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CraTps IOCBAIIEHA HCCACAOBAHHIO MHUHHATIOPHOM JKHBOIIMCH B paiioHe I'mmaraeB —
auBoncH IKOABL [laxapu. B dokyce BHMMannsa aBTOpa — CTAHOBAEHHE U Pa3BUTHE TOMN
XYAOKECTBEHHOIN TpaAuimu B wuckyccrBe VuAmm, a  Takke OCOOEHHOCTH TEXHUKH,
CTHAHCTHYECKHE B TEMATHYECKHE PA3HOBHAHOCTH MHHHATIOPBI Ha OyMare M BBIIIHBHOI
JKUBOIIUCH.
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[Ipemxae wem MBI HaYHEM OOCYKACHHE MHHHATIOPHON KHBOIMCH B padoHe I'mmasaes,
M3BECTHOM BO BCEM MHPE KaK KHBOITHCH IMKOABI [laxapnu (MuamMaTrOpHAasA KuBonnch [laxapm),
CAEAYET IIPOCACAHTH TEHE3NC 3TOH XYAOKECTBEHHOH TPAAMIIMM U €€ KOPHEH, a TaKKe
CONYTCTBYIOINX  (DAKTOPOB, KOTOPHIE IIOPOAHMAM €€  PA3AMYHEIC  CTHAHUCTHYCCKHE
U TEMATHYIECKHE PA3HOBUAHOCTH.

Ha camom AeAe KHBOIHCH HAa IPOTAKEHHH MHOIUX BEKOB OCTaBAAACh HCKYCCTBOM
IIPOCTBIX AIOACH, KOTOpBIE IPUYPOYHUBAAM CBOH KAPTHHBI K PAa3AMYHBIM TOPKECTBEHHBIM
mosoAam. Tem He MeHee, HAPOAHBIE HCKYCCTBA CTAHOBATCH M3BICKAHHBIMH W CAOKHBIMI
B pykaX HEMHOTHUX OAQPEHHBIX MacTepoB. [l koraa 31O MacTepcTBO CTAaHOBHUTCA
HACACACTBEHHEIM, COOTBETCTBYIOIIIME CEMBH B MECTHOM COOOIIECTBE 3aHHMAIOT BIIOAHE
OIIPEACACHHOE MECTO, CBA3AHHOE C TEM HAM HHBEIM HCKYCCTBOM HAHM peMecAoM. Tax
ITOSBUAMCH AMHACTHH XYAOKHHKOB (chitraire), kamenmmkos (bataihre), roBeanpos (sunar),
xupypros (kanghaire), maoraukos (tarakhan), xysmemos (lohar) um 1.A. CoraacHO HapOAHOMY

CKa3aHHUIO O IIPOMCXOKACHHH  HIPO(ECCHOHAABHBIX  TI'HABAUM, y  BummBakapmer —
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Bomxecrserroro Macrepa — ObiAO deTBIpe xeHEL Kamaas M3 HIX POAMAA CHIHA, 2 KAXKABIH U3
CBIHOBEH YHACACAOBAA PA3SANYHEIC HABBIKM OT POAUTEAEH U IIEPEAAA CBOMM ITOTOMKAM. TaKum
00pa3oM 3apOANCH TPO(ECCHOHAABHEIE THABAUHM XYAOKHHKOB, XHPYPrOB, IIAOTHHKOB
n Ky3HernioB. Hecomuenno, 1M mpodeccmoHaAbHBIE COOOIIECTBA OBIAH TECHO BIIACTEHEBI
B KH3Hb TOPHBIX cooOIIecTs I'mmasraeB. DTO IIOATBEPKAAET MAAOHM3BECTHBIH M MaAO
OIICHEHHEIH (PAKT, UTO T'HABAHH IPO(ECCHOHAABHEIX XYAOKHHKOB CYIIECTBOBAAM B 3TOM

PErmoHe ropa3A0 pPaHBIIEC ITOABACHUA IICPCUACKOTO CTHAS KHBOIIMCH B I/IHAI/II/I.

Puc. 1. Munuammwpa oas pumyansioi
yepemonuu.

B 1O Bpemsa kak mpocTbie AIOAH OOXOAMAHMCH COOCTBEHHBIM HAPOAHBIM HCKYCCTBOM,
IPABUTEAN TIOAB30BAAMCH YCAYTAMH MAaCTEPOB-KUBOIIHCIIEB, B TOM YHCAE AAf PA3AHMIHBIX
puryaAbHBEIX LepemoHuii (puc. 1). DTO HOKPOBUTEABCTBO MACTEPAM KHBOIIMCH IIPHUBEAO
K (POPMUPOBAHHIO HACACACTBEHHOIO MHCTHUTYTa XyAOXKHHUKOB. [loA maTpomaxem mapeit
HEKOTOPHIE U3 CEMEH XYAOKHHUKOB OBIAN ITOAHATHI Ha OOAEE BEICOKYIO COITMAABHYIO CTYIIEHB
B 3HAK IIPU3HAHHUA UX MACTEPCTBA, TAK YTO HEKOTOPBEIE CEMBH OpPAXMAHOB TaKKe IPHHAAU
KHBOIIHCH KAaK BO3MOKHYIO AAA CBOEH KacThl IIpodpeccuro. B cBAsm ¢ aTuM m3BecTHR MMeHA
maoanta Ceo m3 basoxaam m mamamra I'axes Haporam ms oxpyra Mamam [1, c. 58]. Ho,
OAHAKO, ceMbsi maHAUTa Ceo, HAIIPOTHB, BIIOCACACTBHH OBIA2 HHU3BEACHA AO OOAEE HHU3KOH
KACTHI MMEHHO H3-32 TOTO, YTO CAEAAAd KUBOIHUCH mpodeccueil. CeroAHs ecTh eIne CeMbH
XYAOKHHUKOB B PAAE AepeBeHb B paiioHe Kaurpa, HO OOABIIMHCTBO M3 HHUX OTKA3aAHCH OT

HACAEACTBEHHOM IIPO(MECCHU AASl AVUIIINX IIEPCIEKTHB B ADYTHX 00AACTAX. AHIIND HEKOTOPBIC
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IIPOAOAIKAIOT YHACACAOBAHHOE AEAO C HAACKAON YAVUIIUTDH ITOAOMKEHHE U IIOIOAHHTH CBOU
AOXOABL. Kpome TOTO, HEKOTOpBIE IPABUTEAHM 3aHHMAIOTCH KUBOIIMCHIO B KA4ECTBE XOOOM.
B orom orHOmIEHNH MOKHO yHOMAHYTH pasxy Amapa Yanaa u3 Kaxaypa, Muana bacanra
Cunarxa us Apku u mraxa [Ipurama ns 'apsaaa.

Takum 00OpasoMm, MBI BHAHM, YTO XYAOKHHKH  BBIIOAHAAM — BaKHYIO  POAB
B YAOBAETBOPEHHU PEAUTHO3HO-3CTETHYECKUX ITOTPEOHOCTEH AroAeii. OHHU yKpamraAan Aoma
CBOUuX HOKpOBI/ITeACI}‘I TpaAI/IHI/IOHHbIMI/I HAaCTCHHBIMI pOCHI/ICHMI/I Ha pa3AI/IquIX
TOP?KECTBEHHBIX MEPOIPHUATHAX. TeM He MeHee, PUCYHKH U KAPTHHEBI, BBITOAHEHHBIE AAS
PUTYaABHBIX AU OOPAAOBBIX IIEACH, HE OBIAM OOABIIHX pa3mMepoB. BoamoxkHO, peaykiusa
SIIMYECKUX KAPTHH OT «IHTPAIIAAD) AO «KayXapa» 3HAMEHOBAAA IIOBOPOT K MHHHATIOPHU3ALIIHI
B JKHBOIIMCH, BBIIIOAHAEMOIl Ha CTEHE, KOTOpas 3aTe€M AAA YAOOCTBAa OBIAA IIEpEBEACHA HA

TKaHb UAH Oymary (puc. 2).

Puc. 2.

.._“‘-?_? S

¥ K

I \.x\

Kak MOXHO 3aKAFOYHTD M3 COXpaHHBIIHXCA dpecok AaxaHTel 1 HaraHAbI, HacTeHHBIC
KAPTHHBI B MaTepuKoBOH dvactu FuAunm Obianm oOmupHBIX (OPMATOB, HO HACTCHHBIE
VKpAIIICHHUA HHTEPbEPOB B I'MMAAANCKOM PETHOHE CO3AABAAMCH HA OTACABHBIX ITAHEAAX, AAA
TOrO YTOOBI OHHU IIOTOM MOIAW KOMOHMHHPOBATBCA APYI C APYTOM. 3A€Ch HE CTOHUT HCKATh
BAMSAHIA Tpaannui Beamknx Moroaos. Co3aaHme KapTHH HA OTACABHBIX ITAHEAAX — AABHSAA,
MHOTOBCKOBAsl IIPAKTUKA B TOPHBIX PEIHOHAX, YTO MOJKET OBITH ITOATBEPIKACHO HAAMYHEM
PE3HBIX ACPEBAHHBIX maHeAcH B xpame Aakmmama Aesu B bpaxmaype, B xpame [Imsa [Ilakti
B Ynrpapu u B xpame Mapkyaa Aesu B Vaaiimype, a Takke BO MHOTHUX APYTHUX HECTAPCIOIINX
ACPEBSHHBIX XpaMaX. BO3MOXHO, MHHHATIOPH3ALMA B JKHBOIIMCH Ha AcpeBe ObIAad
MHHOBAIIMEH MECTHBIX PEMECACHHHKOB AAfl IIPAKTHYECKOTO YAOOCTBA, 4 3TO, B KOHEYHOM
HUTOTE, OTPA3HMAOCh HA HACTCHHON JKHBOIINCH, HCOOXOAHMON AAfl IIOAACPIKAHUSA CBATOCTH
n pocromHcTBa 1peameta. [Tocaeanee cooOpamxeHnue TakKe HOTPEOOBAAO, YTOOBI KAPTHHA
OBIAQ BBIIIOAHEHA Ha IIOYTHTEABHOI BbIcOTE OT IOAa [4, c. 15]. Takum oOpasom, MBI BUAHM,

9TO TCHACHIMA K MUHHATIOPU3ALIUHI HC OBIAQ 3AMMCTBOBAHA H3BHC, HO PA3BUBAANICH U3HYTPH.
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Tak HaspIBACMbBIC «IIPUMHTHBHBIC MHHHATIOPHI Ilaxapm» ObIAm cAeAaHBI Ha Oymare
pyunoii  paborsr  (Sialkoti kagaz) ¢ HOMOIIBIO COOCTBEHHOPYYHO  H3TOTOBACHHBIX
MHHEPAABHBIX U PACTHTEABHBIX KPACOK. OTH MHHHATIOPHI YHACACAOBAAU TEMBI, CTHAD
U TEXHUKY HACTEHHBIX POCITHCEH, KOTOPBIE TAKKE OBIAM CACAAHBI C TIOMOIIBIO CAMOAEABHBIX
MHHEPAABHBIX HAU PACTUTEABHBIX KPacOK. OHH BBHIIIOAHAANCH AASl TOPOCKOIIOB U Pa3AMYHBIX
PHUTYaAOB, 2 HHOTAA M AAAl KAKUX-TO KOHKPETHBIX I[EACH rOPAa3AO PaHBIIE, YeM KAPTHHA CTaAd

IIPEAMETOM PAAOCTH U TOPAOCTH IpaBHUTEAEH 1 3HATH (pHC. 3).

Hexkoropslie n3 TaKHX CTAPBIX MIHHATIOP-TOPOCKOIIOB COXpaHUAUCH B LleHTpe HapoAHON
kyAbTypbl Xumadara (Himachal Lok Sanskriti Sans-than), pacoaoxennom B Masan (mrrat
Xumagaa-ITpasenr), mo mocae cmeptm Yamaapa Mamm Kammama, pykoBoAmTEAs 3TOrO
[lenTpa, B certsaope 1999 roaa, cyapba sTOro yupeKAeHUA HEM3BECTHA.

Cosaanne «Opaunbix muHHaTIOp» (kauharas), ropocKOIOB M Marmdeckux H300paKEHUH
oora I'amerin (Shiv-chautris) OBIAO CAOKHBIM TPAAUITMOHHBIM HCKYCCTBOM, OCOOEHHO €CAH
ydgecTts TpeOOBaHMA AYTCHTHYIHOCTH, KAHOHHYHOCTH U CAKPAABHOCTH, B CHAY KOTOPBIX
HH OAHMH MHOCTPaHEIl HE MOT OBITh IpuBAedeH K padoTe. C Apyroi cTopoHBI, H300paKeHNE
duryp OBIAO TIOA CHABHBIM HCAAMCKHM TaOy. DTH KECTKHE PEAUTHO3HBIC OIPAHUYCHHUA OBIAT
OYEHb  MOIIHBIM  (DAKTOPOM, IPOTHBOCTOAIINUM  AIOOBIM ~ HHOCTPAHHBIM — BAHAHUAM
HA  TPAAMIIHMOHHOE HCKYCCTBO. Takmm oOpasoMm, IOHyAfpHOE, HO  VIPOIIEHHOE
IIPEAIIOAOKEHHIE, 9TO MHHHATIOPHAA KUBOIUCH llaxapu cpOpMHPOBAAACH ITOA TIEPCHACKHM

BAUAHHNECM, HC HMCCT IIOA COOON IOYBHL. KpOMC TOTO, HACT 3aTAKHAA AMCKYCCHUS CPCAH
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ydaeHbIx 00 mcrokax sxuBonmcu [laxapu. Hexkoroprle, kak yie CKa3aHO, IPHUIIHCHIBAIOT €€
IIPOMCXOKACHHIE HHAO-TIEPCHACKOMY BAHAHHIO HAH BO3ACHCTBHIO HCKyccTBa MOroAos, HO u3

CKa3aHHOTO fICHO, 9TO HHUYTO HC MOXKCT paCTH U IIPOIIBCTATH, OCODEHHO HCKYCCTBO, €CAH1 OHO

HC COOTBETCTBYCT AYXY HAPOAA 1 CTPAHBI.

Puc. 4.

DX0 ABmKEeHHSA DXaKTH BO BHEIIHHX THMAAAWCKUX HAPCTBAX OTKPBIAO HOBYIO SIIOXY
PEAUTHO3HO-3CTETUYECKOTO OIbITa. Hapoamble mcKyccTBa ITOA BAHAHHUEM 3TOTO ABHIKEHUSA,
KaK IIPAaBHAO, CTAHOBATCA OOA€E H3BICKAHHBIMH, HO HE BBIXOAA 32 PAMKH TOIO, YTO MOKET
OBITh OIIPEACACHO KAaK «IIPUMHTHBHAA CAOMKHOCTB». B IIPOM3BEACHHAX BOIIAOIIAAUCH
MU(POAOTHYECKHE TEMBI AAfl YAOBACTBOPEHHSA PEAHTHO3HO-3CTETHYECKUX CTPEMACHUN HX
rokpoBureaeii (puc. 4). Takum 0OpazoM, MOKHO IPEATIOAOKHTH, YTO TPAAUILIMH HAPOAHOI
AKHBOIINCH y7K€ CYIIIECTBOBAAU BO BHEIIHHUX, OTAAACHHBIX OT LIEHTPA, FTUMAAANCKHX I[APCTBAX
ropasao pasbire XVI Beka — rHIIOTETHYIECKOTO BPEMEHH ITPOUCXOKACHUA KuBormcy [laxapm.
Ho, B 1ieAoM, ’KHBOIIMCh HE MOTAQ €IIlE€ IPOIBETATh KaK YTOHYEHHOE HCKYCCTBO B pPaMKax
TPAAUIIMOHHBIX OOIIECTBEHHBIX YCTAHOBOK, KOTOPHIE PACIIEHUBAAU €€ KaK BTOPOCTEIIEHHOE
3aHATHE, PaBHO KaK M BCE APYIHE BHABI XYAOKECTBEHHOI AefArteapHOCTH. [lpmmep
¢ uusBeAeHueM mananTa Ceo, Kak OTMEYaAOCh paHee, BEChbMa IIOKA3aTEACH.

Tem me MeHee, MECTHBIC IIPABHTEAH, IIOA BAHSAHHUEM OOIaTOH KYABTYPH HMIIEPUU
MoToAOB, HAYaAH IOOIIPATH XYAOKHHUKOB. TaKkuM 0Opa3oM, MCKYCCTBA KHBOIIUCH U MY3BIKH
AOCTHTAM KEAAHHOTO IIPU3HAHUA BO BHEIIHUX TI'HMAAAfCKUX I[APCTBAX M HAYaAU
BOCIIPUHHMATb HHAO-IIEPCUACKHE TEXHHYECKHE M CTHAUCTUYECKUE BAUAHUA. DTH BAHAHUA
IIPUBHECAM BEAMYHE, M3BICKAHHOCTE H  CPOPMUPOBAAH  CHEUUMUKY TPAAHUIIHOHHOI
AKHBOIINCH, M TAKUM OOpPa3sOM POAMACA HOBBIH apr-cTuAb. Ho me ToABKO sTOT daxrop
ITOMOIaA CAHUAHHIO ABYX XYAOMKECTBEHHBIX CTHACH: COIIMAABHO-KYABTYPHBIE OPOKEHUA TOTO
IIEPUOAA TAKKE B PAaBHOM CTEIIEHH OTBETCTBEHHEI 32 3Ty TpaHcdopmanurio. Bosmoxno,
B CAOKHBIIIECHCA PEAUTHO3HO-KYABTYPHOM CHTYALIMH HAPOAHAA *KHBOIINCH TAKKE IIPUBHECAA
CBOM MEABYANIIIHE HIOAHCHL B 9TOT CTHAB. PaHHHE KapTHHBI CTHAA bacoxaam Oe3ommbovIHO
IIOATBEPIKAAIOT 3TO IIpeAroro:xkeHue. B atom xonTekcre Bamuo HabAroaenne M.C. PanaxaBer,
YTO «ECAU BEPHBI IIPEAIIOAOKEHHSA O AABHOCTH U TEPPUTOPUH PACHPOCTPAHEHUA, TO ITOT

CTHABb BECBMa APEBHUU; B IPOTUBHOM CAYYA€ OH HE OBIA OBI TAK IIIMPOKO PACIIPOCTPAHEH» [4
) Y‘I >
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c. 15]. B camom aeae, B XVI-XVII Bexkax Tak Ha3BIBAEMBIH CTHUAb bacoxaAm, BAOXHOBACHHBII
ABIDKCHHEM DXakTh, pacIpoCTpaHHACA IIOYTH BCIOAY B (PEOAAABHBIX I[CHTPAX K 3aIaAy OT

CQ.TACA}KQ. TIOA TTATPOHAKEM MCCTHBIX HpaBI/ITCACfI " 3HATH.

Puc. 5.

B artux paHHHX KapTHHAX IIPEOOAAAAIOT HAPOAHBIC YACMEHTEI: ABYMEPHBIC IIAOCKOCTH,
HE3aBUCHMO OT BH3YaABHOM IIEPCIEKTUBBI; IIAOCKHE Pa3BEPTKN OCHOBHBIX I[BETOB C OOHAMEM
APKO-KPACHBIX TOHOB; OOABIIHE AOTOCOBHUAHBIC I'Aa3d, ITOAYEPKHYTHIC HOCHI U Y3KHE IyOBI
Ha IIMHPOKAX AMIIAX, YMBIIIACHHOE MCKAKCHHE KOHEIHOCTEH M T.A. DTH KAPTHHEI, Kak
IIPABUAO, OOPAMACHBI IIBIAAFOIIE-KPACHBIME paMkamu (puc. 5). Tem He MeHee, IPUMUTHBHAA
CTPACTHOCTD, BBIPAKEHHAA B PAAUKAABHO APKHX M TOPAYHX KPACKAX B HAYAABHOM IIEPHOAC
PasBUTHA KapTUH CTHAS bacoxaam, cmensercs OOAee TOHKUM HCIIOAB30BAHUEM MATKHAX TOHOB.
PrrboBUAHBIE TAA32, KPYTBIE AOBI I OPAHHBIE HOCBI CBUAETEABCTBYIOT O ITOCTEIICHHOM OTXOAC

OT HAPOAHOTIO CTHAS K U3BICKAHHOCTH (puc. 0).
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Puc. 6.

DroT mmporecc CyOAMMAIINN IIPOAOANKAACA IIOA BAHAHHEM TBOPYECTBA XYAOKHHUKOB
M3 HMIEPCKAX MACTEPCKHX MOroAOB AO TeX IIOp, IIOKA TPAAUIIMOHHOE HCKyCCTBO
HE  ACCUMHAHPOBAAO  HX  «CKA30YHBIH  MHpP»,  XaPAKTECPHUIYIOIIHUICA  COYHOCTBIO
U YTOHYCHHOCTBIO ~9yBCTBCHHBIX ANHHH ¥ MATKHMH, MEYTATCABHBIMH  ITACTCABHBIMI
orrenkamu. Koraa Aypanrsed Aaamrup (1658—1707) B3ormrea Ha mpecton B AeAn, UMIIEpCKIE
MACTEPCKHE IIEPEKUBAAM ITAOXHE AHH. VImmeparop OBIA PEBHOCTHBIM MYCYABMAHHHOM-
CYHHHTOM HYPE3BBIYAHHO HYPHUTAHCKOTO TemiepaMeHTa. OH IIpe3npaA HCKyCCTBA, OCOOCHHO
MY3BIKY, 9TO CO3AABAAO 9YBCTBO HEYBEPECHHOCTH CPEAHN IPO(ECCHOHAABHBIX XYAOKHHUKOB
B Aean. B momckax 0e30macHOTO IIPUCTAHUINA W 3CACHBIX MHUPHBIX AYTOB MHOTHE U3 HHUX
[IEpEEXaAr B I[APCTBA 3AIMAAHBIX | MMaAaeB, A€ OHH HE TOABKO HAIIAW YOCKHIIE, HO U
pecekTabeAbHYIO JKH3HB B KA4eCTBE XYAOKHHKOB. Llapuw © BEABMOXH OXOTHO KM
IIOKPOBUTEABCTBOBAAN. Takasg cHTyanus CIIOCOOCTBOBAAA YCHACHHIO IIPAMBIX KOHTaKTOB
MEIKAY MECTHBIMH XVAOKHHUKAMH 1 OMHIPHPOBABIIMMH H3 MacTepCKuX MOroAos, dUro
B AAABHEHIIIEM MOAUMHUIIMPOBAAO IIKOAY xuBommcu [Taxapm.

Takum 00pasoM, IIOA MHAO-IIEPCHACKHAM BAMSHHCM B 3aITAAHBIX I'MMAAANCKHX I[APCTBAX
HE TOABKO IIOSBHACH HOBBIH CTHAB, HO N OCHOBHAf KOHLICIIIHA 3TOTO HCKyCCTBA OBIAA
rpeoOpasosana. M ayra, u dpopma KuUBOIHCH OABEPrAUCh MeTamopdosam. B To Bpemsa kak
B IIPOIIIAOM TAABHOM ABHIKYIIEH CHAOM KUBOIIMCH OBIAA CHCTEMA PEAUTHO3HBIX YOEKACHUM,
TEIEPb KAPTHHA BOIIAOINAAA AYX POMAHTHYCCKAX HAAIO3HH M CAYKHAA AASl JAOBOABCTBHS
saut (puc. 0). Ilpoaaxa m AapeHHE KAPTHH CTAAH CHMBOAOM CTATyCa AASl LapeH, KHA3CH
1 3HATH. DTO HOTPEDOBAAO CO3AAHUA KOIIMH OAHOH M TOH iK€ KAPTHUHBL AAf 9TOrO MacTep
rOTOBHA IIepPOPUPOBAHHBIA TpadapeT Ha IIEPraMEeHTE, KOTOPHI Ha MECTHOM AHAACKTE
HaszpiBaacAd wapOa (charba). Kommm MHHMATIOPEI MOTAM BBITOAHATBCH €rO IIOMOIIHHKOM
[0 €ro MOPYYCHHUIO H IIOA €TO PYKOBOACTBOM. IIprmmMedaTeAbHO, 9TO BCe MHHHUATIOPHI OBIAH
CACAAHBI Ha OyMare py9HOIO H3TOTOBACHHSA, KOTOpas BEIA€ABIBaAach B Cmaakore (CeroAHs
[Taxkucran), wmassBaemoii Sialkoti kagaz. Flmoraa amasormvmas Oymara H3rOTOBASAACH
B MECTHBIX MACTCPCKHX. XVAOKHHUKH CAMH ACAAAM KPACKM M KHCTH. [IpH HM3roTOBACHHHI
KPACOK XYAOKHHK HCIIOAB30BAA MECTHBIC MHHEPAABI M PACTHTEABHOE CBIPbE, 4 HEKOTOPHIC
MHHEPAABHBIC KPACKH 3aKYIAANUCh H3BHE. OTH KOMIIOHCHTHI CMEIIHNBAAMCH C JKHBOTHBIM

KACEM, H BCECh IIpoOIECC OBIA qpestIqafIHo CAOKHBIM W TPYAHBIM. B pe3yapTaTe
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ITOKPOBUTEABCTBA IIPABUTEACH HMCKYCCTBO KMBOIIMCH AOCTHUTAET HOBBIX BBICOT M 3aBEPIIACTCA
CO3AAHHEM XYAOMKECTBEHHOTO CTHAfA, KOTOPBIH BBIACAACTCHA CBOEH YYBCTBEHHOI KPaCOTOM
I IIO9THYECKOH BBIPA3UTEABHOCTBIO. TeMm He MeHee, COPMHPOBABIIHIICA B YEAMHECHHHI
ABOPIIOB B AOCTHIIINH TaM 3€HHTAa CBOEIH CAABBEI, OH yIPATHA CBOM KOPHH. DTO CTAAO OAHOM
13 OCHOBHBIX IIPUYHUH IIPEKACBPEMEHHOMN «KOHYUHBD) CAABHOM XYAOKECTBEHHOM TPAAUIINH,
HECMOTPA Ha IIOCACAVIOIIYIO HOBYIO BOAHY COLIHAABHO-KYABTYPHOTO BO3POMKAEHHA IIOA
3aITAAHBIM BAUAHHEM. Takum oOpasom, AOMHHUPYS B TE€YEHHE TPeX cToAeTHii, ¢ 16 mo 19-e,
OH PYXHYA IIOYTH BHE3aIIHO. Aake CErOAHA Te€ U3 XYAOKHHKOB, KOTOPBIE HPHHAAAEKAT
K CEMBAM, TPAAHIIMOHHO 3aHUMAIOIIUMCA KUBOIIHCHIO, M 3apabaTBIBAIOT HA KU3Hb CBOCH
rpodeccueil, — He TOTOBAT MUHHATIOPHI B TPAAUIIMOHHOM MaHEpe, HO AHMOO HM3rOTaBAHBAIOT
HMUTALIH, AHOO ACAAIOT HE3PEABIE U HEYKAIOKHE KOIHU AAA peiHKAa. Hexortopsre m3 mHux
B Kanrpe um Yambe co03Aa0T TPAAHIIMOHHBIE «OpadvHBIE MHUHATIOPE» U AECKOPATHBHBIC
M300pAKEHUA AASl YKPAIIICHUA TAABHOTO BXOA2 B AOM (bang-dwaris) AASl CBOUX ITIOKPOBHTEACH.
Kupormesr Ilaxapu B ee pasanmdbx opmMax — MHUHHATIOPH, (DPECKH M «BBIIIHTAA
AKHBOIINCHY (rumals) — 3HaMeHyeT cOOOM BaKHYIO BEXy B HMCTOPHH HMHAHNICKOIO HCKyCCTBa,
a TOYHee, MHPOBOTO HCKyCCTBA. 1'OABKO HECKOABKO XYAOKECTBEHHBIX HAIIPABACHHUN MOIYT
COIIEPHUYATh C HEH II0 CBOEH CAABHOW HCTOPHUH IPOAOAKHTEABHOCTBIO B TPHCTA ACT,
IIHPOKOH TEMATUYECKOH IIAAHTPE, CBOOOAE M AHPHYIHOCTH, MATKOCTH ITACTEABHBIX TOHOB,
KOTOPBIE HaBEBAIOT dYyBCTBO o(HUpPHOI Aerkoctu u  yromdeHHoctn. OOIIHPHOCTH
reorpadu9Yeckoro  palioHa, OXBAYEHHOTO O9THM HCKYCCTBOM, KOTOPOE AHMAHPOBAAO
B IIPEATOPBAX 3aAAHBIX |'HMMaraeB B pasAHMYHBIX LApPCTBax, Takxke nopaxaer. Ot Ilymdua
B Askammy m Kammupe Ha kpaiimem 3amase — A0 l'apBasa B VrTrapandase Ha BOCTOKE, 9TO
HCKYCCTBO Pa3sBHUBAAOCH B IapcrBax Askammy, bacoxaam, Yambe, Hypmype, I'torepe, Kanrpe,
Manan, Kyay, buaacrype, Apxku, u 1. A. Kpome mapcrs Axxammy m bacoxaam, xoropere
00pasyroT ceroausa dactu mrratoB Asammy n Kammumpa, m I'apsasa B 3amaAHON wacTH
VrrapakxaHnaa, Bce APyrHe LAPCTBa B HACTOAIEE BPEMA COCTABAAIOT YACTH INTATa XHMAdaA-
[Tpaaerr. Bee arum mrrarer, a nvenno, Awammy n Kamvup, Xumagaa-ITpasenr n Vrrapakxasa
B HACTOAIIIEE BPEMA COCTABAAIOT 3amaAHyio wacTb Mmamiickoro Corosa. ITockoabky
IIPABUTEAH 3THUX IAPCTB IIPUHAAACKAAN K TPYIIIIE PAAKIIYTOB, TO IIKOAA KUBOIIHCH, KOTOPas
IIPOIBETAAA B CBOMX KOPOAEBCTBAX, TAK/KE CTAAA HMEHOBATBHCH «PAAKIIYTCKOM KHBOITHCHION
B OoAee paHHHUX paboTax IO 3TOMH Teme. Tem He MeHee, OHA TaKke OblAa m3BecTHA Kak [llkoaa
KHBOIINCH XHMadaAd, IIOTOMY YTO OOABIIMHCTBO IIEHTPOB 9TOH IIKOABI B HACTOAIIEE BPEMS
HAXOAATCA Ha Teppuropun rmrrata Xumadas-IIpaaemr. B Ooaee pamnux paborax oHa Takxe
HMMEHOBAAACH KUBOIMCHIO KaHIphI, Tak Kak IepBbIe €€ 0OPa3IBl OBIAM OOHAPY/KEHBL B IIITATE
Kanrpa. OAHAKO B IOCAEAHEE BPEMSA 3TOT CTHAB OOBIYHO OIIPEACAACTCA KAK IITKOAQ JKUBOIIHCH
[MTaxapu, wmam mpocro :xmBoruch [laxapm, Tak Kak Bce IIEHTPBI 9TOH IIMKOABI OBIAN
pacroAoskeHsl B ropax (pahar) 3ammaansix ['umasaes. VMponus curyalimu COCTOUT B TOM, 9TO €€
pPa3AMYHBIE CYO-IIKOABI COOTHOCHAHMCH CO CTOAHUYHBIMH IIEHTPAMH, TA€ 9TOT CTHAD
IIPOIBETAA, 4 HE CO CTHAHUCTHYCCKHMH OCOOEHHOCTAMH PAa3HBIX XYAOKHHKOB, HECMOTPsA Ha
TO, YTO MHOTHE U3 XYAOKHHKOB [laxapu paboTasn B pa3AHMYHBEIX MECTaX B pa3HbIC BPEMEHA.
Takum 0Opasom, 9acTO pabOTEI OAHOTO MU TOTO K€ XYAOKHHKA KAACCH(HUIHMPOBAAUCEH IIO-
pasaomy. [Toaromy mmena OOABIIHHCTBA U3 XYAOKHUKOB [laxapu TepAroTcss B HEM3BECTHOCTH.
Kpowme Toro, u3-3a 910i1 HEOIIPEACACHHOCTH MHOTHE IIpon3BeAcHHA MaHakm, XyAOKHHKA 13
ceaa I'roaep B mrrare Kanrpa, 6pian oraecenst k ¢. Maaapawm B mrrate ['apsaa [2, ¢. 22-25] u B

p63yAbTaT6 OBIAQ «06Hapy>{<eHa» CbI/IKTI/IBHaH «IIKOAQA }KUBOITHCIH FapXBaAa».
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Kupormes [laxapu He MoOrAa OB OBITH CTOAB OOTATOM H APKOM, €CAHM ObI He ObIA2
BAOXHOBAGHA ABHKEHHEM DXakTu BaiIIIHABOB C €ro OECKOHEYHBIM CIIEKTPOM TEM, KOTOpPBIE
MOTAU BBIPA3UTh BCE MBICAHMBIE YEAOBEYECKHE HACTPOCHHA U SMOIIMOHAABHBIC OTTEHKH.
Kpome AmTepaTypHBIX IPOHM3BEACHHUIT BAHIIIHABOB, KAACCHYECKHE PAOOTHI IIOCAEAOBATEAEIH
[Mmser u mkoAsr [akTy Takke AAAT MHOTOYHCAECHHBIE TEMBI AAA xuBorucy [laxapm (puc. 7).
OAHAKO MMEHHO ABH/KEHHE BAHIITHABOB, CKOHIIEHTPHUPOBAHHOE HA IIPEAAHHOCTH H AIOOBH
k Kpurrae, AaA0 Takume KpacOYHBIE M POMAHTHYECKHE KPBIABA 3TOMY HCKYCCTBY, YTO OHO
MOZKET HapUTh B 9(UPHBIX BBICOTAX 3CTETHYECKOTO OIBITA. TE€MBI M KOHTEKCTBI, B3ATHIC M3
kaaccuku, Kak Askaiaass B «lmr l'oBuba», buxapum B «buxapu-Carcai», KerraBaac
B «bapaxmaca» n «Pacuxnpniian m AeCATKHI APYTHUX ITOITHYECKUX IMPOM3BEACHUN POMAHTH3MA
CTHMYAHPOBAAU BOOOPAKEHHE MHOTHX XYAOKHHUKOB, pabDOTAaBINHX B pa3HBIX MecTax. Kpome
toro, Pamaiiama, Maxabxapara, bxarasar I[lypamel m MHOrme Apyrume KAaCCHYECKHE
IIPOU3BEACHHSA, 4 TAKIKE OECUYNCACHHOE MHOKECTBO APYIHX PabOT BAOXHOBASAH XYAOKHHKOB
[Taxapu (puc. 8). Hapsay c¢ arum, xysoxuuku [laxapu Takke OpaAH TEMBI M3 ITOBCEAHEBHOIT
CEABCKOM JKH3HH, AMPHYECKHE AIOOOBHBIE creHbl. OAHOI M3 HHTEPECHBIX OCOOEHHOCTEH
auBoncu Ilaxapu ABAfETCA TO, YTO XYAOKHHUK OYECHb OAM3KO M HHTHMHO OBIA CBf3aH
C OKPY/KAIOIIIUM  AQHAITA(TOM, KOTOPBIM CTAHOBHUACA (POHOM TAABHOH TEMBL —IDTO
KPAaCHOPEYHUBO BBIPAKAAO €IO AFOOOBb K CBOMM MECTaM.

HampaBaenme wmckyccrsa [laxapm He  OrpaHHMYmMBAETCA TOABKO  MHHHATIOPHOM
AKHBOIINCHIO, BBIIIOAHEHHON Ha Oymare, HO BKAIOYA€T POCIHCH CTEH ABOPIIOB, XPaMmOB
1 AOMOB, KOTOPbIE OBIAM VKPAIICHBI IPEKPACHBIMH (Ppeckamu. DT (DPECKH, BHIIIOAHEHHBIE
HA IIAHEAAX, B OCHOBHOM, H300Pa/KarOT TEMBI, B3ATBIE M3 PEAHUTHO3HBIX TEKCTOB, a TAKKE
13 Takux npousBeAcHuil, kak Hasaka-bxea, Par-Maaa u 1.A. Bo MHOruX dpeckax Bcrpedarorcs

M CBETCKHUE TEMBI. DTH (‘bpeCKI/I CIIIC MOJKHO YBHUACTH B PA3SAMYHBIX MCECTaX B OTHOCHTEABHOM
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COXPaHHOCTH, HO OOABIIIMHCTBO U3 HUX CEHYac HAXOAATCA B IOAYPA3PYIIEHHOM COCTOSHUH
B Askammy, bacoxaam, Yam0Oe, Aamrase, Hyprype, Manau, Kyay u 1. A. B Ooabmmucrse
U3 OTHX MECT OHH AHMOO HAXOAATCA HA TIPaHHU HMCYE3HOBEHHA, AHMOO YK€ HCYE3AU H3-32
geAroBedeckor xaratHocTu. Hexoropere m3 dpecox B Panr Maxase B Yambe ObIAM CHATHI
co cren akcrepramu Harmmonaapnoro myses B Hero-AeAn u ceroAHA 5KCIIOHUPYIOTCA B 9TOM

mysee. Apyrue mpeacraBaeHsl B Mysee bxypu Cunrx B Yambe u B I'ocyaapcrBeHHOM My3ee

B [HImmae.

Puc. 8.

Eime oAHEM CPEACTBOM XYAOKECTBEHHOI'O BBIPAKEHHUA, BAOXHOBACHHBIM MUHHATIOPHOMN
KHUBOIINCBIO, 6131'/\3. «BBIIIIBHAA KMBOIIHCBH. TaK, paHHI/IC 148 /\yq]'_HI/Ie O6pa3]'_[bl' «BBITTTABHO M
KHBOIINCH» ObIAM OOHapy:xkeHbl B Yambe m craam msBectHbl kKak «Yamba Pymaa» (Bmecto
[Taxapu Pymaa) Ttakum ke o0Opas3oM, Kak 1eAasd ImKoAa sxkuBomucu Ilaxapu  Obiaa
HACHTU(MUIIIPOBAHA KaK «IIIKOAA KaHIpe» B HA9aABHBIX HMCCAEGAOBAHUAX IIO 3TOH TEMe, KaK
yixe ormedaroch. Ha camom aAeae, atoT BuA apT-BoimuBku AcAaerca ¢ X VIII Beka B Uambe u
B HECKOABKHX APYIHX MECTaX B IIPEATOPHOI OOAACTH 3allaAHBIX ['mMmaAaeB, rae mpoIBeTaAn
pasanmunble CyO-mukoAbr cxkmBonmcu Ilaxapum. Ilostomy, Moxker OBITH, IIEAECOOOPA3HO
onpeaeAantsb ero kak «[laxapu Pymaar, a me «Hamba Pymas». CpeAn 3THX IIKOA BBIACAAFOTCH
IIKOABI, paciioAarasmruecs B croaunax napcrs Askammy, bacoxaam, Kanrpa, Manam, Kyay
n  Kaxaoop (bumaacmyp). Dra Tpaaummsa A0 CHX IOp COXPAaHHAACh, XOTA MU B 3aMETHO
cumkeHHOl dopme, B YamOe mOA IaTpOHAKEM IIPAaBUTEAbCTBA ITaTa Xumadas-IIpaaerr,
HO OHAa IIOYTH HCYE3Ad B APYIUX MECTaX IIOA BAHAHHEM H3MEHHUBIIEHCA COLHAABHO-
sKOHOMHYECKOH curyarun. Cample paHHHE OOPA3IBI XYAOKECTBEHHOI BBIIIMBKU HA TKAHU
B CTHAC MUHHATIOPHOH JKHUBOIIMCH OBIAM HAaWAEHBI B bacoxaAm; OHH HIpPHUHAAAEKAAT
k cepeanne XVIII Beka, Bpemenu mpaaenusa papaxu Ampura [lasa (1750-1776). Dro
HCKyCCTBO, BO3MOXKHO, C(OPMHPOBAAOCH B bacoxaam Ha OCHOBe TPAaAULINH HAPOAHOI

BBIIITUBKA. U1 BBIIITUBKH, KOTOpaﬂ BO3HUKAA B bacoxaau u HpI/IACFaIOH_[I/IX paﬁOHaX A)KaMMy
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[I0A IaTPOHAKEM (DEOAAABHBIX IIPABHUTEACH, CTAA M3BECTCH Kak «BBIIHUBKA AOTpay,
oranmuaromasca ot «Yamba Pymaa». B aum Ampura [Tara bacoxaanm ObIA BaKHBIM IIECHTPOM
HCKYyCCTBA M KOMMEPIIMH, 4YTO IIPHUBACKAAO BBIIIMBAABINUIL U3 AOAHHBI Karrmwupa.
Ho caoxnas nmoantudeckas cutyarus B bacoxaan npu ero npeemunke Buakae [Taae (1776—
1806) BEIHyAmAQ XYAOMKHHKOB M PEMECACHHHUKOB MHIPHPOBATH B OE30IIaCHBIE MECTa
B COCEAHUX TOPHBIX ImapcTBax. [loaToMy mcKyccTBO BBIIIMBKH paciiBeao B Kamrpe moa
atpoHaxem Maxapaaxu Cancapa Yanaa (1775-1823) u 8 HUambe nipu Paaxe Cunrxe (1764—
1794). Ob6a aTUX HpaBUTEASl HCKPEHHE IIOOIIPAAM H IIOKPOBUTEABCTBOBAAU AEKOPATHBHO-
IIPUKAAAHOMY HCKYCCTBY B CBOHMX IIapCTBaX. B TedeHnme sToro mepmosa HapOAHOE HCKYCCTBO
BeIIuBKH B YamOe TpaHcOPMHPOBAAOCH B OYEHb H3BICKAHHYIO U 3ACTAHTHYIO (HOpMmy,
KoTOpasd M crTana m3BecTHa Kak «HamOa Pymaa» m comepumdasa ¢ KHUBOIHCHIO YamOBL
HexoTopble U3 caMbIX IIPEKPACHBIX M M3BECTHBIX BBIIIIMBOK OBIAM CO3AaHBI B Yambe mmeHHO
B TEYEHHUE ITOTO IEPUOAA. VICKycCTBO BBIIINBKH IIOAYYHAO AaAbHEHIee passurue B YamoOe
B HAIIPABACHUH MUHHATIOPHOM KHBOIIMCH (BBIIIUTBIX MHUHHATIOP) M AOCTHIAO TaKOTO
COBEpPIIIEHCTBA, YTO IOAOOHBIE PaOOTHI, CO3AAHHBIE B APYIHX MECTAX, €My fABHO YCTYIAIOT.
Tem HE MeHee, IITKOAA XYAOMKECTBEHHON BBIINBKH B YamOe pasBHBaAach HE B H30AAIUM.
BAnAHMA XyAOKECTBEHHBIX TPAAUIIUI PACIPOCTPAHUAUCH B COCEAHHE IHapcTBa bacoxaam,
Kanrpy, buaacnyp m Manam, rae 31O HCKYCCTBO TaKikKe IIPOIIBETAAO, XOTA M HE MOIAO
cpaBHUTBCA ¢ apTHCTHYHOCTBIO Yamba Pymaa. «laxapum Pymaa» ObiA0  coBMeCTHBIM
TBOPYECTBOM MHHHATIOPUCTOB U BBIIIHBAABINNIL. PHCYHOK A€AAACA OIBITHBIM XYAOKHHKOM-
MHUHHATIOPUCTOM, B TO BPEMA KaK BBIIIMBAABIIHUIIA 3aHHMAAACh PYKOACAHEM. XYAOKHHUK
HE TOABKO 33AaBAA TEMY, HO AAaBAA HMHCTPYKLIHH OTHOCHTEABHO HCIIOAB30BAHUSA IIBETOB.
Takum 0Opa3oM, KaKABIM 9AEMEHT BBIIIMBKYA HAIIOMHHAET O MHHHATIOPHOM JKHUBOIIHCH.

Hexoropsie u3 mpousseaenunii B cruae «4amda Pymasa» OAmke Kk cTuAr0O MEHHATIOPE KaHrper,

4geM coOCTBeHHO K cTuAro Yamba (puc. 9).
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BAusHIEe MIHHATIOPHOI KUBOIINCH HA BBIIIIMBKY OYCHb CHABHO B TaKHX pabOTax, IAc B
KadecTBe TeMBI BEIOpaH TaHmyromunid Kpumaa (rasmandal). Ona Opraa HanboAee IOIyAIPHOIT
TEMOI, BO3MOKHO, IIO TOH IIPUYHHE, YTO AAET HAHOOAEE YAOOHYIO KPYTOBYIO KOMIIO3HIIUIO
HAa KBaApaTHOM BeIIIMBKe. Apyrue H3AIOOAECHHBIE TeMbl — KpHIIHA-ABAQ, CIIEHBI U3
Maxabxapater u Pamasmer, 'anerr-yaxa u 1. A. CpeAu CBETCKHX TeM OBIAM IIOIYAAPHBIMHU
CIIEHBI OpaKa, OXOTHUYbH CIICHBI, UTPa B KOCTH U T.A. PaHHAA BBIIINBKA ACAAAACH ABOHBIM
XOAOM MEAKHX CTEKKOB, B KOTOPBIX OBIAHM HCIIOAB30BAHBI CEPEOPAHBIE HHUTH AAA
H300paKeHUA BEK M OpHAMeHTa. AaAee IIBBI CTAHOBATCA AAMHHEE, IOABASIOTCA ABOWHBIC
aTAACHBIE CTPOYKH C AHIIEBOI U OOOPOTHOI CTOPOH BBIIIUTON HOBepxHOCTH [3, ¢. 122- 131].

Ha nporszkennn BekoB HarpabAeHue kuBonrcu [laxapu ocraBaAaoch HEM3BECTHBIM, ITOKA
Metkad He 0OHApYKHA HEepBbie 0Opasiel Munuatiop B Kanrpe B mauase XIX Bexa. Tem He
menee, nmeaHo AnauA K. KymapacBamm BriepBele IIPOBEA CEPBE3HOE HCCACAOBAHHE HA 3Ty
TeMmy B rmepBom AcecAtrAeTnu XX Beka. [lo myTwm, mpoAoKeHHOMY WM, TOCAGAOBAAN MHOTHE
yY€HbIE U LEHUTEAH HHAHMCKOrO HcKyccTBa. CpeAr HHX MOMKHO OCOOO BBIAGAHTH HMEHA
O.C. T'aaryan, Ax.C. ®penua, B.I. Apuepa, P. Peiicpa, Mykynan Aasa, M.C. Panaxaser,
K. Kxanaaaasaasr, b. ['ocsammu i mEOornx Apyrux. Ho Bce atm yueHbBIe MHICaAM Ha aHTAHHCKOM
aspike. [To o10it IprYmHe OOABIIIMHCTBO HEAHTAOSA3BIYHBIX IIEHUTEACIH HMCKYCCTBA OCTABAAOCH
B HEBEACHHH OO 3TOM HAIPABACHUH HCKYCCTB4, KOTOPOE Pa3BHAOCH B YKPOMHOM YIOAKE
IUMaAalCKOTO pernoHa. llepBoe KOMIIAEKCHOE HMCCACAOBAHHE HA XHHAH OBIAO CAEAQHO
comectHo K.A. Bariapeit n O.C. Xanaoii. XOTf BKAAA 9THUX BBIAAIOIIUXCHA VYCHBIX B AAHHOM
obAacTu OBIA OYEHDb 3HAYUTEABHBIM, TEM HE MeHee, 32 mckArouenuem b. I'ocBammu, Bce onu
paccmatpuBaAu  kuBoHHCh  [laxapm B IPEAOMAGHHH  PETHMOHAABHOM — HCTOPHUU
1 COITMOIIOAUTHYECKOH CHTYALIMH, 2 He COOCTBEHHO C TOYKH 3peHusA mckyccrsa. [losromy us
TeX padOT MOKHO TIOAYYHTb IIPEACTABACHHE CKOpEe O IIOABHUTAX IIPABUTEACH, dYeM
O XYAOKHHUKAX, KOTOPBIE CO3AAAU 9TH BEAHMKOAEIIHBIE IIpOU3BeAcHUsA nckyccrsa. [Ipodeccop
b. T'ocBamm 3acAyxuBaeT yBaKEHHA 3a OTKPBITHE MHOTHX HEM3BECTHBIX MHHHATIOPHUCTOB
13 MECT, KOTOPbIe OBIAM paHee HEH3BECTHHI.

B mamr Bek cOIMAABHOIO BO3POKACHHA HEOOXOAHMO 3aHOBO IIEPEOTKPHITH MAacTEPOB
[Taxapu, taknx xax masaut Ceo, Haiinckyx, Kama, Manaxu, Amoxapu, Huka, Pamaaa, Pary,
[Typxxy, Kymran-Aaa ns I'roaep-Kanrpu, Kpumnaan, Assuaac, I'oay u3 bacoxaan, Aaxapy us
Yam6s, Myxammapbax (Myxammaam) n Iaxma Haporam ms Mamam, Kumman Yawma us
buaacniypa m muorme apyrume. Her commenwns, sTH XyAOKHHUKH YacTO IPOCAABAAAN CBOHX
IIOKPOBUTEAEH B CBOMX padOTaX, HO 3TO OBIAO BBIHYKACHHOM HEOOXOAUMOCTBIO AAf
BBKHBAHUA. TaKOH HEOOXOAHMMOCTH HET AAf HCTOPHKOB MCKYCCTBA, IIMINYINUX OO 3THX
XYAOKHHKAX, IIO9TOMY OHU MOTYT OCBETHUTB IIPOOAEMYy OOAee OOBEKTUBHO.

[Tpuunmsr BeTpevarormeics «PeoAaABHOH IIPEAB3ATOCTH» Y PAHHHUX HCCACAOBATEACH
nckyccra  I[laxapm  me  HaAO  AOATO  HCKartb.  DOABIIMHCTBO M3  HHX  OBIAM
BBICOKOIIOCTABACGHHBIMH ~ YMHOBHHKAMH,  KOTOPBIE  9YYBCTBOBAAH  CEOA  AOCTATOYHO
BO3HATPAKACHHBIMH, U3y4das APEBHHE COKpOBHIA PeoAaAbHOH srtoxu. OHI BecbMa YAOOHBIM
AASL ceDfi 0Opa3sOM BBIABUHYAHM B KadeCTBE I'AaBHOro hakropa pasBurua mckyccTBa [laxapn
deOAAABHYIO IIOAAEPKKY U IIOKPOBHUTEABCTBO, HE IIBITAfACh HCCAEAOBATH €TI0 HAPOAHBIE
kopuu. Koraa Aooctarouno o00cHOBATh BAKHOCTH (DAKTOPA IOKPOBUTEABCTBA HE IIOAYYAAOC,
TO  HYKHBIE AaHHBIE 1oupocty dabpukoBasuck. Her commennsa, deoasarpHOE
ITOKPOBUTEABCTBO, O€3yCAOBHO, BHECAO OOABIIONH BKAAA B Pa3sBUTHE 3TOTO HAIIPABACHUS,
B 9TOM KOHTEKCTE CAeAyer oTmernts uma Maxapaaxu Cancapa Yanaa (1775-1823), OsiBrmero

BCAYIIIIM MCILCHATOM. D10 OBIAM TOABI, KOTAQ2 HMCKYCCTBO M pEMECAA AOCTUTAH HAHUBBICIIICTO
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yposusa B Karrpe. Tem He MeHEe, Upe3MEPHBIH aKIIEHT Ha PEOAAABHOM ITPOTEKITMU HE MOKET

OBITH PA3yMHBIM, 2 B HEKOTOPBIX CAYYafiX OH IIPOCTO HE COOTBETCTBYET ACHCTBHTEABHOCTH |2
> y Yy

c. 28-33].

Ha camom AeAe mpocTbie AIOAM B TOPOAAX H CEAAX OBIAM TaKKE AIOOHTEAAMH

b

U IIEHUTEAAMH KUBOITHCH, HAa CBOEM CKPOMHOM ypOBHE. Sl XOPOIIIO IIOMHIO, 94TO MOM OTeII,
ASATL B POACTBCHHHKH HMEAM XOPOIIYIO KOAACKIINIO MHHHATIOP. Sl A0 cmx mop momHIO
[IPEKPACHYIO MHHHATIOPY l'aif-Aaximmm, KOTOPYIO MBI HCIIOAB30BAAN AASl ITOKAOHCHUS
nakanyne AmBaau. Macasubsie kaptuabsl Myxammapbaxa, 'axua Haporama, a Takike Apyrux,
9ACTO HEHU3BECTHBIX XYAOKHHKOB MOJKHO YBHACTH IIOYTH B KaKAOH OAArOIIOAYYIHOH CEMbE
ropoaa. B Haware IMTHAECATBIX TOAOB, OXOTHHKOB 32 AHTHKBAPHATOM U1 aHTHKBAPOB
n3 Xommarnypa u AMpHUTCapa, PasbICKUBABIINX CTAPble FOBCAUPHBIC M3ACAMA U MHUHHUATIOPBL,
MOKHO OBIAO YBHAETH BO MHOTHX ropoaAax. Sl momuro Axarauimna Murrasa, KOTOPBIH OPOAHA
110 MaHAHM B IOMCKAX MUHHAATIOP, KOTAQ 5 OBIA TIOAPOCTKOM B HAYAAE IIATHACCATEIX TOAOB.
I'aaBHOIT 1IpOOAEMOIT 9TOH (PEOAAABHON IIPEAB3ATOCTH OBIAO TO, YTO MHHHATIOPHI
[Taxapu paccMaTpHUBAAMCH CKOPEE IPOCTO KaK APEBHOCTH, 4 HE KaK IIPOU3BEACHHSA HCKYCCTBA.
Mysen u Oorarele AOMa d9Yepe3 IIOCPEACTBO VIOMAHYTBIX UYHMHOBHHUKOB-MCCACAOBATEACH
IpHOOpPeAr OOABIIYIO 9aCTh KOAACKINHA. KapTHHEL Ke, IPUHAAACKABIIIIE IIPOCTBIM AFOASAM,
[IOITAAM B PYKH aHTHKBAPOB IO OPOCOBBIM II€HAM, 4 OHH BIIOCACACTBHH CACAAAH ceOe
COCTOAHMA, IPOAABasd UX B MyseH. [losTromy B OOTraTeix AOMax eIe MOKHO HAHTH CTapble
MHUHHATIOPBI, HO HE B AOMAax OOBIYHBIX AIOAcH. VI3BecTHOCTB, KOTOPYIO MHHHATIOPHOE
nckycctBo Ilaxapm mOAYIHAO B pe3yAbTaTe BCEH 3TOM CHUTYAIIHH, ITOPOAHAA ITOATTOABHBIN
Om3HeC M Aara TOAYOK (POPMHPOBAHHUIO CETH AHTHKBAPOB M HOBOTO ITOKOACHUSA
MHHHATIOPUCTOB. XOTA 9TH COBPEMEHHBIE XYAOKHUKI BO MHOTOM VTPATHAH CBOH TPAAUIINM,
HO HEKOTOPBIC U3 HHX XOPOIIO BOCIIPOH3BOAAT CTapble MUHHATIOPBI C HCIIOAB30BAHHECM
COBPEMCHHBIX MATEPUAAOB. Sl ANYHO 3HAIO HECKOABKO XYAOMKHHKOB, KOTOPBIE AO CHX IIOP
KOIINPYIOT CTapble MHHHATIOPEL B TPAAHLIHOHHOM crTuAe [laxapm, HO B OCHOBHOM
C COBPEMEHHBIMH CHHTETHYECKHUMH I[BETAMH HAa OEACHOM Oymare py4dHO# pabotsl [lpu atom
OHH HE CTABAT Ha HUX cBOoM nMeHa. Kormu, cAeAaHHBIE TAKUM 0OPa3oM, OOBIYHO OOKYPHUBAIOT
U 3arpASHAIOT AASl IIPHAAHNA UM BHAA CTAPOH KapTUHBL [lOTOM OHH IIPOAAOTCH B YaCTHBIC
U TOCYAAPCTBEHHBIE KOAACKIIMH Ye€pe3 aHTHKBAPOB 32 XOPOIIYIO IeHy. Takum oOpasom,
IIPOIBETAET TOPIOBAfl IIOAAEAOK, M KOIIHMHCTBI 3apabaThIBAIOT IOPa3AO OOABIIE, YeM OHH

ITOAYYHAN OBI 32 COOCTBEHHBIE TBOPEHUH.
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Before we start discussion on the miniature painting in the Himalayan region, known
popularly the world over as the Pahari Painting or the Pahari Miniature Painting, it may be
necessary to trace the genesis of this fine art tradition in the native roots and the associated
alien factors that encouraged its effloresces in various stylistic and thematic varieties.

In fact, painting has since ages past remained an art of the common people that
the people have been executing on various festive occasions. However, the folk arts tend
to become refined and complex in the hands of the few gifted ones among the common
folks. Such people stand out distinctively among the masses as the accomplished ones in
different arts and crafts, and when that expertise becomes hereditary, those families are
identified in the community with the particular art or craft. In that process, there have been
the chitraire — the painters, bataihre — the masons, the Sunar — the goldsmiths, kanghaire —
the surgical operators, tarakhan — the carpenters, lohar — the blacksmiths, etc. According to
a popular tradition about the origin of professional guilds, Vishvakarma — the Divine
Craftsman — had four wives. Each of them gave birth to a son. Each of those inherited
different skill from their parents and passed those to their descendants. Thus, the professional
guilds of the chitraire, kanghaire, tarakhan and lohar came into existence. Undeniably, these
professional communities have been here as a part of the interdependent Pahari society since
ages. That would affirm the little-known and least appreciated fact that a separate guild
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of professional painters also existed in this region much before the advent of the Persian
style of painting in India. While the common people depended upon their inherited
improvisations for their needs, the elite people and the rulers requisitioned the services of
the chitraire on various ritualistic or ceremonial occasions (Fig. 1).
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Figure 1. Figure 2.

That patronage to the proficient chitraire gave rise to the hereditary institution of artists.
Under royal patronage, a few of the chitraire families were elevated to a higher social position
in recognition of their artisanship, so much so that some Brahmin families also adopted
painting as profession. In this regard, the names of Pandit Seo of Basohali and Pandit Gahiya
Narotam of Mandi are notable ones. However, the family of Pandit Seo was degraded to
the tarakhan caste for having adopted painting as a profession [Goswamy, 1998. P. 58]. There
are still chitraire families at Gagal-Rajol, Purana Kangra and Samloti villages in Kangra
district, but most of them have abandoned their hereditary occupation for the better
prospects in other vocations, but a few are still continuing with their inherited occupation to
supplement their income. There are also instances of some rulers taking up painting as hobby.
In this regards, mention may be made of Raja Amar Chand of Kahlur (Bilaspur), Mian Basant
Singh of Arki and Pritam Shah of Garhwal.

Thus, we find that the chitraires performed an important role of catering to the religio-
aesthetic needs of the people. They embellished and auspicated the houses of their patrons
with traditional wall paintings on different ceremonial occasions. However, for the drawings
and paintings executed for the ritualistic or ceremonial purposes were not made of large size,
but confined to a manageable frame to vouchsafe its the ritual sanctity. Possibly, the reduction
of the epic chitrashala into kauhara (a connubial painting) marked an attempt towards
the miniaturisation in painting executed on the wall, which for functional convenience was
later transferred to cloth or paper so that it could be preserved for future use (Fig. 2).
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As may be inferred from the extant frescoes of Ajanta and the murals at Nalanda, the wall
paintings in the Indian mainland were executed on extensive formats, but the wall decorations
in the Himalayan interiors were executed in different panels to confine those in
the mana-geable frames. For that peculiarity, one need not look for an extraneous influence
of the Mughal court. Executing artwork in panels has been an ages-old practice in the hills, as
may be evidenced from the carved wooden panels and frames of the Lakshana Devi temple at
Brahmaur, Shiv-Shakti temple at Chitrari and Markula Devi temple at Udaipur and many other
ageless wooden temples in the interiors. Possibly, miniaturisation in the art woodwork was
the innovations of the local artisans for the practical convenience, which eventually reflected
on the wall paintings for maintaining the sanctity and dignity of the subject. That
consideration also demanded that the painting was executed at a respectful height from the
floor [Randhawa, 1959. P. 15]. That consideration remained intact in the wall paintings
executed to depict religious and feudal court scenes under the influence of Mughal courts.
Thus, we find that the trend towards miniaturisation was not borrowed from outside, but
evolved from within.

The 'primitive Pahariminiatures’  were made on the handmade paper, known
as the Sialkoti kagaz, by using self-prepared mineral or vegetal colors. Those miniatures
inherited their themes, style and technique from the wall-paintings, which also were made
by using self-made mineral or vegetal colors. Those miniatures were commonly executed
in horos-copes, Shiv-chautris, etc. for the accomplishment of rituals and occasionally for

auspicious purposes much before painting became a thing of joy and pride for the rulers and
nobles (Fig. 3).

Fugure 4.

Some of such old horoscopes were preserved in the Himachal Lok Sanskriti Sans-than,
Mandi (Himachal Pradesh), but after the death of Chandar Mani Kashyap in September 1999,
the fate of that institution in not known. Preparation of the kauharas, horoscopes and Shiv-
chautris was scrupulously a traditional art, bearing canonical authen-tication and religious
sanctity, for which no alien involvement could be admitted. On the other hand, figural
depiction has been a strong Islamic taboo. That essential religious polarity was a very potent
factor to thwart any alien impact on the sanctimonious traditional art. Therefore,
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the simplistic assumption that the miniaturisation in Pahari painting was introduced under
the Persians influence, as is commonly believed may not be reasonable. Further, a protracted
discussion among the scholars about the origin of Pahari Painting has been going on. Some
attribute its origin to the Indo-Persianor the Mughal art, but from the foregoing discussion,
the origin of this art in the native soil may be a logical conclusion for, nothing can grow and
flourish, especially the art, unless congenial and conducive environment is available.

The echo of Bhakti movement in the outer Himalayan kingdoms ushered in a new era of
religio-aestheticexperience. The vernacular art under the influence of that movement tended
to become refined, but that did not exceed beyond what may be defined as the primitive
sophistication. The chitraires attempted mythological themes to meet the religio-aesthetic
aspirations of their patrons (Fig. 4).

Therefore, it may be reasonable to infer that the tradition of painting in the folk form
already existed in the outer Himalayan kingdoms much before the 16th century,
the hypothetical date of the origin of Pahari Painting. However, the painting could not
flourish as a fine art under the prevailing traditional societal setup, which rated painting, and
for that reason all other art-mediums, as lowly activity. An instance of excommunication of
Pandit Seo, as noted earlier, may be an example to the point.

Figure 5.

Nevertheless, the local rulers, overwhelmed by the culture of the imperial Mughal court,
started encouraging painters.Thus, the art of painting, and music as well, attained a coveted
distinction in the outer Himalayan princely courts, setting a stage for assimilation of the Indo-
Persian technical and stylistic influences. Those influences lent grace, sophistication and
definite identity to the traditional painting, and a newerart-style was born. Nevertheless, it was

not only the feudal incentive that assisted fusion of two art styles; the contemporary socio-
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cultural ferment was also equally responsible for that transformation. Probably, under
the prevailing religio-cultural cir-cumstances, the vernacular painting had also imbibed certain
finer nuances of its own in the art expression. The early Basohali paintings unmistakably
affirm that assumption. In this context, the observation of M. S. Randhawa that 'If Age and
Area Hypo-thesis has any meaning, it also indicates that this style is quite ancient; otherwise it
would not have been so widespread' [Randhawa, 1959. P. 15] is significant. Infact, about the
16th — 17th century, the so-called Basohali type of paintings inspired by the Bhakti movement
were being turned out almost everywhere in the feudal centers west of Satluj under the
patronage of local rulers and nobles. Those early paintings may be identified from the
preponderance of folk elements, generally characterised by the flat two-dimensional planes,
regardless of visual perspective; the flat sweeps of primary colors with a profusion of the
passionate reds; large lotus-shaped eyes, pointed noses and narrow lips on the puffy faces,
deliberate distortion of the fleshy limbs, etc. These paintings are normally framed in the
glowing red frames (Fig. 5).

However, the primitive intensity so vigorously reflected by the sweeping hot and
passionate colors in the early omnifarious Basohali type of paintings of this region became
mellowed by the delicate use of soft colors in the proper Basohali painting. The fish-like eyes,
receding foreheads and aquiline noses were indicative of a gradual departure from the folk
bearing to sophistication (Fig. 6).

That process of sublimation continued under the influence and inspiration of imperial
Mughal ateliers until the traditional bold art diction assimilated qualities of a 'fairy world',
characterised by the mellowness and refinement in the sensuous lines and soft and dreamy
pastel shades. When Aurangzeb Alamgir (CE 1658-1707) ascended to the imperial throne at
Delhi, the imperial atelier fell in bad days. The Emperor was a zealous Sunni Muslim and
extremely puritanical in temperament. He despised arts, especially the music, which created
a sense of insecurity among the professional artist at Delhi. In search of safer haven and
green pasture, many of them moved out to the western Himalayan kingdoms, where they not
only found refuge, but also a respectable livelihood as artists. The kings and nobles readily
patronised them. That situation facilitated direct contacts between the local painters and their
displaced counterparts of the Mughalateliers, which further refurbished Pahari School of

Painting.

Figure 6.

42



The Art Of Eurasia Hcxycerso Eppasun
No. 1 (1) « 2015 Ne 1 (1) 2015 eISSN 2518-7767

Thus, not only a new art-style emerged in the western Himalayan hill kingdoms under
the Indo-Persian influence, but also the very basic concept about this art was transformed.
Both, the soul and structure of painting underwent metamorphism. While in the past, religious
belief-system rooted in the universal welfare was the motive force, in its new version, the painting
indulged in the illusory romanticism for the sensuous pleasure of the elites (Fig. 6).

Commissioning, acquisitioning and gifting of paintings became a status symbol for
the kings, princes and nobility. That necessitated preparation of more than one copies of
the same painting. For that purpose, the master painter prepared a perforated stencil on
parchment, locally called the charba. More copies of the same miniature could be prepared
by his assistant under his instructions and guidance. Significantly, all miniatures were made on
the handmade Sialkoti kagaz (Paper prepared at Sialkot, now in Pakistan). Attimes, that paper
was also made locally. The artists prepared their own colors and brushes. For colors, artist
depended on the minerals vegetal sources that they meticulously prepared themselves.
However, some mineral colors were also procured from outside. Those colors were mixed
with the animal glue, but the whole process was extremely complicated and difficult.

Under those elite patrons, the art of painting attained new heights and it culminated into
the art-style that could stand out singularly on the merit of its sensuous beauty and poetic
expression. However, having with drawn to the seclusion of palaces and courts at the zenith
of its glory, it lost hold of its roots. That factor became one of the main reasons for the
untimely demise of that glorious art tradition, besides the new wave of socio-cultural
resurgence under the western influence. Thus, having remained dominant for three centuries
from the 16th to 19th, it collapsed almost abruptly. Even today, a few painters of
the traditional families supplement their livelihood by painting, but they do not prepare
the miniatures in the traditional manner, but either fake them or prepare immature and
clumsy copies for the market. A few of them in Kangra and Chamba area also prepare
traditional kauharas and bang-dwaris for their traditional patrons. With this broad background
about the origin of Pahari Paining, let us know about it in a bit detailed manner.

The Pahari Painting in its various forms — miniatures, murals and 'embroidery-painting' or
rumals — marks an important milestone in the history of Indian Art, nay World Art. Only
a few art-movements can rival it for its glorious inning of long three hundred years, thematic
vastness, fluent and lyrical lines and the tonal serenity of its pastel shades, all giving a subtle
feeling of ethereal lightness and delicacy. The vastness of geographical area that this art
movement commanded in the foothills of western Himalay in various princely kingdoms
is also equally significant. From Poonch in Jammu & Kashmir in the extreme west to Garhwal
in Uttaranchal in the east, this art movement spanned across the kingdoms of Jammu,
Basohali, Chamba, Nurpur, Guler, Kangra, Mandi, Kullu, Bilaspur, Arki, etc. Except
the kingdoms of Jammu and Basohali, which form parts of Jammu & Kashmir, and Garhwal
is the western segment of Uttarakhand, all other kingdoms are now form a part of Himachal
Pradesh. All these states, viz. Jammu & Kashmir, Himachal Pradesh and Uttarakhand now
form the western part of the Union of India. Since, the rulers of these kingdoms belong to
the Rajputs; the school of painting that flourished in their kingdoms also came to be known as
the Rajput Paining in the earlier works on the subject. However, it has also been known as
the Himachal School of Painting, because the majority of capital-centers of this school now
form parts of Himachal Pradesh state. In the earlier works, it has also been defined as

the Kangra Painting, for the evidences of this art moment were initially discovered in Kangra
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area. However, lately this art style has commonly been defined as the Pahari School of
Painting or simply the Pahari Painting, for all the centers of this school were located in
the pahar (i.e.,, mountains) of the western Himalayan region. However, the irony of Pahari
Painting has been that its different sub-schools have been identified with the capital centers,
where those flourished, and not with the stylistic peculiarities of the different artists, despite
the fact that many of the Pahari painters worked at different places at different times. Thus,
the works of the same artist have been identified differently. Under that feudalistic bias,
the names of most of the painters of Pahari painting are lost in obscurity. Besides, due to this
ambiguity, many works of Manaku, an artist of Guler in Kangra have been attributed to
Molaram of Garhwal [Handa & Madhu Jain, 2003. P. 22-25] and a fictitious school of
Garhwal Painting established.

Pahari Painting could not have been so rich and flamboyant had the Vaishnav Bhakti
movement not inspired it with an array of endless themes, which could express all conceivable
human moods and emotive situations. Besides the Vaishnav literary works, the Shaiv and

Shakta classics also provided numerous themes to the Pahari Painting (Fig. 7).

Figure 7. Figure 8.

However, the Vaishnav movement centered on the Krishna bhakti (devotion) provided
such colorful and romantic wings to this art that it could soar to the ethereal heights of
aesthetic experience. The themes and contexts drawn from the classics, like Jayadev's Geet-
Govind, Bihari's Bihari-Satsai, Keshavdas's Barahmasa and Rasikpriya, Bhanudutt's Ras-
manjari, Meshakarn's Rag-mala and scores of other poetic works on romanticism were given
lavish visual expressions by many painters, working at different places. Besides, the Ramayan,
Mahabharat, Bhagwat Puran, Devi Mahatmya and many other classics and innumerable other
works provided very stimulating themes to the Pahari painters (Fig. 8).

Apart from these, Pahari painters also painted themes drawn from the day-to-day rural
life, court scenes. One of the interesting peculiarities of the Pahari Painting is that the artist
has very intimately and sensitively incorporated the environment and landscape of his own
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surrounding as the background of the main theme. That intimate relationship of the artist
with his work eloquently expresses his fondness for his own village or surrounding.

The movement of Pahari Art did not remain confined only to the miniature painting
made on the handmade paper, known as the Sialkoti kagaz, but the walls of palaces, temples
and houses were also embellished by the enchanting murals. These murals, executed in panels,
mostly depict themes drawn from religious texts, besides themes drawn from Nayaka-bhed,
Rag-mala, etc. are also depicted in these. In many murals, secular themes have also been
depicted. These murals may still be seen at various places in different states of conservation,
but most of these are now in precarious condition at Jammu, Basohali, Chamba, Damtal,
Nurpur, Dada-Siba, Daulatpur, Nadaun, Tira-Sujanpur, Mandi, Kullu, Arki, Nalagarh, Paonta,
Dehradun, Kankhal, Saharanpur, etc. Interesting murals also existed at Bilaspur, Aubhar,
Nahan and Paonta. In most of these places, those are now either verging on extinction or are
now extinct due to human neglect. Some murals in Rang Mahal of Chamba were removed
from the walls by the experts of the National Museum at New Delhi for being displayed in
that museum. Some retrieved murals are also displayed at the Bhuri Singh Museum at Chamba
and the Himachal State Museum at Shimla.

Another medium of artistic expression, inspired by the miniature painting, has been
the 'embroidery-painting'. Since, the earliest and the finest pieces of the 'embroidery-painting’'
were discovered at Chamba, these came to be known as the Chamba Rumal instead of Pahari
Rumal, in the same manner as the entire school of Pahari Painting was identified as
the Kangra Painting in the beginning by the scholars, as already noted. In fact, that type of
art-embroidery work was being done since the 18th century in Chamba and at several other
places in the western Himalayan foothill region, where different sub-schools of Pahari
Painting flourished. Therefore, it may be appropriate to define it as Pahari Rumal than
Chamba Rumal. Significant among those were the capital towns of the Jammu, Basohali,
Kangra, Mandi, Kullu and Kahloor (Bilaspur) kingdoms. While, that art-tradition is still
survives in a much debased and modified form in Chamba under the token patronage of
the State Government of Himachal Pradesh, it has become almost extinct elsewhere under

the changed socio-economic scenario.

The earliest specimens of art-embroidery on cloth in the style of miniature painting was
found at Basohali, belonging to the mid-18th century, during the reign of Raja Amrit Pal
(CE 1750-1776). That art might have developed at Basohali out of the anterior tradition of
the folk embroidery. The type of embroidery that emerged at Basohali and the adjoining area
of Jammu under the feudal patronage came to be known as the Dogra embroidery
to differentiate it from the Chamba Rumal. In the days of Amrit Pal, Basohali had emerged as
an important centre of art and commerce that attracted the embroiderers from Kashmir
Valley. The insecure political conditions at Basohali under his successor, Vijay Pal (CE 1776—
18006) drove artists and artisans to the safer places in the neighboring hill kingdoms.
Consequently, the art of embroidery effloresced more vigorously in Kangra under
the patronage of Maharaja Sansar Chand (CE 1775-1823) and in Chamba under Raja Raj
Singh (CE 1764-1794). Both of those rulers wholeheartedly encouraged and patronised
the arts and crafts in their kingdoms. During that period, the folk-art of embroidery also
took a sophisticated turn at Chamba under the royal patronage and it emerged in a very
refined and elegant form as the Chamba Rumal, to vie with the Chamba Painting. Some of the
finest embroidered rumals were produced at Chamba during that period. The art of
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embroidery further developed at Chamba on the lines of miniature painting under the elite
people and successive rulers to such an excellence that such works being done elsewhere

looked inferior. Nevertheless, the development of the school of art-embroidery at Chamba

was not an isolated phenomenon. The influences of the art-traditions proliferated in
the neighboring kingdoms of Basohali, Kangra, Bilaspur and Mandi kingdoms where also
that art flourished, but could not match with the artistry of Chamba Rumal.

The Pahari Rumal was a joint creativity of the miniature painters and embroiderers.
The 'drafting' or'drawing' for the rumal was done by the skilled miniature artist, while
the embroiderer did the needlework. The miniature artist not only outlined the theme on
the rumal, but he also provided instructions about the use and distribution of colors. Thus,
every element of the embroidery reminisces about the miniature painting, Even the treatment
of border, with the meandering foliated creepers, is strikingly similar to the miniature painting,
especially those in Kangra style. Even some of the Chamba Rumals look closer to the Kangra
style miniature rather than to the one of Chamba style (Fig. 9).

Figure 9.

The influence of miniature painting on the embroidery is very profound in such works
where the ras-mandal themes have been embroidered. The ras-mandal has been the most
popular theme for the embroidery work, possibly for the reason that it provided a most suited
and convenient circular composition on a square rumal. The other favorite themes on the
rumalsare the Krishna-lila and the scenes from Mahabharat and Ramayan, the Ganesh-puja,

the Dashavatar, the Dasha-Mahavidyas, etc. Among the secular subjects, the marriage and

hunting scenes, the nayaka-bhed the chaupad-play (dice play), etc. have been the popular

ones.
The embroidery in the early rumals was accomplished by the double-run small stitches,
in which inter-embroidered silver threads for eyelids and ornamentation, etc. were also used

in certain cases. The stitches become longer with the dohara-tanka, i.e., the double satin-
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stitches with the obverse and the reverse of the embroidered surface of a rumal appearing
similar [Handa, 1998. P. 122-131].

For centuries, the Pahari art-movement remained shrouded in mystery until Metcaffe
discovered some specimens of Pahari miniatures in Kangra in the beginning of 19th century.
However, it was Anand K. Coomaraswamy, who pioneered serious study on the subject in
about the first decade of the 20th century. The trail blazed by him was followed by many
scholars and connoisseurs of Indian art. Among those, the names of O. C. Ganguli,
J. C. French, W. G. Archer, Robert Reiff, Mukundi Lal, M. S. Randhawa, Karl Khandalavala,
B. N. Goswami and many others deserve particular mention. All these scholars wrote in
English. For that reason, most of the non-English speaking connoisseurs of art remained not
much aware of this art moment that remained confined to the secluded corner of Himalayan
region. The first ever comprehensive study in Hindi was done jointly by K. L. Vaidya and
O. C. Handa. Although, the contribution made by these eminent scholars in the field has been
very significant, yet, with the exception of B. N. Goswami, all of them have dealt Pahari
Painting with the strong feudalistic bias, and their writings look like the extension of the
regional political history rather then the appreciation of art. From those works, one may get
the idea of exploits of the hill rulers, but not about the artists who produced those splendid
works of art. Prof B. N. Goswami deserves credit for discovering many unknown miniature
painters from places that were earlier unknown.

In our age of social resurgence, there is need to rediscover the Pahari masters, like Pandit
Seo, Nainsukh, Kama, Manaku, Joharu, Nikka, Ramlal, Fattu, Purkhu, Kushan Lal of Guler-
Kangra, Kripali, Devidas, Golu of Basohali, Laharu of Chamba, Muhammadbax
(Muhammadi) and Gahia Narotam of Mandi, Kishan Chand of Bilaspur and many others.
No doubt, the old painters and other artists glorified their royal patrons in their works, but
that was their necessity for survival. The writers on art do not have such compulsion, and it is
for them to free themselves from the feudalistic mindset.

The reason for that feudalistic bias of the eatlier writers on Pahari Art may not be far to
seek. Most of the early writers on the Pahari Art were the highly-placed bureaucrats, who felt
amply rewarded by exploring the feudal treasures. They conveniently raised the whole
superstructure of scholarship on the Pahari Painting on the feudal support and patronage to
explain the origin and development of painting in the hills, without bothering for what laid
with the commoners in the hills. When such a patronage could not reasonably be found out,
the circumstances were fabricated for that purpose. No doubt, the feudal patronage has
certainly been responsible for the development of painting in the hills. In that context,
the name of Maharaja Sansar Chand (CE 1775--1823) emerges as the greatest patron of arts.
Those were the years, when arts and crafts had touched highest watermark in Kangra.
Nevertheless, the overemphasis on the feudal patronage may not be reasonable, and in certain
cases certainly untrue, as about the so-called Garhwal Painting [Handa & Madhu Jain, 2003.
P. 28-33]. In fact, the common people in the towns and villages were also the lovers and
connoisseurs of paintings in their own humble manner. I vividly remember that my father,
uncles and relatives had a good collection of miniatures with them. I still remember a fine
miniature of Gaj-Lakshmi, which we used to worship on the eve of Diwali. The oil paintings
of Muhammadbax, Gahia Narotam and other unknown painters could be seen almost in every
prosperous family of the town. In the early fifties, the curio-hunters and antique dealers from
Hoshiarpur and Amritsar could be seen in the town looking for gotta-kinari, old jewellery and
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miniatures. I remember Jagdish Mittal meeting people in Manditown in search of miniatures
during my adolescent days of early fifties.

The tragedy of that feudalistic bias has been that the Pahari miniatures are defined more
as the antiquities rather than the works of art. The museums and the rich houses, through
the good offices of those bureaucrats-turned-scholars of art acquired most of the royal
collections. However, the paintings in the possession of common people slipped into
the hands of antique dealers at throwaway prices, who later made fortunes by offering them
to the museums. Consequently, while a few old miniatures may be found today with some of
the royal and noble houses, no miniature painting is available with the common people. The
hype for old miniatures and antiquities generated by that situation has of late encouraged
clandestine business by the well-organised nexus of the antique dealers and the new
generation of the 'miniature painters' in the hills. Although, these 'modern painters' have lost
their traditional moorings, yet some of them have done well in reproducing old miniatures and
using modern materials. I personally know a few painters who still 'copy' the old miniatures in
the traditional Pahari style, but mostly with modern synthetic colors on the bleached
handmade paper-sheets procured from the old basis. They take care not to inscribe their
names on them. The copies so made are smoked and soiled to impart antique touch. Those
'fakes' find way to the private and public collections through the antique dealers and fetch
handsome price. That is how the trade in 'fakes' flourishes and the 'copyists' earn far more
being 'dead' than what they would earn by being 'alive'.
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