yet remained essentially Indian. The
argument that there is a common craft tradition, embodying
a creative impulse which is wholly Indian, underlying not only
Buddhist, Jain, and Hindu architecture, but also the thirteen
styles of Muhammadan building classifiel by Fergusson as
‘““Indo-Saracenic,” each having a marked individuality of
its own, may seem absurd to those who regard architectural
history merely as a classification of ““ styles” according to
a scheme in which the superiority of West to East is the
starting-point. It may be less incomprehensible when it is
considered that though India contains a congeries of diverse
races speaking several hundred distinct dialects, the whole
of its literature and folk-lore belong to a synthesis of thought
which can only be described as Indian. The contribution of
Islam to this synthesis made no cxception to the rule ; it was
a contribution which gave a new impulse to Indian creative
imagination without changing the spirit of it or imposing
upon it another craft tradition.

The effect of Isldm upon Indian craftsmanship was this :
it detached a great number of craftsmen from the service of
orthodox Hinduism, and thus set them free from the strict
observance of the religious artistic canons—the Silpa-sistras
—which under the domination of a priestly literary caste had
become too meticulous and inelastic, invaluable though they
were as embodying the practice of a great craft tradition.
Islam preserved the principles of this great tradition for its
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own purposes, and except for the restriction regarding anthro-
pomorphic symbolism, allowed free play to Indian creative
imagination in the many different centres of Muhammadan
rule in India. Each group of city builders made use of the
local craft tradition for developing its architectural ideas,
creating a true Indian Renaissance on this foundation. There
was at the same time an interchange of ideas between the
different local centres, and, as in all great art movements in
all countries, an inflow of ideas from outside which compen-
sated to some extent for the narrow restriction which the
law of Islam placed up n the sculptor’s art. Thus the first
three and a half centuries of Maharmunada® dominat.on,
subject to this important limitation, became a pec iod of
wonderful creative activity in Indian art and architecture,
but the impulse was always from within

Though, as T have said, there was .. interchange of ideas
between these diffcient local centres, we must not expect to
find the manifestation of it in the direct imitation of * style ”
which, most disastrously for art and craft, belongs to modern
architectural practice in Europe. Such imitation did not exist
in Europe until the sixteenth century, when the dilettante
architect began to usurp the functions of the master-builder,
and never existed in India before the days of the Public Works
‘“ expert.” We shall not be able to find in the buildings of
the Moguls any attempt to reproduce those of Gaur or of
Gujerat, but we shall see the survival of the Gaur craft tradi-
tion in the bent roof of the Golden Pavilion in Shah Jahéan’s
palace at Delhi (Pl. CI) and in the planning of the mausoleum
of the T4j Mahall, which reproduces the panch-ratna grouping
of the domes of a contemporary Bengali temple (Pl. XLI).
The craftsmanship of brick-built mosques and tombs in India
owed far more to Bengal than to Persia.



CHAPTER VIII
GUJERAT ARCHITECTURE IN THE SIXTEENTH CENTURY

THE CHAMPANIR MOSQUES—BUILDINGS IN AHMADABAD : RANi
RUPAVATI’S MASJID ; SIDI SAYYID’S MASJID; MOSQUE AND
TOMB OF RANI SiPARi; DADA HARIR'S WELL—HINDU
BUILDINGS IN RAJPUTANA—THE PALACE OF MAN SINGH
OF GWALIOR

‘“ As the style progressed,”” says Fergusson, of the architecture
of Gujerat, ““it became more and more Indian.” Not only
this, but it produced some of the most stately and beautiful
buildings ever consecrated to Muhammadan worship. The
fifteenth century in Gujerat had been a time of fierce struggle
between the Musulmén sovereigns and the rulers of the neigh-
bouring Hindu states. Ahmad Shah (1441—42), the founder
of Ahmadédbad, and his immediate successors were too busy
in destroying Hindu temples and in propagating the faith of
Islim by the sword to become great builders. But in the
early part of the sixteenth century, under the most powerful
of the Muhammadan rulers of Gujerat, Mahm@d Shah Begarah
(1459-1511), Ahmadabad had become on the whole, says
Ferishta, ““ the handsomest city in Hindustan, and perhaps
in the whole world.” *

Champanir, a hill-fortress about seventy-eight miles south-
east from Ahmadabad, was taken by Mahmad in 1484 after a
heroic defence of eight and a half months by the Hindu
chieftain, Jay Singh Paitdi Rawal, who when wounded and

! Briggs’s translation, vol. iv. p. 14.
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CHAMPANIR 135

taken prisoner preferred death to acceptance of the dogmas of
Islam! Mahmid made Champanir his capital, and before
his death in 1511 had built there many splendid buildings,
including a Jadmi’ Masjid which should be regarded not only
as the finest in Gujerat, but as one of the noblest buildings of
its class anywhere, for in many ways it is far superior to other
architectural monuments of the Muhammadans which are
better known to the European student.

It has a better architectural ensemble than Akbar’s mosque
at the Fatehpur-Sikri, which is overpowered by its magnificent
portal, the Buland Darwéza. In dimensions it is little inferior
to the great mosques of Ahmad4ibad and Delhi: in certain
qualities of design it surpasses them both. The Jmi’ Masjid
at Delhi has the advantage in the skill wiu which it is planned
for external effect. It may be more impcsing as a silhouette
against a glowing sunset, but that borr yw-d glory disappears
on closer approach, for the interior is as cold and expression-
less as a modern Renaissance church. The Champanir mosque
needs no help from its surroundings, beautiful as they are ;
for every stone of it glows with the warmth of its own expres-
sion. It combines consummate craftsmanship with lofty
religious idealism ; the exquisite rhythm of Greek construction
with the sumptuous richness of Byzantine decoration, though
it lacks the human interest of Christian idealistic art.

The designing of the Champanir mosque shows a great
advance from Ahmadabad buildings of the preceding century,
but no signs whatever of Persian or Arabian suggestion, except
in some of the decorative details. The Gujerat builders, after
a century of experimenting at Ahmadadbad and elsewhere,
had acquired as much skill in the structural use of the pointed
arch as they had in their own traditional style of building, and

! Dr. Burgess, “* Archaological Survey of Western India,” vol. vi. p. 39.
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from the habit of thought formed by the religious teaching of
Islaim had adopted a mode of artistic expression more in
harmony with that religion than with the pantheistic philo-
sophy of Hinduism. But the artistic principles and the craft
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F16. 33.—Plan of Jami’ Masjd, Champanir (drawn by the
Archaological Survey of India)

tradition were
not otherwise
changed: they
were only being
adapted to the
ideals of a par-
ticular school of
religious thought.

The orienta-
tion of themosque
is the same as that
which was used
for a Hindu
temple—i.e. the
four walls of the
enclosure face the
four cardinal
points, the prin-
cipal entrance
being towards the
rising sun. The
planning of it is
more compact

than that of the Jami’ Masjid at Ahmad4ib4d, the courtyard
being smaller in proportion to the size of the liwin. In thisand in
the emphasising of the pyramidal lines of the whole structure it
resembles even more closely the Hindu prototype of the Gujerat
mosques—the Chaumukh temple at Ranpur (Plate XXVI).



PLATE XLVIII

JAMI' MASJID, CHAMPANIR: FAGADE OF LIWAN
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CHAMPANIR 137

The enclosing walls of the mosque measure 216 feet from
east to west, and 178 feet from north to south. The court-
yard is 115 feet from east to west, and is surrounded on three
sides by corridors with arcades open to the court, the outer
walls being pierced by elegant windows of purely Hindu design,
filled with perforated stone lattices (Pl. XL.VI). The main
entrance on the east is through a noble domed portico (PL
XLVII). The carving on it betrays the influence of the Arabic
calligraphist, but the whole structural basis of it is Hindu.
The pilasters on the sides of the doorway repeat those of a
Hindu temple ; the arches are constructed experimentally in
Hindu fashion, sometimes like brackets sometimes witli
keystones and irregular voussoirs.

The facade of the liwdn, the ccntre ot which is shown in
Pl. XLVIII} proves how completely the (ujerat builders of
the sixteenth century had overcome the .i*:culties of harmon-
ising the arched screen in front ot the liwan with the purely
Hindu structure of the interior. There is nothing of the
awkwardness which is seen in the arrangement of the fagades
of the earlier Gujerat mosques. The spacing out is finely
balanced and the proportions carefully adjusted as in the best
Renaissance buildings of Europe, while there is a subtlety in
the rhythm and a fertility of imagination in the co-ordination
and design of the detail which only the best Gothic craftsmen
have equalled.

There are five entrances to the liwdn—a central doorway,
15 feet in width, and two on either side of it of half that size.
The main entrance is flanked by two stately minarets, 100 feet
in height, of perfect proportions, which are echoed by four

1 The illustration does not do justice to the beauty of the fagade on account of
the trees which obstruct the full view of it. A better impression of the whole
design will be obtained from the illustration of the Nagina Masjid (Plate LII).
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others, 50 feet in height, at the outer corners of the liwan
(Plate LI). The proportion of a double square is also observed
in the ground-plan of the liwin. The central part of the
facade is a square of 51 feet, or, if the height of the minarets
is included, very nearly a double square. The side-wings, the
plainness of which contrasts well with the richness of the
centre, are also of the same proportion ; the height of each
being 28 feet and the width 56 feet. The frequent occurrence
of the double square, a favourite canon of proportion with the
Renaissance architects of Italy, will probably tempt some
Western writer to suggest that Mahmad of Gujerat imported
Italians to teach his master-builders the ‘‘ true principles ”’
of architecture !

The base of the two central minarets, which contain spiral
staircases leading up to the upper galleries of the liwdn and
to a door at the top of each, are richly carved in the style of
the Rajput Towers of Victory (Pl. XXIII), up to the level of
the crown of the central doorway. Above this they are orna-
mented at intervals proportioned with unerring skill and taste
with a series of exquisitely carved string-courses and bracketed
cornices, each one of different design. At a height of about
two-thirds from the base, the section of the minarets changes
from an octagon to a sixteen-sided polygon, and finally to a
circle, as usual in Hindu temple pillars. The summit of each
is crowned like the mandapa of a Hindu temple.

The plan and section (Pl. XLIX) will show the arrange-
ment of the interior of the liwdn, which measures 169} feet
by 81 feet, and is also an adaptation of the design of contem-
porary Hindu temples in Rajputana. Like the exterior it is
simpler than that of the Jami’ Masjid at Ahmadabad, and
finer in proportion. There are eleven domes of about 20 feet
in diameter—four along the front and back and three along the
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CHAMPANIR 139

central line from north to south—which are linked together
by a flat roof and ten smaller domes. The general level of the
roof is only 174 feet in height, but the central part of it, corre-
sponding to the transept of a Christian church, is carried up to
three stories, the roof of it being brought forward to the facade
wall so as to form a lofty entrance porch. Though this tran-
sept with its dome (Plate L) is of insignificant size compared
with many other buildings in Europe and in India, in nobility
of conception, justness of proportion, and in the virile strength
of its flawless masonic craftsmanship it can hold its own with
any. Shah Jahdn ransacked Asia for the most precious
materials so that the tomb of his beloved queen might surpass
all others in beauty. His craftsmen, indeed, made full use of
them ; but the Jami’ Masjid of Champanir proves that great
architecture can dispense with marble and precious stones.
Here the mason’s chisel suggests the glow of colour, gold and
inlay before they were added to the building.

The central dome is of the same diameter as the ten large
domes of the adjacent aisles, but it is several feet higher from
the springing to the crown. The desire for a greater height
was no doubt the reason for its being constructed with sixteen
stone ribs, instead of by concentric horizontal courses of stone
like the other domes. In the previous chapter I have shown
the error of Fergusson’s assumption that the ribbed dome was
introduced into India by Saracenic builders from the West.
It is significant that the Champanir dome in which this prin-
ciple is employed occupies an analogous position in the mosque
to the spire of the viména in a Rajputana temple. The latter
being always constructed with stone ribs, it was natural for
the Indian craftsman to apply the same principle to the
central dome of a mosque, and to build the subordinate ones in

the same way as the domes of a Hindu temple porch, 7.e. with
II
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horjzontal courses of stone. That is exactly what they did at
Champapnir.

The exterior of the other domes, which, if the line of the
interior structure had been followed, would have had an ugly
conical shape like the makeshift domes of early Muhammadan
buildings in India, is brought to an approximately semi-
circular section by a casing of brickwork,
with a final coating of plaster. All the domes
are surmounted by the Hindu emblems, the
water-pot and the amalaka.

Along the west wall of the liwan are
placed seven beautifully sculptured mihrébs,
three large ones in the centre with two
smaller ones on each side of them. With the
omission of anthropomorphic symbolism they
are exact reproductions of Hixxdu temple
shrines, and are precisely similar in style to
the beautiful mihrab of the Junagarh mosque
shown in PlL. XXXII. The spaces between
1§ the mihrdbs and the two end spaces are filled

mikl by sixteen windows with perforated stone
| 333 Jattices, like those in the corridors of the
Fi1c 34 —Section of
Mhrab, Champanir Courtyafd-

The south wall is pierced by three
windows with very elegant bracketed balconies similar in
design to those of the fagade. Plate LI shows the whole
exterior or back view of the liwan as seen from the south-west.
The seven buttresses in the west wall are variations of the
designs of the sculptured bases of the minarets.

There can be no dispute that the Champanir mosque,
like those of Jaunpur, Mandd, and elsewhere in the preceding
century, will convey to the European observer a first impres-
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sion of belonging to a building tradition very different to that
of Hindu temples. He will convince himself that he can trace
in the gradual development of Indo-Muhammadan architec-
ture a growing sense of structural rhythm, a fine feeling for
proportion and for the just co-ordination of plain and decora-
ted surfaces which he fails to perceive in the Hindu buildings
with which he is acquainted.

But that is chiefly because few trained European critics
have as yet thought it worth while to apply themselves to a
careful study of Hindu art and architecture. In Europe there
are no opportunities for doing so, and the usual itinerary of a
tourist in India only
enables him to com-
pare some of the
finest Muhammadan
buildings with the
most decadent of
Hindu architecture. :
A closer investiga- Fic. 35.—Plan of Mihrab, Champanir.
tion, guided by a true
sense of historical analysis, will enable him to see that the
difference between the mosque and the temple—when a just
comparison is made between them—is only a difference of
artistic mood, controlled by ritualistic and practical considera-
tions, not a difference of artistic tradition, knowledge, or
skill. The science of Muhammadan art in India, as well as
the inspiration of it, came from the Hindu Silpa-sastras. The
outstanding fact in the history of Muhammadan architecture
in India is that until the beginning of the seventeenth century,
when its decadence was approaching, the development of it
was entirely from within. Though they looked to Baghdad
and Mecca as their spiritual centres, neither the political nor
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religious leaders of Islam showed any bias towards foreign
architectural fashions.

Champanir, says Dr. Burgess, remained the political
capital of Gujerat until 1536. Among the ruins of this splendid
city there are still many buildings which deserve detailed de-
scription, but I must content myself with a passing reference
to the Nagina Masjid, a beautiful little building very similar
to the Jami’ Masjid, though much smaller. It is evidently

F1G6. 36 —Rdni Rupévati’s Masjid  Plan of Liwdn (drawn by the
Archeological Survey of India)

of the same period. The facade of the liwdn is shown in
Plate LII.

The perforated stone windows sculptured in the bases of
the minarets (Pl. LIII) show the progressive development of
those surpassingly beautiful foliated trellises for which the
mosques at Ahmadabad are famous. Professor Lethaby is
wrong in saying that “ all the lattices of the East, Indian and
Chinese, must derive from the Arab lattice.”” The stone
lattices in Muhammadan buildings in Gujerat are, like other
details, derived directly from the Hindu temples of Western
India and Rajputana. Muhammadan social customs made
lattices more necessary in the mosque than they were in the
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TOMB OF RANI RUPAVATI 143

temple. The Indian craftsman, following his own tradition,"
supplied the demand for both.

After the removal of the Court to Champanir there was
still great building activity in the old capital and throughout
the kingdom of Gujerat. The Rani Rupivati Masjid, or the
Queen’s mosque, in the Mirzapur quarter of the city, is typical
of the style of the early sixteenth century. Making allowances
for the stunted appearance of the fagade of the liwin, due
to the loss of the upper half of the minarets, it is one of the
most successful of the Ahmadabad
mosques, though by no means so
finely balanced in design as the two
mosques at Champanir. It is much
smaller than the Jami’ Masjid, and
only the liwan remains intact. The
outside dimensions of the latter are
103 feet by 46 feet. It is covered
by three domes about 19 feet in
diameter linked together by a flat
roof and smaller domes, the central  Fo- 3172;5“,33,‘5’3{:;;;32 Rént
dome being raised upon a clerestory
to admit light and air according to the usual arrangement of
Gujerat mosques.

The details of the Mirzapur mosque—the bases of the
minarets, the balcony windows, and the perforated stone
lattices—are as exuberantly rich as the sculpture of the Hindu
temples from which they are derived.

The tomb of the Réni, said to be one of the ladies of the
Royal household, from whom the mosque is named, is in an
adjacent courtyard. Like all the early Muhammadan tombs
in India, it shows a great contrast to the mosque in its
classic severity of design and sobriety of decoration; but
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it is nevertheless purely Hindu in general conception and
in detail.

Starting from a square or octagonal ground-plan with a
single dome supported on columns like the porch of a Hindu
temple, the roof-plan of the Muhammadan tomb gradually
developed into the panch-ratna or * five-jewelled ”’ type of
Buddhist and Hindu temple, by the addition of four smaller
domes or kiosks at the corner of the square, or into the nava-
ratna or ‘‘ nine-jewelled ”’ type when the ground-plan was
octagonal. In the former case four minarets or octagonal
buttresses sometimes took the place of the smaller domes. In
the T4j Mahall the four detached minarets echo the small
kiosks over the four side-chapels of the mausoleum. The
great majority of Muhammadan tombs in India are planned
upon this scheme, or some slight variation of it.

Another of the most beautiful of the mosques of Ahmada-
bad—the so-called mosque of Sidi Sayyid, built within the
enclosure of the royal palace—belongs to the early part of the
sixteenth century. It has, however, suffered much from van-
dalism, first from the Marathas who desecrated it, and after-
wards under British rule when it was converted into an office
for the revenue collection of the district. Its restoration and
conservation were part of the splendid work done by the
Archzological Survey of India under Lord Curzon’s Govern-
ment.

It is a small mosque, and only the liwdn, measuring 68
feet by 36 feet, now remains ; the upper part of the minarets
at the two front corners have fallen. Structurally it is inter-
esting as showing one of the first attempts of the Gujerat
builders to use the arch in the interior of the liwan for the
support of the roof. Here, as elsewhere, it is quite evident
that the Indian did it tentatively but quite spontaneously,
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SIDI SAYYID’S MOSQUE 145

without any instruction or suggestion from foreign craftsmen,
to whom the arch was familiar as a structural expedient. The
pipal leaf is carefully carved on the keystone of the arches
(P1. LVIII). No Saracenic craftsman would have done this.
Neither would a Saracenic builder skilled in arch construction
have experimented with Hindu methods of construction as
these builders did. It was just because the Indian builders
of the fifteenth and sixteenth centuries could and did experi-
ment so freely that they produced such great results. Three
different devices, Dr. Burgess points out, were employed in
roofing the fifteen compartments into which the plan of the
liwan is divided by its pillars. ‘ Some are contracted in the
usual Hindu method by cutting off the corners by three courses
of lintels, reducing the square to a thirty-two-sided polygon ;
in others pendentive arches are thrown across the corners in
the style so common in Northern India; in others again a
Hindu system of brackets support the base of the covering
dome.”? The domes being of small dimensions, they arc con-
tained within the thickness of the roof, which is flat outside.
Though skilfully planned and elegant in proportions, as
are all the Gujerat buildings of this period, Sidi Sayyid’s
mosque in its mutilated condition would not be specially
remarkable except for the glorious stone tracery of the arched
windows in the back of the liwdn, which besides ventilating
the interior give it almost as much warmth of colour as the
jewelled windows of Western cathedrals. From the outside
it is equally beautiful (Pl. LVIII). In this class of window
tracery India stands alone : it is a purely Indian development
of the sculptor’s craft having its origin in the Hindu temple
tradition. It owed nothing to Persian art : the best Ahmada-
bdd tracery shows no Persian influence. It is stronger in

1 ‘¢ Archeeological Survey of Western India,” vol. vii. p. 41.
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design and better suited for its purpose than most of the work
of the Mogul period, when the Indian craftsmen adopted the
Persian fashions of the court. Persian influence generally
was very far from being the great inspiring force in Mogul art
which it is commonly assumed to be by Western critics. The
court fashions of the later Mogul Emperors had, on the whole,
a decidedly weakening effect on the native vi