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LIST OF FIRST-CLASS AWARDS.

———t——

Nineteen Gold Medals have been placed at the disposal of the
Committee. The names of the donors are as follows :—

THE GOVERNMENT OF INDIA

H. H. THE MAHARAJA OF COOCH BL‘HAR

H. H. THE RAjJA OoF KAPURTHALA

H. H. THE RAJA OF PoONCH

RAJA SIR AMAR SINGH . .

MuNsHI MApHO LAL . . .

RAJA BAHADUR RANAJIT SINHA Oor NAsm-
PUR (1 SILVER AND 1 GOLD) . . .1
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These have been awarded as follows :—

CLASss I.—METAL WARES,

1. Metal ware (Copper and Brass) from Jaipur School of Art.

Saya Po of Toungoo—Niello work, bowl and dish.

3. Maung Yin Maung of Rangoon—Silver work.

@

CLASS I1.—STONE WARE.

. Bharatpur Ilouse.

CLASS II1.—GLASS AND EARTHEN WARES.

None.

CLAss IV.—WO00D WORK.
Bhavnagar House.

6. Mayo School of Art, Lahore, for wood-carving.

. Maung Than Yegyan of Rangoon for a carved figure in

wood of a Burmesc Princess.
Bombay School of Art—Bombay Art Furnished Room.
Mysore—Carved sandal-wood casket.
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12.

13.

14.

I5.

16.
170

18.
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Crass V.—IVORY, HORN, LEATHER, ETC.

Fakir Chand Raghu Nath Dass of Delhi for a collection
of carved ivory.
School of Art, Trevandrum—Ivory casket.

CLASS VI.—LAC, LACQUER, ETC.

None.

CLAsS VII.—TEXTILES.

Bhagwan Das Gopi Nath of Benares—Gold kinkhabs.

CLAss VIII.—EMBROIDERY.

Trailokya Nath Dass of Dacca and Murshidabad for a pair
of shawls.
Collection of chikan work by Kedar Nath Ram Nath & Co.

of Lucknow.
Collection of Kashmir shawls (woven and embroidered)

from H. H. the Maharaja of Kashmir,

CLAss IX.—CARPETS.
Cashmir Manufacturing Co., Srinagar.

The Agra Central Jail,

CLASS X.—FINE ARTS.

Mr. G. K. Mhatrc of Bombay for the figure of a girl.

19. Bhagwant Singh of the Lucknow Industrial School for clay

modelling,

MONEY AWARDS.

It was felt that a certificate, given to the exhibitor of an
article, might not reach the actual maker. To meet this difficulty
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a fund was started to be used in rewarding actual artificers. The
following are the contributions received towards that fund : —

Rs.

THE GOVERNMENT OF INDIA . . 1,000
H. H. THE RAJA OF TIPPERAH . . 1,000
H. H. THE RAJA OF NABHA . . . 1,000
HON'BLE SIR E. LAW, K.C.M.G. . .+ 1,000
BAaBU MANMATHA NATH RAy CHOWw-

DHURY OF CALCUTTA . . . 500
RAjA  BAHADUR RANAJIT SINHA OF

NASHIPUR . . . . . 500
BABU DHANPAT SING OF AZIMGAN]) . 500
Basu DooLy CHUND OF CALCUTTA . 200
LALUBHAI SAMALDASS, EsQ., OF BHAV-

NAGAR . . . . . . 100
INDIAN INDUSTRIAL ASSOCIATION FOR

TWO MEDALS AND MONEY PRIZES . 100

ToTAL . 5,900

It has been arranged that for each certificate of commendation
an award of Rs. 10, for each bronze medal Rs. 20, and for each
silver medal Rs. 30, should be made. Further that the letters
by which certificates are forwarded may desire the owners
of each article to give these money awards to the actual artificer
~ or artificers who made the exhibits. In this way it is hoped the
wishes and intentions of the donors of money may be assured,
namely to recognise individual work and merit.

‘The following are the total number of the awards given :—

Gold Medals .

. . . . 19
Silver Medals . . . . . . 83
Bronze Medals . . . . . 115§
Commendation . . . . . 1I0

ToTAL . 327



PREFACE.

——fo——

HIS work has been written primarily as a Catalogue and
.Guide to the Indian Art Exhibition, but a secondary purpose
has been kept clearly in view, namely, its possible future use as a
simple and practical account of the more noteworthy art industries
of India. The writer has personally experienced, during many
years’ association with the crafts of India, the greatest incon-
venience from not being possessed of a brief descriptive catalogue
that affocded a sufficiently comprehensive account to admit of
identification of each style of Indian work in association with the
names of the centres of production and of the chief producers.
In pursuance of this necessity, the endeavour has been made
to propose a classification which, while directly suited to the
collections now on view and to the configuration of the Exhi-
bition buildings, might still be capable of adoption in our Indian
Museums.

The attempt to associate Indian art-wares in a systematic
sequence, under certain classes, divisions, and sections, it is
hoped may greatly simplify inspection and facilitate future re-
search. But the aim has been to afford descriptions by which
the articles might be severally identified, rather than to furnish
traditions and historic details regarding them. In adopting this
bald treatment, the writer has been fully conscious that he was of
necessity depriving the subject of much of the beauty and poetry
that appertains to the art crafts of this country. But he believes



vili
that in Sir George Birdwood's /ndustrial Arts of India the
student already possesses a work that so completely meets that
feature as to render it undesirable that the ground should be
traversed a second time, in the hope of here and there amplifying
what has already been so skilfully accomplished by the pioneer
and chief advocate of the art crafts of India.

It seems desirable that some explanation should he afforded
regarding the awards recorded by the Judging Committee. At
most Exhibitions hitherto held, awards have been given to the
manufacturers who placed the most imposing and effective display
within the building. In fact, at many Exhibitions no attempt was
made at comparative verdicts because of the knowledge of their
frequent misleading character. At the Colonial and Indian Exhi-
bition, for example, every important exhibitor received a gertificate
and medal. In the present Exhibition the Judging Committee
had set before them a high ideal, namely, to award certificates
and medals that might be accepted as denoting art merit. More-
over, the classified system deprived exhibitors of personal effort
within the Exhibition, Instead of stalls being assigned to each
manufacturer or trader, where they could expend money either in
the preparation of special exhibits or in the display of their
goods, the exhibits were personally selected by the Director or
Assistant Director while on tour, and were deposited throughout
the building under the various Divisions previously determined
on, - Each manufacturer’s goods of a particular kind were, there-
fore, placed side by side with the corresponding goods from all
parts of India, and the awards made after critical and careful
comparative study. It accordingly -follows that even when a
certificate of being “ Commended” has been given, the goods so

distinguished should be viewed as possessing distinct artistic
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merit over many others. So also “Second Prize” by no means
denotes second class goods but a high distinction, namely, the
second award for that particular kind of goods in open competi-
tion with all India. When two or more identical awards have
been recorded it is intended that the goods so designated should
be accepted as of equal merit.

On a separate page will be found all the gold medals that
have been awarded, but owing to the very extensive series of
silver and bronze medals and still more so of the certificates of
commendation that have been given, these have not been
separately published but will be found in the text of this Catalogue
under each Division and Section.

It may here be mentioned that the Jewellery Court was
treated as if perfectly distinct from the rest of the Exhibition,
A selected number of jewellers were assigned space and allowed
to exhibit their own jewels, gold and silver plate, etc., without
having to conform to the conditions that prevailed in the Main
Gallery where no stalls were allowed but all exhibits classified.
It was accordingly felt by the Judging Committee that it would
be both invidious and possibly misleading were the attempt made
to compare the one set of jewels with the other and to confer
awards. Accordingly no awards were given to the goods shown
in the Jewellery Court,

The writer takes this opportunity to record the invaluable
assistance rendered by Mr, Percy Brown, the Assistant Director
of the Exhibition and Principal of the Mayo School of Art,
Lahore. Mr, Brown not only made most of the sketches of the
artificers shown at work but he carefully selected all the subjects
supplied for photographic reproduction. He also went on tour
for eight months and worked up the art resources of Bengal, the
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United Provinces, the Central Provinces and Central India, and
part of Burma, while the writer was engaged in Madras, Mysore,
Bombay, Hyderabad, Rajputana, Baluchistan and the Panjab, as
also part of Burma. To Mr. Brown, therefore, are mainly due
the beautiful exhibits collected from the provinces which he
visited ; further, the intimate knowledge he acquired while on
tour has most generously been placed at the writer’s disposal,
while preparing this catalogue. A _

In this connection it is also desirable to mention that while
selecting and preparing the collections the liberal co-operation of
all the art experts of India was secured. Mr. H. Tilly, Chief
Collector of Customs in Rangoon, undertook to supervise the
organisation of collections from that province. Mr. A, Chatterton,
Superintendent of the School of Arts and Industries, Madras,
took charge of the collections from the Madras Presidency.
Mr. C. L. Burns, Principal of the School of Art, Bombay, acted
in a similar capacity in the Western Presidency, while Mr. G. E.
Brand, Officiating Principal of the School of Art, Lahore, had
charge of the collections from the Panjab.

Similarly, the Superintendents and Curators of the various
Museums of India most gencrously contributed not only loan
collections from their respective Muscums, but rendered every
assistance within their power in forwardin'g the interests of the
Exhibition. Under this heading has to be mentioned -Sir
Purdon Clarke, K.C.LLE,, the Director of the South Kensington
Museum, London. Permission having been obtained, through
His Majesty’s Secretary of State for India, a loan collection of
great value and interest was forwarded to the Exhibition from the

treasures of the Indian section by the South Kensington Museum.
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In this way examples of Indian art manufactures were shown to
the people of India of a kind hardly, if cver, met with in india at
the present day.

But by far the most interesting feature of the Exhibition was
doubtless the beautiful series of the finer art manufactures bronght
together through the public spirited munificence of the Princes
and Nobles of India, who allowed the Director and Assistant
Director frec access to their palaces in search of the loan collec-
tions which have filled the large gallery in the Exhibition devoted
to that purpose.

Lastly, it would be ungrateful were a public acknowledgment
not rendered by me to the large body of District Officers through-
out India, who laboured to make the Exhibition a success.
While the primary responsibility of sclecting and ordering the
collections was thrown on the shoulders of the Director and
Assistant Director, they could pay but one or at most two visits
to each town. The task of encouraging the craftsmen to un-
dertake the work required of them, of supervising and check-
ing the special preparations, and of fixing the prices, devolved
primarily on the District Officers, and through them on the
Magistrates or Tahsildars of the towns of India. Without,
therefore, the supervision thus exercised, the organisation of an
Exhibition within the limited time available would have been

next to impossible.

GEORGE WATT,
Direclor.
DeLui;

Fanuary, 1903.
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Prate 32.  For “in laying ” read * inlaying ”,
Prate 33, For «“ Manipuri” read “ Mainpuri ",
Prate 38.  For “Pingara” read ¢ Pinjra ",
PrATE 46-A. Omit the word “in ",



OFFICIAL CATALOGUE

or THE

INDIAN ART EXHIBITION, DELHI.

_———————

HE Exhibition Buildings shown on the frontispiece have
been erected in the Kudsia Gardens close to the Kashmir
gate into the city of Delhi. They have been designed for their
present function; convenience rather than effect having been aimed
at. The northern or main elevation is, however, in Saracenic
style, and the ornamentation in tile-work by the potters of Lahore,
Mooltan, Halla and Jaipur, and in fresco-painting by pupils of the
Mayo School of Art, Lahore, is worthy of special notice.

The Collections.— There are two distinguishing features of the
present Exhibition which deserve particular attention. Of these
the first is that the exhibits have been collected as the result of
personal choice and selection—special efforts having been directed
to the exclusion of all trace of the modern foreign influences
which have tended to debase the ancient indigenous arts of India.

B




Introduc- OFFICIAL CATALOGUE.
tion.

cm%sgrl;.lu- And in the second place an important divergence has been made
from the methods of classification usually followed at exhibitions,
in that the exhibits are arranged according to their kind and not
their places of origin. It is thus made possible for visitors to
compare, almost at a glance, productions of one kind from all
parts of India both near and remote, and to make purchases in
the Sale Gallery without being harassed by the importunitics of
competing traders.

The buildings comprise four great sections :—

(2) The Main or Sale Gallery.

(8) The Loan Collection Gallery.

(¢) The Jewellery Gallery.

(d) The Artificers’ Gallery of Workshops.

Plan,—The transept that crosses the entire building ter-
minates in the Main or Sale Gallery, and has on the right the
Jewellery Gallery and on the left the Loan Collection Gallery.
The Artificers’ Gallery is a broad enclosed verandah that runs
round the entire building, sub-divided into numerous workshops,
with a passage for the public in front.

Classification.—Within cach of these galleries, the same
main classification has been observed, namely, into :—

I.—Metal warcs.
II.—Stone wares.
II1.—Glass and Earthen wares,
IV.—Wood work.
V.—Ivory, Horn, Shcll and Lcather wares.
VI.—Lac (Lakh) and Lacquer wares.
VII.—Textiles—
(@) treatment  after leaving the loom, such as
dyeing, printing, etc.
(6) woven patterns.
VIIL—~Embroidery, Braiding, Lace, etc., Needle work.
[X.==Carpets, Rugs, Baskets, etc,
X.~Fine Arts.

So in the same way the Classes have been referred to certain
Divisions in order to still further facilitate the grouping together
of gools of a particular kind. It has been found desirable to

2



MAIN OR SALE GALLERY.

establish 50 of these divisions with several sections under each,
and they are, therefore, too numerous to he detailed in this place,
but a sufficient idea of their character may be obtained from the
following which relates to the Metal Wares only. The goods of
this class are sub-divided into:—

I. Iron, Lead and Tin warcs.

2. Tinned, Painted and Lacquered wares (imitation, ena-

melled, damascened and encrusted wares, etc).

3. Enamelled and Niello wares.

4. Gold and Silver wares.

5. Damascened and Encrusted wares.

6. Copper and brass warcs.

Location,—xhibits in Class I—Metal Wares extend from
right to left, along the entire length of the Main Gallery, but
Division 1 has been placed on the extreme right and Division 6 on
the extreme left, in order to admit of the Gold and Silver Wares
being located in the centre of the space devoted to the class, and
hence on the right and left of the great transept. It is in this
great transept that exhibits in Class X—Fine Arts (such as
sculpture, painting, book illumination, etc.) are set out. It will
thus be observed that the system on which the divisions in Class 1
have been assorted, and which has been followed in locating the
divisions in the other classes as well, brings the most highly
artistic goods of the Metal Wares, as also of each of the other
classes, into the centre of the gallery and thus into juxtaposition
with the Fine Arts.

This method of grouping, while it doubtless disturbs numeri-
cal sequence, produces as it were an expansion of the Class
devoted to Fine Arts, which is in accordance with the intentions
and with the theories of the organisers of the Exhibition. A Fine
Arts class, which is to be strictly Indian, cannot itself be a very
large one. Perspective, shadow and atmosphere have never been
mastered by Indian artists, and oil-painting and sculpture are arts
which owe their existence almost exclusively to the Government
Schools of Art. Indian indigenous art being strongest in
conventionalism and decoration, it was thought wisest to treat the
Fine Arts as the highest utilisation of industrial materials, and

3 B 2
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OFFICIAL CATALOGUE.

ART ROOMS. hence the indirect expansion of that class is both logical and con-

venient.
Chief features of the Main or Sale Gallery.

Dispersed throughout the building will be found certain small
rooms, balconies, etc. These have been set apart for the purpose
of exemplifying the adaptability of the various better known styles
of Indian Art, to modern household furnishing and architectural
decoration.  On passing through the turnstiles the visitor will dis-
cover on either side of the entrance two small rooms. These are :—

1st, Madras Room.—(Plate No. 1.)—That on the right
assigned to the Madras School of Arts is intended to exemplify
the accumulative and recalistic Dravidian style of South India,
often spoken of as Swdmi. This may be said to have attained its
highest development with the production of Madura and other
temples built about the sixteenth century. The door by which
the room is entered is an exceedingly fine example of the Swimi
style. The coloured cornices are intended to demonstrate the pos-
sible future extended application of the art of gesso painting as
practised in Nossam in the Karnul District. The fittings and
furniture of this room have been designed by Mr. A. Chatterton,
Superintendent of the School of Art, and have been purchased by
His Highness the Nizam of Hyderabad.

2nd, Bombay Room.—{Plate No. 2.)—This stands on the
left : its fittings and furniture have been the special charge of the
Bombay School of Art, under the direction of the Principal, Mr.
C. L. Burns. It has been designed to exemplify the elaborate and
intricate Jaina style of architecture and ornamentation that still
survives in the Jain temples of the province, but which was
adapted to the requirements of the Muhammadans by Ahmad Shakh,
in the fifteenth century, when he founded the city of Ahmedabad.
This style, therefore, attained its highest perfection in the pro-
duction among other monuments of the Rani Sipri’s tomb and the
mosque of Sidi Said. The famous windows of the last mentioned
have been reproduced in wood and placed in the room. These
represent the phenomenon not unfamiliar to Indian travellers of a
banyan tree growing out of and around a palm, until, in its snake-
like entanglements of root and branch, the banyan strangles its

4



Plate No. 1. Madras Room,
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MAIN OR SALE GALLERY. Imiroduce
— S i i B tion.

foster-parent. While this central idea has been fully conveyed, ArRT rRoOMS.
the distribution and treatment of branch and foliage has been so
admirable as to produce an exquisite conventional ornamentation

that has accompanied the arts of Ahmedabad in all their devclop-

ments for the past 400 ycars without having deteriorated to any

material extent.

The Bombay Room obtained the gold medal as the best
example of Indian art furnishing. It has been purchased by His
Highness the Nizam of Hyderabad.

A further example of Ahmedabad ornamentation has been pro-
vided in the drawing-room of the Circuit House at Delhi. Every
detail in the fittings of that room has also been carefully developed
on the lines of the master-pieces in Ahmedabad. Mr. C. L.
Burns has had special charge of this room, and the sketch of
Ahmedabad hung on the overmantel was made by him.

3rd, Panjab Room.—(Plate No 3.)—Further along and on
the right hand side of the transept will be found the room assigned to
the Panjab School of Art. This may be described as accomplished
on the lines of the past 20 years’ work of the School but carried
out by Mr. G. E. Brand, the Officiating Principal. The walls have
been panclled in the characteristic forms of wood-carving met with
in Bhera, Lahore, Amritsar, Udaki and Chiniot. These, although
each possessing features of its own, are commonly (excluding the
more directly Muhammadan form of Chiniot) grouped under the
designation of the Sikh style. They certainly attained their highest
development during the period of Sikh power in the Panjab.

The balcony thrown into the Main Gallery, and which opens
from the Panjab Room, is probably the finest example of the
modern development of Panjab wood-carving ever shown (Plate
No. 21). It is supported on foliated arches with fluted scaly pillars.
The chief panels have been prepared under the personal supervision
of Bhai Ram Singh, whose name is so prominently associated with
the Lahore School of Art. The room itself manifests one of the
most fascinating features of Panjab wood-work, namely, the buk/iér-
cha (or bow window) which commonly rests on an upturned lotus
flower. It is largely to the presence of the bukkdrcha that Lahore
owes its striking individuality among the cities of Northern India.
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The interior fittings of the Panjab Room as well as its external
ornamentations have been specially selected and executed, to
demonstrate all that is beautiful and distinctive in Panjab decoration.
It obtained a gold medal for superiority in wood-carving, and has
been purchased by His Highness the Nizam of Hyderabad.

4th, Burma Room.—Opposite the Panjab Room will be
found that devoted to Burma. The fittings originally intended
for this room were found too large and too numerous for the space
available ; in consequence a large overflow had to be carried to the
Refreshment Room on the opposite side of the Main Gallery. It
may be said that therc are two widely different styles of Burmese
wood-carving—one bold and effective, the other deeply cut and
elaborate. The former is devoted to the uses of every-day life,
the latter to pagodas and monasteries. The walls of the Refresh-
ment Room have been arcaded with a series of steering chairs,
from ordinary river boats, the carved and elevated portions being
made to arch overhead (Plate No. 19). Across the transept in
the middle of the Main Gallery have been thrown three arches
in rich wood-carving. The central arch was made by the wood-
carvers of Mandalay (Plate No. 31) and the two side ones by
those of Rangoon. The writer sclected from the pagodas and
monasteries the main features that were desired to be followed
in the construction of these arches, so that they may be said
to represent the finest masterpieces that exist. Mr H. L. Tilly,
Chief Collector of Customs, a well-known expert on Burmese
art, very kindly supervised the preparation of these arches and
also of most of the other Burmese exhibits from Rangoon and
Moulmcin,

In the Burmese Room itsclfl will be found some of the most
charming examples of the elaborate and decply cut carving, char-
acteristic of the monasteries, The glass mosaic shrine in the Re-
freshment Room is a carcful reproduction, in section, of one of
the finest shrines in the great pagoda of Rangoon. It has becn
made in wood instead of stone and cement, so that it may be
taken to picces and removed. It is shown in the middle of the
arches given on Plate No. 31. The numerous articles of furniture
and fittings are all specially sclected to exemplify the best features
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of Burmese art, many of which have been contributed by Messrs,
Beato & Co. of Rangoon and Mandalay, The gong stand, made
by Maung ’o Nyun of Rangoon, is onc of the most wonderful and
beautiful examples of this art ever produced (I’late No. 31-A).
The tympanums shown on the walls are exact copies of those in
the Salim Chang (monastery), Mandalay, The door, half natural
size, is a reproduction from the same monastery. There will
also be seen in the Burmese Room three small steering chairs, two
cxactly like those in the Relreshment Room and one much more
claborate and declicate, Near the window have been placed two
spandrils, copicd at the writer’s request from one of the monasteries
of Prome. Lastly, the full size doors shown in the room as also
in the Refreshment Room are four selected by the Burmese
Government {rom the series submitted to the recent compctition
for superiority in style and workmanship.

&thy Jodhpur Balcony.—(Flate No. 14)—This beautiful
structure (known locally as a jidroka) will be found attached to
the left hand end wall of the Main Gallery. It is an exact repro-
duction in red, yellow and white sandstonc of the carving usually
met with in the towns of Rajputana. Its most striking features
are its richly carved brackets, its lace-like fringes and pendants
and its elegant floral ornamentation in which a deep sharp groove,
to mark the midribs of the leaves, gives a finishing touch in
shadow that suggests the survival of a style that possibly attained
perfection in wood before being applied to stone. This most
cxquisite example of a highly characteristic style of stone work
was prepared by the master mason of the Jodhpur State and has
been purchased by llis Highness the Nizam of Hyderabad (see
p- 69).

Gth, Mysore Stone Carving.—On the walls close to the
Jodhpur Balcony and the Travancore House will be discovered a
series of carved stones. These, like the numerous other loan ex-
hibits in the Loan Collection Gallery, have been secured through
the extreme liberality of His llighness the Maharaja of Mysore,
who has permitted the rich minc of art matcrials, presently avail-
able from the works connected with the construction of the new
palace, to be drawn upon. The slabs shown exemplily the main
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features of the stone carvings being adopted for the new palace.
They are made in blue pot-stone, and for depth of carving and
relief are unsurpassed by any other stone work in India.

7th, Travancore House.—Alongside of the Jodhpur jidroka
will be secen a section of a house, for which the Exhibition is
indebted to the generosity of llis Highncss the Maharaja of
Travancore. Although not full size, it is identical, in every detail
of shape, furnishing and wood-carving, with the houses used by the
better class people of the State. At the far end of the gallery
will also be seen a stand which has been specially designed to
exemplifly the chief decorative fcatures of a Travancore temple.
The juxtaposition of the Travancorc House with the Jodhpur jii-
roka manifests in a striking manner the great diversity and im-
mense possibilities of development in Indian decorative art.

Sth, Bhavnagar House.—(Plate No. 28.)—This will be
found on the left hand of the Refreshment Room. It has been
specially contributed by His Highness the Maharaja of Bhavnagar,
and is intended to demonstrate all the best features of a Raj-
put Chief’s house in Kathiawar. Mr. Proctor Sims, the State Iin-
gineer, has given this reproduction his most careful attention, and
it may safely be accepted that it is true in every dctail to the archi-
tecture and household furnishing that prevailed a century ago and
which to a large extent still survives in Kathiawar. The head
carpenter of Bhavnagar, when told that he was to follow carefully
the time-honoured rules in designing and constructing the model-
house required for the Exhibition, expressed the greatest pleasure
at this order, as he regarded the modern departures as degenera-
tions. As the building progressed, he observed that the finger of
God was pointing the way, and that mistakes were accordingly im-
possible. In support of this beliel he quoted the ancient rules of
his craft, such as that, if the nine planets, the twelve signs of the
zodiac and the fifteen dates of the lunar month were kept in line
together, Vishwakarma had told that they would subtend a right
angle. Further, that the breadth of the fagade should be divided
into 24 equal parts, of which 14 in the middle and 2 at each end
should be left blank, while the remaining two portions should
each form windows or jdlis. The space between the plinth and
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the upper floor should be divided into nine parts, of which one
should be taken up by the base of the pillar, six parts by the
column, one by the capital and one by the beam over it. He then
added that, should any departures be made from these rules, the
ruin of the architect and death of the owner were sure to follow.

The Kathiawar llouse is, in fact, constructed in conformity
with conditions and rules that have taken hundreds of years to
evolve to their present perfection of beauty and dignity. The
wood-carving will be at once admitted as graceful and artistic,
especially the peacock-like (mor/i) elaboration of the protruding
joist ends, the pendants and veils of the brackets and capitals, and
the curtain-like assortment of the component parts of the scrolls
and other ornamentations. The Bhavnagar House has been pur-
chased by the Indian Museum, Calcutta, for Rs. 10,000, It
secured a gold medal, being viewed as equal with the Panjab
Room as the finest examples of wood-carving in the Exhibition.

The style adopted in the Bhavnagar House is one of the
most prevalent and striking met with in Gujerat, and very pos-
sibly originated in ancient Cambay and from a Hindu rather than
a Jaina conception. In Broach and Surat a modern development
is met with, in which fluted or cven twisted pillars have garlands
encircling the columns, and festoons and tassels of flowers carved
on the architraves.

9th, Baroda Balcony.— Over the door into one of the offices
of the Exhibition, and thus against the south wall of the Main
Gallery, has becn thrown a Baroda Balcony. This will be scen to
closely resemble the Bhavnagar llouse hut to manifest many de-
velopments mostly of a local character. The balcony was selected
by the writer in consultation with Mr. G. R. Lynn, the State
Chief Engineer, who kindly undertook to supervise its construc-
tion. It cost in all Rs. 1,204. The original is an old housc seen
in the main street of the city of Baroda.

10th, Ahmedabad ITouse.—Across the west end of the Re-
freshment Room, and thus facing the Bhavnagar House, has been
reconstructed an old house from Ahmedabad which, through a
happy accident, was secured for the Exhibition. The house had
to be pulled down, in consequence of certain improvements being
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accomplished by the Municipality. It illustrates the more distinctly
Hindu style of wood-work as contrasted with that of the Jaina.

11th, Agra House.—This will be found on the right hand of
the Refreshment Room and forming a portion of the south wall of
the Main Gallery. The facade is in white sandstone and is a re-
production of a portion of a Hindu temple in Agra city, and cost
Rs. 3,000. This may be spoken of as in the recent Hindu style
(seventcenth or eighteenth century for the most part), which was
strongly influenced by the great Muhammadan architects of
Northern India and reached its highest development in the palaces
of Dig, Bharatpur and some portions of Fatehpur Sikri.

12th, Fatehpur Archway.—Between the Kathiawar and
Agra Houses will be seen a triple archway, in plaster-of-paris,
which constitutes the central feature of the south wall of the
Main Gallery, facing the grand transept. This is a copy of an
archway in the Mayo School of Art, Lahore, which was designed
originally by Mr. J. L. Kipling, mainly from Fatehpur Sikri.

13th, Bijapur Door.—This is a paper impression made by
Mr. C. L. Burns and the pupils of the School of Art, Bombay, of
one of the doorways into the famous tomb of Ibrahim Rozah.
The style shown is the second in importance, after Delhi and
Agra, of the great schools of Saracenic Art in India, and was
selected for the ornamentation and furnishing of the boudoir in
the Circuit 1louse. The graccful arch and beautiful brackets
(adapted from the Chalukyans) are its most striking characteris-
tics.

14th, Bharatpur House. —(Plate No. 15.)—Passing round the
gallery to the extreme right (the west end), the central portion of
the end wall will be found encased in a richly carved sandstone
facade. This was intended as the residence of the Court barber
some 80 years ago, but owing to the death of the then Maharaja
was never actually finished. With the permission of His High-
ness the Maharaja of Bharatpur, the portions of this most in-
teresting house, shown in the Exhibition, have heen conveyed to
Delhi and erected by the State Engineer. Mr. ]. A. Devenish,
who, while Enginecr of the State, commenced the work, has been
permitted to supervise the reconstruction, although he is nolonger
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connected with the State. Unfortunately the entire building
brought to Delhi could not be constructed, but the portion shown
is true to the peculiar style of Dig and Bharatpur and will be
admitted as one of the most perfect specimens of carving shown
in the Exhibition. Having been carved so many years ago, this
marvellously beautiful structure may be accepted as uncontaminated
by European influence. Its most striking architectural features
are its double cornices and projecting eaves. Fergusson, the
historian of Indian architecture, alluding to these features, observes
that “for extent of shadow and richness of dctail” these *“surpass
any similar ornaments in India, either in ancient or modern build-
ings.” It is not to be wondered at, therefore, that the Judging
Committee have awarded this charming house the gold medal as
the best example of stone-work shown in the Exhibition (see p. 70).

15th, The Mysore Carved Wooden Door.— (Plate No. 30.)—
This beautiful door has been carved on the model of a door in a
portion of the old palace of Mysore that escaped the destruction of
the great fire. The replica was constructed under the orders of
the Executive Engineer in charge of the new palace works. It is
a faithful reproduction and onc of great interest. The frame
is exceerlingly simple and massive, though richly carved. The
scrolls are mostly in pinnate foliage, a conception that scems to
have originated with the Chalukyan architects and became diffused
throughout the central tract of India and along the western coast
of Gujerat. This beautiful door has been secured by the Madras
Central Museum.

Above the Mysore Door have been placed two reproductions
in wood of the stone architraves of two doors in the great
Chalukyan temple of Hullabid—the prototype very possibly of
most of the art conceptions of west Central India. The huge
animal with floriated tail and wreathed in garlands recurs again
and again in numerous forms, and might be regarded as the ulti-
mate key-note of the decorative arts of the rcgion mentioned.
The two examples have been purchased by the Calcutta and
Panjab Museums,

16th, Nepal Model House.—This will be found against the
western wall of the main hall. It is a faithful copy of one of the
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pikaniR  palaces in Nepal. This style is very Chinese in its feeling and is
WINDOW:  yyncontaminated with the Muhammadan art dcnomination of India,
though influenced by the recent conversion of the people to a
modilied form of Hinduism. The style is accumulative, appliqué
and executed in several different coloured woods. By passing
within the square formed, a vivid conception is given of the court-
yard. On the way near to the Nepal Model House will be found
a selection of Nepalese wood-carving (Plate No. 25) that may be
accepted as illustrative of the style.
17th, Bikanir Window,—This beautiful structure is a repro-
duction in sandstone of one of the windows within the old palace
of Bikanir. 1t was used in former times by the Maharaja, who
sat within and conversed with his people seated in the outer hall.
On the termination of the audience the wooden doors were
closed. The stone work is typical of the style introduced some
200 years ago, while the door is a beautiful example of gesso
painting of the same period. The door has been most obligingly
lent by Ilis Highness the Maharaja.
llaving now briefly indicated some of the more striking
features of the Main Gallery it becomes necessary to take up
seriatim the classes and divisions of goods shown there.
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Class 1.—METAL WARES.

FTER wood-work the metal manufactures are perhaps the DlVl%lON 1.
most important of all the art wares of India. Most of the
Indian household utensils are made of metal, hence metal takes
the place of the porcelain and glass of Europe. The shapes most
in use were possibly derived from the fruits, shells, horns or leaves
utilised by primitive man, and even to the present day ascetics use
the shell of the gourd and of other fruits in place of metallic
vessels. According to popular opinion copper is regarded as the
purest of metals; brass is most frequently employed by the Ilin-
dus and copper by the Muhammadans.
~  As assorted within the Exhibition, the Divisions into which the Classification
metal wares have been relegated run as follows :—- Divislons.
Division 1. Iron, Lead and Tin wares.
Division 2. Tinned, Painted and Lac-coloured wares.
Division 3. Enamelled and Niello wares.
Division 4. Gold and Silver plate,
Division 5. Damascened and Encrusted wares.
Division 6. Copper and Brass wares.
It will thus be seen that gold and silver are placed in the Locatlon in
middle of the gallery and adjacent to the transept. On the right,
methods of surface colouring are cxemplified, such as enamelling,
lac-colouring and tinning. On the left, methods of ornamentation
by combining metals together, such as damascening, encrust-
ing, etc.
The divisions may now be taken up categorically.
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Division 1.—-Iron, Lead and Tin Wares. (Plate No. 4.)

DIVISION 1. The collections shown under this division are not very compre-

IRON. hensive, although the materials iron, lead and tin recur again and
again in the other divisions. The antiquity and excellence of the
Indian knowledge in iron may be judged of from the famous iron
pillar at the Kutub near Delhi, from the numerous examples of
wrought iron; also hammered and perforated brass gates, at the forts
and tombs of India, and from the superb collections of ancient arms

Bombay to be found in the armouries of India. At the Exhibition it will be

School of Art. discovered the School of Art, Bombay, has shown some excellent
wrought-iron gates, windows, etc., and that from Baroda has been
procured a complete series of the designs usually employed in
Gujerat in the production of wrought-iron balustrades. Burma
has for many years becn known to have attained high proficiency
in wrought iron. Near the Arakan pagoda of Mandalay numerous
workshops exist for the production of the iron 7'keces or the
umbrellas placed as weather-cocks on the pagodas of Burma.
At the pagodas also balustrades in iron are so {requently used that
this demand has given birth to a fairly large import trade in very
inferior cast-iron imitations of the beautiful Burmese designs in
wrought iron.  Of 7/ecs therc are two widely different forms, the

Jurmese and the Shan; one of each of these will be found in the
Exhibition, utilized as hanging lamps (see Plate No. 12 to the
right).

Engraved The engraving and carving of iron and steel was some years
ago an important industry inIndia, and Kanara, Madura, Malabar,
Vizagapatam and Mysore werc famous for this work. Some of
the arms procured from the Tanjore Palace and from the Madras
Museum manifest a perfectly marvellous skill in the art of stecl-
carving (see Plate No. 4). Throughout India the dealers in art
curiosities offer for sale swords, daggers, shields, helmets, in carved
steel, and in a few localities the art is still practised, such as in
Udaipur, Jaipur and Jodhpur. The collection of arms shown in
the Sale Gallery may be said to consist of three or four sets of
engraved steel, the more important being a series from Jaipur, a
large assortment from Hyderabad Deccan, an1 a set from Kach.
A complete chain armour has been obtained from Jaipur valued at
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Rs. 300 and alamp-stand from Sialkot Rs. 50; these may be quoted DlTVllNSSg;)&
under this division as examples of Indian wrought iron. For  METAL.
further particulars regarding carved steel see the remarks and Chain

Armour.
illustrations in connection with the Loan Collection Gallery.
AWARDS AND CHIEF EXHIBITS,

First Prize with silver medal to the Bombay School of Art for AWARDS.
wrought-iron grills (No. 1648, etc.).

Second Prize with bronze medal for iron grills from Baroda
procured through the Chief Engineer.

Commended for chain armour for a lady (No. 1753), made in
Jaipur, exhibited by Messrs. Panna Muhammad Alla Baksh & Co.
of Ajmir Bazar, Jaipur,

Commended for steel armour, head piece (damascened) and
gauntlet (No. 1094); also large shield engraved steel and gold
damascened (No. 1089), exhibited by Messrs. Nur Buksh Khuda
Buksh & Co. of Jaipur.

Commended for large shield engraved stcel damascened with
gold (No. 1990), exhibited by Messrs. Amir Buksh & Sons, Ajmir
Gate, Jaipur.

Dévision 2. Tinned, Painted and Lac-colowred W ares.—
(Plate No. 5.)

In this division have been placed all the goods that may be
spoken of as imitating enamelled wares. Theart isan old one and
assumes considerable importance in several centres. Of these the entres of
most noted are Moradabad, Jaipur, Peshawar and Kashmir. The
process of manipulation is the same in all, namely, the design is Manipulation.
chased on the metal, the excavations thus made are then loaded
with black or variously coloured lac (/ak/) applied by a hot bolt,
which fuses and distributes the lac over the surface. The excess
smeared beyond the design is removed by sand or brick-dust and
water, by sand-paper or by means of a file. The surface is next
polished, and the pattern thus appears in colours within the
metallic surface. Should the vessel have been gilded, silvered or
tinned, the coloured ornamentations are shown on a gold or silver
or a tinned background. Sometimes (as in Peshawar) the tinned-
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copper vessels are simply chased, when a red or copper pattern
shows through the white metal surface.

The following are the Chief Styles and Examples of this
division :—

1st:~ Tinned Metal.—(Plate No. 5.)

This is largely turned out in Kashmir and various towns of the
Northern Panjab ; the art scems to have come from Persia. The
Muhammadans use copper cooking and eating vessels, and hence
these have to be tinned before they can be employed with safety.
The ornamentation of tinned ware is thus essentially Muham-
madan in origin. But therc are various fairly distinctive styles
and patterns in use, of which the following may be enumerated and
examples of each cited :—

{A) In KASHMIR there arc several designs such as (@) the
Floral Rosette on a black background. This is probably
Turkoman in origin. It consists of numerous small roscttes
assorted on a spirally twisted line which passes all round the
object and forms an intricate pattern in bunches of rosettes.
The best examples arc an af#dbd with tasht (No. 4908), Rs. 75,
by Kashmir State ; a shield (No. 2938), Rs. 31, by Lassoo of Sri-
nagar; a surdhi (Plate No. 5-A), by Kashmir State ; and a lamp-
stand (No. 4901), Rs. 55, also by the Kashmir State, etc. (4)
The Arabesque style, one of great beauty and much suited to
this class of ware. The design consists of elongated famboyan
figures that convey the first impression of being composed of
Arabic inscriptions arranged geometrically. When more closcly
cxamined the pattern is seen to be a complex design of quaintly
bifurcated and " minutely interlaced floral scrolls. This style
of ornamentation, as also the rosctte pattern, is met with in all
forms of Kashmir metal ware, as also in the older and better
examples of papier-maché. The most commendable samples of
Arabesque tinned wares are an octagonal tray (No. 2956), Rs, 22, by
Lassoo of Srinagar ; a samawdr (No. 4905), Rs. 37, by Kashmir
State ; and a Persian tea-pot (Plate No. 5-A), Rs. 22, by Lassoo of
Srinagar. Formerly Kashmir used to turn out copper, not tinned
but with Arabesque designs showing on the gold (sometimes
even gilt) surface. There is only one example of this kind in
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the Sale Gallery, namely, an octagonal plate (Plate No. 5). Many pvisioN 2.
examples will, however, be found in the Loan Collection Gallery, 'ggfﬂf
especially those procured from the South Kensington Museum.
This work was, as a rule, extremely Dbeautiful because of
the ornamentation not being over-burdened, and liberally and
gracefully spaced. (c) The Modern Kashinir pattern such
as the excellent Samarkand coffee-pot (No. 2727), Rs. 37;
the copper flower bowl with Persian inscription (No, 2650),
Rs. 56 ; an aftibd and tasht by Lassoo, silver and copper-smith
of Kashmir. )

(B) In PESHAWAR and the NORTHERN PANjAB the style postBlar.
of ornamentation differs but slightly from that of Kashmir,
except perhaps in the circumstance that a very ilarge trade is
done in copper-chased goods not loaded with lac or other
pigment. These are for the most part in the Arabesque design,
and when colour is employed it is often a prcparation of lamp-
black not of coloured lac. Of this class of goods Messrs. Mull
Chand & Sons of Peshawar have sent the following amongst
others:—Six large trays (s/nis) (Plate No. 5-A), each Rs. 75, these
have been commended by the Exhibition judges; copper aftdbds
(6 in number) (Plate No. 5-A), Rs. 10 each, which have also
been commended ; large aj#ibd and tasht (No. 4360); beggars’
bowls (kaskkols), Rs. 15 each (No. 4353); water bottles
(kiizas), Rs. 7. In a good many of these articles, as also in Incised but
numerous examples of the collection generally, the copper is loured.
simply incised through the tinned surface, thus showing the
pattern in bright colour. The largest aftibi and tasht is an
admirable example of modern tinned, engraved and black
coloured ware. It is priced at Rs. 125, and was made by
Messrs. Mull Chand & Sons, and has been purchased by the
Bombay School of Art.

(C) From MORADABAD have come several examples of a craft Momdabad
practised here and there, at widely remote localities, all over repousséd
India. Wood is first carved, then over the surface are placed thin Tie.
plates of tinned copper (nakiski). These are hammered on to
the wood and are then securely fixed by pins and retained over
the surface of the wood, thus producing a sort of repoussé. The
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large settec (No. 146) made by Niaz Ullah of Moradabad is
perhaps the best example ; it is priced at Rs. 44.

AWARDS FOR TINNED METAL.
Kaskmir Wape.

Second Prize with bronze medal for lamp-stand (No. 4901);
the aftibd and tasht (No. 4908); and an embossed jar (No. 4906)
—all exhibited by Kashmir State.

Peshawar Wavre.

Second Prize with bronze medal for large trays (sizfs) and an

aftibd and tasht by Messrs. Mull Chand & Sons of Peshawar.

2nd :— Painted Wares. —(To extreme right and lower corner
of Plate No. 5.}

Painted metals have been received from BELGAUM, the colours
employed being mostly red and gold and the designs mythologi-
cal. These are made by Fakerapa of that town and consist of
vases, plates and /Jofds, at prices from Rs. 2 to Rs. 10 (No. 788).
The art is unimportant though curious and interesting. Irom
BAREILLY and TILHAR in the United Provinces painted metal
trays (No. 3701) have been received. These are made by Nathoo
Khan, painter of Bareilly. The colours mostly used are Aspinal,
though the designs are ancient and distinctly Oriental.

3rd :— Lac-coloured Metal.—(Centre of Plate No. § and
right hand side of Plate No. 5-A.)

(A) MORADABAD.—The original and to this day the chief
centre of this craft may be said to be Moradabad. The system of
ornamentation appears to have been designed to imitate the class
of encrusted ware known as did»i. The lac was accordingly
coloured black, the copper vessels were tinned and an extensive
background chased or punched away, thus leaving the floral
ornamentation in relief. The depressions were then loaded with
black lac, fused by a hot bolt, and the excess rubbed off with
sand-paper or powdered brick. In consequence a liberal back-
ground in black was produced with, on the surface, a floral design
in white metal. This form was known locally as b¢dri. Some
50 or 60 years ago the pattern was bold, but through successive
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MAIN OR SALE GALLERY,

changes this gradually gave place to a more minute style known
as marori and later still to a form— the charakwan—in which
the pattern is in black or other coloured lac and the background
in brass.

(@) Of the bidri style the best examples are a large hukka
bow! (Plate No. 5-A) made from an old sample selected by the
writer ; a gavhd (No. 127); a series of oval plates or trays (Platc
No. 5-A) copied from old samples in the Calcutta and Lahore
Museums (Nos. 136, 139, 141); a pair of Indian cluts (in diamond
pattern) (No.135), Rs. 62-8; and a large tray (No. 136), Rs. 200—
all made by Sheik Hafiz Azizuddin of Moradabad; these are
specially worthy of attention. (%) Of the marori work, perhaps
the best examples are a ewer made by Mahomed Yarkhan
(No. 122), Rs. 87; two spitoons shown on right of Plate No. 5-A
in minute marori; and a large /tukka bowl (No. 131), Rs. 94,
made by Sheik Hafiz Azizuddin. (c) Of the ciarakwan work,
perhaps the best illustration is a garkd, Rs. 40, made by Sheik
Hafiz Azizuddin, a ewer and basin made by Mahomed Yarkhan
(No. 126), Rs. 100, and a rectangular tray shown on Plate

No. 5-A.
AWARDS FOR LAC-COLOURED METAL.

(@) Bidvi form.
First Prize with silver medal for collection (chiefly Nos.
127 and 139) by Sheik Hafiz Azizuddin of Moradabad.
Second Prize with bronze medal for ewer and basin (No.
122) and spitoon (No. 116) by Mahomed Yarkhan of Moradabad.
(by Marori form.

Commended for a ewer (No. 124) and casket (No. 107) by
Mahomed Yarkhan of Moradabad.

(¢) Charakwan form.

Second Prize with bronze medal for an affibd and tasht
(No. 126) by Mahomed Yarkhan of Moradabad.

Recently a further development has taken place in Moradabal
ware in which coloured flowers and even mythological subjects
are inserted within the elaborate marvri pattern. In such
instances the colour portions are spoken of (though incorrectly) as
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enamel. A good example of this is the pair of small vases, Rs. 43,
made by Mahomed Yarkhan.

(B) KasHmiR.—Lac has for long been used in Kashmir for
the purpose of colouring brass and copper wares, but the practice
has almost entirely died out in recent times, and in the Exhibition
will be found only one or two specimens, such as the candlesticks
(No. 2547) by Lassoo of Srinagar.

(C) JarpUR.—Within the past few years Jaipur has taken to
imitating Moradabad in the production of marori and charakwan
work, but with an abundance of colours added in questionable
taste. The hest example of this ware is a tray (No. 1026) at Rs. 50
and a ewer (No. 1039) made by Nur Bux and Khudda Buksh of
Jaipur. Lastly, a large shield showing scenes in the Ramiana on
a field of white lac with red roses and green leaves (No. 1001),
Rs. 500. A further development has taken place in Jaipur, in which
engraved designs mostly mythological (large oval tray, Plate No. 4)
are produced in elaborate colours on a metallic background.

AWARDS.

No awards were given for the lac-coloured metal of Kashmir
or of Jaipur, a verdict that it is hoped may check the further de-
velopment of thesc highly-coloured wares.

Conceluding Note.—It will thus be observed that hoth in Mora-
dabad and Jaipur, the modern tendency has been to discontinue
the elaborate process of producing a coloured background and to
substitute a coloured design on a metallic surface. Obviously the
latter can be much more cheaply and quickly done, and when ac-
complished skilfully is often more pleasing than the overelabora-
tion of the older method. The danger lies in the cheapening pro-
cess and in the substitution of European for Oriental designs. The
chief pattern employed in charakwan work is admittedly Euro-
pean, the source of the design having been shown to the writer as
a picce of English calico-print. An even more serious danger lies
in the fact that Muhammadan craftsmen, in response to a popular
demand (and following the lead of the Hindu workers of Jaipur),
are taking to the production of Hindu (often mythological) de-
signs, with which they are not only quite unfamiliar but in perso-
nal (religious) antipathy. TFurther, in order to meet a depraved
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taste they are taking to the use of glaring, mostly aniline, colours pivision 3.
that are bound to fade within a few weeks. The art of ornamenta- ENAMELLING
tion of copper and brass by means of lac is essentially Muhammadan,

and its adaptation by the Hindu workers of Jaipur could

hardly escape the degeneration that is rapidly becoming more

evident.

Division 3.—Enamelled and Niello Wares.—(Plate No. 6.)

1st, Enamelling. -Enamelling may be described as the art of
colouring and ornamenting the surface of metal by fusing over it
various mineral substances. Success depends on the skill and re-
sources of the operator and the materials employed. The range
of colours attainable on gold is much greater than on silver and
still more so than on copper or brass. This peculiarity is toa cer-
tain extent overcome by silvering or gilding the surfaces intended
to be enamelled. There are known to exist threce or four forms various
of enamelling, such as the c/oisonns of Japan and China, in which Forms.
wires are fastened by a gum or simply impinged or in others welded
to the surface of the metal, in elaboration of the design, much as
in some forms of filigri. The various spaces thus outlined are next
loaded with the colouring materials, and the article placed in the
furnace until the glasses fuse, when the purpose of the wires be-
comes apparent, namely, to save the various colours from being in-
termixed and the design thereby hopelessly destroyed.

The second form is known as champlesé in which the metal is
engraved or chased, repousséd or blocked out in such a way as to
provide depressions within which the colours can be imbedded.
In Jaipur, Kach, Bhawalpur, Delhi, Lucknow, Benares and Ram- chief Centres.
pur and other towns of India the pattern is chased, in Kashmir
repousséd, and in Multan it is blocked out by means of dies.

But in India the resources of the jeweller are limited, though
his results are often extremely beautiful. His furnace is very small
and his methods of heating defective, hence comparatively small
articles only can be enamelled, the colours bLeing applied time
after time, those that can stand the greatest amount of heat being
first used and the others in order of their fusibility.

A third mode and that which prevails for the most part.in
Kashmir is to paint the surfacc with a sort of silicated or readily

21



Czas’ Io ——

OFFICIAL CATALOGUE.

pivision 8. fusible paint and then to subject the article to a moderate heat, suffi-

ENAMELLING.

Msterials
used.

Manipula-
tion.

Jalpur Style.

cient to melt the paint but not to cause the colours to fuse together.

The flux used is invariably borax, tin oxide being added to
lower the required temperature but with the further result of mak-
ing the glass or enamel opaque. The colours are silicates and
borates ot the metals, the chief being a yellow produced through
the use of chromate of potash; violets through carbonate of man-
ganese ; blues through cobalt oxide; greens through copper ox-
ide; browns through red iron oxide; blacks through cobalt— cop-
per, manganese and red iron oxides being used along with a
glass composed of 100 parts of quartz, 50 borax and 200 red lead.
The brillinat reds attained by the Jaipur, Delhi and Benares work-
ers on gold are the most difficult of all colours to produce, and
their secret is therefore more or less rigorously preserved. White
or ivory colour is also difficult, but is obtained from antimoniate of
potash, hydrated iron oxide and carbonate of zinc, added to the
ordinary glass.

Colonel T, H. Hendley, C.I.E., has published a most admira-
ble account of the art of enameclling. lle tells us that “the en-
graving is done with steel styles and the polishing is completed
with similar tools and agates. The surface of the pits in the gold
is ornamented with hatchings, which serve not only to make the
enamel adhere firmly, but to increase the play of light and shade
through the transparent colours. The enameller or minakar now
applies the colours in the order of their hardness, or power of
resisting fire, beginning with the hardest. Before the enamel is
applied, the surface of the ornament is carefully burnished and
cleansed. The colours are obtained in opaque vitreous masses from
Lahore, where they are prepared by Muhammadan manikars or
bracelet makers. The Jaipur workmen state they cannot make
the ¢olours themselves.”

JAIPUR.—(Plate No. 67 in Loan Collection.)—The various
styles of enamelling met with in India are so different that they can
be readily recognised. Jaipur stands pre-eminent—the oldest and
best school of work, though within recent years the most skilled
artificers have removed to Delhi. It is somewhat difficult to write
a description by which this kind of work may be recognised. Ilis
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MAIN OR SALE GALLERY.

invariably done on the purest gold (22 carat), and the plate is so
engraved that all but the faintest lines of the metal disappear and
the entire surface becomes as it were a sheet of translucent enamel.
Formerly every attention was given to effect, and a background
or field colour was regularly employed, most frequently a rich
creamy white. Within the past few decades this has been dis-
continued, and complex and intricate designs substituted, in which
it can hardly be said there is a field colour at all. The result is
distinctly inferior and may be described as garish rather than
artistic. The utilitarian spirit of the times is also marked by the
production of a large assortment of sleeve links, lockets, bracelets,
brooches and the like, and the decoration of the backs of picces
of jewellery, in place of enamelling being the chief ornamentation
of charms, sword hilts, plates, etc.,, as in former times. The
smallness of the articles turned out may have dictated the change
in style, but the result is anything but complimentary to “the
master art craft’ of India, as enamelling has been called by
Sir George Birdwood. This change seems also to have accom-
panied the subordination of the artificers to the money lenders
and traders. The hest known trader is the famous Jaipur
Jeweller, Sughan Chand, Sobhag Chand, who has a splendid
display of modern work in his show cases within the Jewcllery
Court of the Exhibition. The contrast between that work and
the fine series of old enamels, doubtless made in Jaipur, that may
be seen in the Loan Collection Gallery will abundantly confirm the
opinion that a distinct decline in artistic merit has to be accepted
as characteristic of the modern trade in these beautiful wares.
BHAWALPUR—(P/ate No. 6)—has long enjoyed the reputation
of being an important centre for gold enamelling. Objects of a
large size are produced, such as finger bowls, cups, vases, ctc, the
enamel being mostly in a rich deep blue intermixed with green.
In the Loan Collection will be found a superb series of this work,
the vase in bold blue diaper being specially commendable. In this
school of work the pattern is large, the enamelled surfaces con-
siderable, and the spacing in gold graceful. Occasionally the
enamellers raise the pattern by a thick deposit of opaque white
enamel (or “slip ”’) subsequently coloured on the surface. This work
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thus comes to very closely resemble Chinese copper enamelled
vases, plates, cups, etc. In the Loan Collection will be found
a superb example of this work in the form of the enamelled
scabbard shown on Plate No. 68-A, fig. 1.

KAcH.—The enamellers of Bhuj have recently attained high
proficiency in the art of enamelling. A sample of their work in
the Loan Collection (Plate No. 68-A, fig. 2.) will be seen to
equal, if not excel, the finest enamelling of Europe. The whole
surface is uniformly coloured, only the faintest lines of gold being
left by the engravers of the plate, so that the enameclling looks like
the most delicate French c/ossonné, but in design closely resembles
the emtroidery of Kach.

KASHMIR.—In the Loan Collection (Plate No. 6g) will be
found an enamelled plate from the Kashmir Museum. This
closely resembles Persian work, and, but for the subject (Dev:
being attended by Parbatti), might be mistaken for Persian ena-
melling. The whole surface is covered and appears to have been
painted in a rich silicate or enamelling paint.  This work is of a
very different character from that presently to be described under
copper and brass enamels (fig. 1).

MULTAN is famed for its small ornaments, such as buckles,
bracelets, studs, etc., done in two or three shades of blue. The
articles are in silver, struck off from a die so as to leave.small rims
of silver to demark the patches of colour. The enamelling is quite
opaque and the yellows and reds (occasionally employed) very
inferior. A specimen will be seen on Plate No. 6 resting against
a surdhi from Srinagar.

In BENARES the art of cnamelling seems confined to the
production of large patches of colour in imitation of jewels, or
as a setting to jewels, rather than in the elaboration of a floral
or other design that could be regarded as a distinct style of ena-
melling. In the Exhibition, both in the Main Gallery and in the
Jewellery Court, numerous examples of this work may be seen.
Usually the enamel is employed to give the ground colour re-
quired in the production of gold and jewelled ornaments such as
pachisi markers, and the design is produced with diamonds or
other stones set within the coloured field.
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LuckNOw and RAMPUR.—(F/ate No. 6.)—These towns are DIVISION 3.
ENAMELLING.

known for their enamels. The prevailing feature is an etched pattern Lucknow
on silver in which green and blue with a small patch of yellow Style.
and brown enamel is given. The etching is so minute and at the

same time so abundant as to give the ornamented article, when

viewed at a distance, the appearance of being corroded in verdigris.

The absence of a background or any well-marked scheme of com-

position or colour, renders this style of work distinctly inferior in

artistic merit to any of the other Indian schools of enamelling.

It is, woreover, burdencd with animal formsto an extent perfectly
astonishing, seeing that it is for the most part made by Muham-

madans and sold to Muhammadans. 1t is, at the same time, by no

means cheap.  In the Exhibition a glass case will he found full of samples on
this work. The more noteworthy samples are a large hukka howl

with ciilam, etc., complete ; a beautiful little oval box with rich

floral design, quite unlike most of the examples of Lucknow work,

shown on Plate No. 6 resting against a dagger.  Sir George Bird-

wood, in his Zndustrial Arls of India, gives on Plate 38 a superb
example of Lucknow or Rampur work. The design is clearly en-

graved in the way characteristic of these towns, but the spacing and
designing is charming, and so far supcrior to anything of the present

day as to leave some doubt of the identification here made being

correct.  Occasionally, however, old samples of Lucknow and Ram- o14 speci-
pur work are found that show that this style of work attained a far mens:
higher degree of merit than is reached by the present craftsmen.

LAHORE.—In many towns of the Panjab a style of enamelling panjab Style.
prevailed some half a century ago that seems to have practi-
cally disappeared. The articles were deeply repousséd and the
depressions loaded with a rich blue cnamel that gave great
cffect to the ornamentation. In the Lahore Museum there are
some splendid examples of this work.

KANGRA and 1IAZARA turn out crude enamellings in blue
and yellow that much resemble that of Multan.

In PARTABGARH, in Rajputana, a peculiar style of work is guasi-"m
practised that has been spoken of as a form of enamellings. The namering.
article is made of a piece of green or red coloured glass, or thick
layer of cnamel, the crude material for which is imported from
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DIVISION 8. Kashmir. A frame or silver wire, of the exact size and shape of
ENAMELLING: he glass, is next made, and across this is attached a sheet of
Manipulation. fajrly thick gold leaf. This is then embedded on lac and the
pattern punched out and chased on the gold. The glass is then
semi-fused, and while still hot the rim of silver and film of gold are
slipped over the edge and pressed on to the surface of the glass.
The article is again heated, until a sort of fusion takes place and
the gold and glass become securely united. Before mounting the
article, a piece of silver tin-foil is placed underneath the glass to
give it brilliancy. Mr. Brown shows in Plate No. 7 two Partab-
garh enamellers at work. The man on the right is punching out the
gold pattern on a bed of lac ; on the left the other operator is fus-
ing the gold on to the glass. On the little table alongside will be
seen various pieces of the prepared glass or bed of enamel cut into
the required shapes. On the floor a series of belts, brooches, plates,
made in this ware will be seen, while hung as it were on the wall
has been placed a sample, natural size, showing the gold design on
the surface of the dark coloured glass. Stretched across the middle
of Plate No. 6 will be seen a belt made in this style of enamelling.
In RATLAM a similar form of imitation enamelling is practised,
a shade of blue being produced.

CHIEF EXHIBITS ON VIEW.

Chief Exhibits Having now indicated the chief centres of production, the
materials used and the characteristic features of each Indian
school of enamelling, it may be useful to discuss the collections on
view. The following very brief abstract may accordingly be
given of the more commendable examples of Enamelled and
Niello wares in the Exhibition: —

Kashmlr Cop- KASHMIR.—The painted enamelling of this State on copper

Brass Ena- ot brass is good of its kind, but much coarser than that on silver.
The copper and brass enamels are never translucent, and while
they do not readily crack off, they seem to become of a duller
colour with the ageing of the metal. The pattern is punched
(repousséd), and the hollows thus produced charged with a
readily fusible glass paint. The goods produced may be de-
scribed as intermediate between the fine enamellings of Jaipur,
Delhi and Benares and the lac-coloured wares of Moradabad.
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As with tinned wares so with enamels there may be said to be two or pivisioN s.
three widely different styles and qualities turned out in Kashmir, ENAMELLING.
of which the following are worthy of note :—

(&) The Shawl Pattern (I’late No. 6, jar and cup ).—The

best examples of this in the Exhibition arz: — a large copper and
gold vase (Martabin) (No. 2202), Rs. 246; a beggar’'s bowl
(Kashgar) (No. 2203), Rs. 111; a gourd-shaped bowl (No. 2222),
Rs. 21; a small vase, in the so-called almond work (No. 2206),
Rs. 44 —all by Habib Joo, silversmith of Srinagar, Kashmir; an
aftibdé by Lussoo, copper and silversmith of Srinagar, Rs. 30; a
gourd-shaped vase (constricted in the middle) (¢#mba) in brass
(No. 2540) by the same, Rs. 19, and many others.

(0) The Arabesque Style (Flate No. 6, surihi).— Good speci-
mens are: the copper and gold enamelled sx»i@/: (No. 2791) by Habib
Joo, silversmith of Srinagar, Rs. 59 ; a jar (No. 3773) copper and gold
enamel by Subhana, copper and silversmith of Srinagar, Rs. 73.

(¢) The Rosctte Pattern (Platc No. 6, Bokhara jar).—This
is similar to the corresponding class of goods in the tinned and
papier-maché wares. The chief examples are a copper and gold
jar (No. 3793) by Subhana of Srinagar, Rs. 24; a small circular
tray by the same, Rs. 14; a copper and gold enamelled surd/ii
(No. 2219) by Habib Joo, Rs. 41.

(@) The Embossed Form.—Ajftibi and tasht in copper and
gold (No. 2213), Rs. 281 for the two pieces, by Habib Joo
of Srinagar; a copper and gold lotus bowl (No. 2611), Rs. 87;

a copper and gold Bokhara jar (No. 3778), Rs. 40, and a copper
and gold Bokhara jar (No. 3791) small size, Rs. 25, by Subhana
of Srinagar; a surdki by Habib Joo, Rs. 56.

(¢) The Mosaic Style.-~A coarse form of enamelling, bold Kashmir Cop-
and effective, composed of large patches of colour but with little H‘%ss Ena-
of the feeling of Kashmir artabout it. The examples are a large
vase (No. 2354) by Habib Joo of Srinagar, Rs. 258; a small Jo/d
(No. 2750), Rs. 25.

Occasionally, instead of gilding the copper prior to enamelling it,
the silversmiths either silver or tin it. A good example of this class
of goods will be found in the Exhibition in the form of an gf#dbé
anl tasht (No. 2936) by Lassoo, silversmith of Srinagar, Kashmir.
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Before leaving this State it may be added that a small assort-
ment of silver enamels will be found on the lowest shelf of the
stand employcd for copper and brass. The best specimens of
these are the small surdhis, in two shades of blue, and the finger
bowls and dessert plates by Habib Joo and by Subhana : prices for
a surdhi, Rs. 24, for a finger bowl and plate, Rs. 55,and for a
goblet, Rs. 40. In the silver enamels the blues are particularly
rich and translucent.

MULTAN.— In this town the silversmiths have for many years
enjoyed the reputation of producing very pleasing small silver
enamels, in various shades of opaque blue, yellow or scarlet. The
silver is stamped on a die so arranged as to lcave thin lines to
separate and demark the glass as il in imitation of cloisonnd.
The best examples are =surma ddnis made by Wasna Ram, gold-
smith, Rs. 13; bangles, 18 in number, Rs. 37; buckles, Rs. 7,
larger size, Rs. 11; and a numerous assortment of such small
goods.

BENARES.—A set of gold pachisi markers and dice, richly
cnamelled, have been contributed by B. Moti Chand of this city.
These are most admirable examples of the best style of translucent
cnamelling in rich, warm, life-like colours, price Rs. 2,500 for
the set.

LuckNow.—The enamel of this town, like that of Benarcs
and Jaipur, has the silver chased or engraved to receive the glass.
The colours are mostly greens and blues with indifferent browns,
yellows and oranges. The design is realistic but usually delicient
in composition, hence at a distance the articles look as if corroded.
On closer inspection animals, birds and men are seen to be dis-
persed over a floriated surface. The chiefl defect of the style is
the absence of main decorative lines to fix and guide observation,
The best examples arc the large /uika (Plate No. 6), with
two chilams and their covers (sarposhes), and onc mouth-
piece (mohnal), price Rs. 2,860 ; onc ¢hali with pin-din, Rs. 625;
one pair (¢/#r7) bangles, Rs. 156 ; and one changhara, Rs. 825 ; one
drinking-glass with cover, Rs. 666 ; lastly, a chilam and chamal,

Rs. 888—the best piece—exhibited by Gopi Nath Lachmi
Narain.
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RAMPUR STATE.—A bold and effective style of enamel- pivision 3.
ling in greens and blues with fairly well marked sub-division of ENAMELLING.
spaces is practised in this State. The example shown is a Ehamors.
hukka made by Ram Prasad and Pershadi Lal, Rs, 101 (Plate
No. 6).

JAIPUR  holds, and justly, the highest reputation of all the Jatpur
towns of India for enamelling. Sughan Chand and Sobhag
Chand, Jewellers of that City, employ all the best workmen
and, as that firm has secured a space for their wares in the
Jewellery Court, their stock of beautiful articles on view should be
examined in connection with the above brief observations on
Indian enamelling.

LLoAN COLLECTION.——In the Loan Collection Gallery a
superb display of old enamels will be found, mostly in the form of
sword and dagger handles, scabbards, hukkas, bowls, ctc., those
from Jaipur, Jodhpur, Kach, Bhawalpur, Chamba, etc., being spe-
cially worthy of study.

Niello Ware.—(Plate No.6, bowl and dagger.)—This old art Nello Ware.
still survives in one or two localities of Burma. Only the purest
silver can be used. The desired pattern is punched, then chased,
in order to lower the background of the design, and the hollows
thus produced arc loaded with an amalgam of lead 2 parts, silver Materials and
1 part and copper 1 part. The article is next placed in the char- Manipulation.
coal furnace on which fragments of cocoanut shell have been placed
to give dense black smoke. It is there retained untlil the materials
fuse and unitc with the silver. ‘The flux cmployed is a mixture
of borax, crude sulphate of ammonia and sulphur. The excess
colouring matter is then rubbed off and the silver polished, when
the design, in bright silver, appears on a black background. Niello
may thus be regarded as a form of enamclling; it is most effective
and quite permanent but difficult to make, and hence tlie art is not
popular owing to the great temperaturc required and the sul-
phurous fumes produced. It is practised by but one or two per-
sons in Burma, and appcars to be quitc unknown to the crafts-
men of India, though pieces of the ware may be picked up all over
the country, thus very possibly indicating a [ormer widespread
knowledge in the art.
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The following are the examples made by Saya Po of Toun-
goo :— a silver bowl and plate, gilt inside (No. 405), Rs. 375; four
Shan daggers with Niello handles, damascened blades and silver
repoussé scabbards (No. 406), Rs. 57 each; Shan swords (da),
(Nos. 407—9) with Niello handle and silver repoussé scabbard,
Rs. 188 to Rs. 250. From Kashmir has been obtained a small
specimen of this ware in the form of a scent bottle, price Rs. 10.
The design is quite unlike anything used in Kashmir at the
present day, and the owner claims that the bottle in question is very
old, though, in his opinion, made in Kashmir. If this be correct,
the art of Niello ornamentation is no longer practised in that

State.
AWARDS FOR ENAMELLED AND NIELLO WARES.

(@) Niello Ware.
First Prize with Gold medal to Saya Po of Toungoo for
Niello ware in form of bowl and plate (No. 405), also swords and

daggers (Nos. 406—9).
(6) Gold Enamels.

Second Prize with silver medal for gold enamelled markers
(No. 1652) to B. Moti Chand of Benares.

Third Prize with bronze medal to Bombay School of Art
for both gold and silver enamels.

Third Prize with bronze medal to Partabgarh State for the
quasi-gold enamel characteristic of that State.

(¢) Silver Enamels.

Third Prize with bronze medal for a set of finger bowls
and plates (Nos. 2964 and 2966) by Subhana, silversmith of Sri-
nagar, Kashmir.

Commended two swrdhis in old shawl pattern in two
shades of blue (Nos. 2343and 2344) by Habib Joo, silversmith of
Srinagar, Kash nir.

Commended for large series of blue enamels to Wasna Ram

of Multan.
(d) Copper and Brass Enamels.

First Prize with silver medal for an aftibi and ‘tasht
(No. 2213) Rs. 280; a tumba jar (No. 2222), Rs. 24, made by
Habib Joo, silversmith of Srinagar, KKashmir.
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Second Prize with bronze medal for an aftdéd and tasht DIVISION 4.
(No. 3784), Rs. 80; a jar (No. 3773), Rs. 73, by Subhana, silversmith SILVER

of Srinagar, Kashmir. PLATE.
Commended for an af#ébé and tasht in silvered enamel (No.
2956), Rs. 81, by Lassoo, silversmith of Srinagar, Kashmir.
Commended for a Bokhara jar (No. 3791), Rs. 29, by Subhana,
silversmith of Srinagar, Kashmir.

Division 4.—Gold and Silver Plate.

The Gold and Silver Plate of India, until very recently, could stytes of
. Indian Plate.
be readily referred to four or five well-marked types or styles of
ornamentation. Within the past few years, however, the silver-
smiths of India and even of Burma have taken to producing any
or all the styles, the result being that it has become difficult, if not
impossible, to affirm where a piece of plate may have been made.

In the Jewellery Court and also in the Loan Collection Gallery
a fair assortment of gold plate will be found. In art conception
this is identical with the silver work. Accordingly the gold may
be treated conjointly with the silver plate. Bhawalpur is perhaps
most famed, in recent times, for its gold plate of purely native
design, though any of the goldsmiths of India can and do produce
gold plate such as tea and coffee sets, though nearly all the
modern work is in purpose, design and ornamentation essentially
European.

CHIEF EXHIBITS ON VIEW.

The Gold and Silver Plate shown in the Sale Gallery of the Locatlon of
Exhibition is placed in the transept and within the bay imme-
diately adjacent. It may assist the visitor, therefore, if the collec-
tion be dealt with categorically and in the sequence in which
arranged.

On the right hand side of the transept will be found the silver
plate of the Madras Presidency, including Bangalore and Hydera-
bad; on the left that of the Bombay Presidency, including
Kathiawar, Kach and Sind. Within the bay to the left of the
transept will be discovered the silver plate of the Panjab, the
United Provinces, Rajputana and Central India, the Central
Provinces, Bengal and Burma, in the sequence mentioned.
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. - Madras Presidency.—BANGALORE.—The characteristic fea-
ture of the silver plate of this area may at once be described by
saying that it is (or rather was) swimi—that is to say, composed
of mythological medallions and canopied niches, in imitation of
the encrusted and agglutinated style of work characteristic of all
South India art. (Plate No. 8, fig. 8) Some of the best examples
may be stated tobe: a large silver cup with handles, Rs. 1,062 ;
and silver punch bowl, Rs. 541; a silver flower vase, Rs. 599; a
silver bowl Rs. 156; a silver bowl, smaller size, Rs, 78; a silver
cup, Rs. 8o—all by C. Krishniah Chetty, Jeweller of Bangalore.
The same silversmith also sends a number of pieces in Calcutta
(Bhowanipore) style, such as a flower vase, Rs. 554; a silver
punch bowl with spoon, Rs. 68o.

Messrs. Barton & Sons of Bangalore have contributed four
specimens in swdmi style, the most interesting being a fruit stand,
representing the nandi (or sacred bull) of Vellore temple, the
dish being thus placed above the canopy.

From MYSORE have been received six silver miniature idols and
a water bottle or surd/i made by Subbiah and Channa Nanjiah,
of excellent workmanship, the idols being priced at from Rs. 70 to
Rs. 80; also a silver pdn leaf box, Rs. 8. A panel showing the
Mysore diety Chdmundi by Anekal Krishna Chari is specially
worthy of mention,

MADRAS.—A second and cqually fine series is contributed by
Daday Khan, of Mount Road, Madras, of which the following

“may be mentioned :—a large silver punch bowl in swdmi with

Trichinoroly
Style.

wooden_plinth, in rich bold floral design, Rs. 937; a similar but
smaller bow], Rs. 293; another bowl in Bengal (Bhowanipore)
rural style, Rs. 306 ; a silver claret jug in swdmz?, Rs. 123 a silver
tea service in swdm/i, Rs. 293; and a sccond tea service also in
swimi, Rs. 261. s
From TRICHINOPOLY—(Plate No. 8, figs. 3 and 4)—Have been
procured a rose-water sprinkler and heart-shaped pdn-ddn box and
a coffee-pot by A. Visvanada Asavi & Co. Of these the rose-
water sprinkler is cxceptionally fine,” having- the characteristically
twisted and alternate bands of polished and frosted silver. The
pdn-ddn'is a reproduction of an'old speeimen seen by the writer
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while in Trichinopoly, but the replica, while good, has lost the DIVISION 4.
charm of the original, in consequence of not being so sharply and ~ siLvERr
clearly repousséd. In Trichinopoly a form of filigrain jewellery Fm:};,f“'
is produced that is quite asgood artistically and far superior in
suitability and wearing power to that of Cuttack and Dacca. A few

specially selected samples of this will be found in the collection,

such as the necklace made by Muthusami Naidu, price Rs. 62,

From COCONADA has come a rose-water sprinkler, a reproduc-
tion of a good old specimen shown to the writer while on tour,
but in which sufficient prominence has not been given to the chain
of dancing gopis with crossed sticks above and below their heads.

It was made by Kommojee Papayya of Coconada, price Rs. 65.
This style of work may be said to be characteristic of Godaveri Godaverl
and of the East Coast of India generally,

From AURANGABAD has been sent a rose-water sprinkler
which is unlike any others shown in the Exhibition, and is priced
at Rs. 35. :

From TRAVANCORE STATE has been contributed a small but Travancore
curiously interesting collection of silver, constructed from the
silver coins (chukrams) of that State. Of these may be indicated
an oval tray, price Rs. 125; a circular tray with Krishna in the
centre, price Rs. 81; and a picture frame, Rs. 62.

Bombay Presidency.—-In Bombay Presidency there may be Bombay =
said to be two very well marked styles of silver plate with several Siiver Plate.
subsidiary schools; these are the Poona and the Kach. In the
former a very bold and deep form of repoussé prevails, the chief
subjects being in half relief and the silver usually oxidised ; in the
latter school a graceful and intricate floral design in shallow
repoussé (of probable Dutch origin) is practised. This consists
of polished encircling lines or branches on a frosted background,
the floral scroll, like that of the windows of Ahmedabad, having
no beginning or ending, but in which a composite flower recurs
at repeated intervals (Plate No. 8, fig. 6).

PooNA.—(Plate No. 8, fig. 10.)—Amongst the best examples
of this style may be mentioned a large silver vase (du»ni) with lid,
the work showing the ten incarnations of Vishnu, made by M. K.

Godbole of Poona, Rs. 625; a silver tray (febdt) with hunting
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figures, made by Hitapa Buchana, goldsmith of Poona, Rs. 528;
a silver bowl (%#nda) by the same maker, Rs. 446.

Of KAcH, perhaps the finest examples are a silver flower vase
or table centre, richly chased in floral design, Rs. 1,515; a silver
card tray, Rs. 200; a silver bowl, Rs. 359—all made by Soni
Oomersi Mawji & Sons of Bhuj, under the special supervision
of His Highness the Maharao of Kach. Mr. Percy Brown’s
sketch (Plate No. 9) shows the Bhuj silversmith engaged at
his work, while around him has been assorted a selection of his
characteristic wares.

From BiJAPUR have been secured two silver salvers in the old
style characteristic of that country, Rs. 117 and Rs. 149. The
design is deeply and richly chased, the scroll flowing forward and
never reversed or inverted, as with the scrolls in most other
forms of silver plate.

SHOLAPUR has contributed two circular trays in silver gilt ;
the design in some’ respects closely resembles that on the Bijapur
trays and is accomplished in fairly bold repoussé, subsequently
chased. Small engraved medallions are placed at intervals within
the scrolls, thus giving a pleasing varicty. These plates were pre-
pared by Sheshappa Besappa, Sonar, of Sholapur, under the
supervision of Ratsaheb Malappa Basappa Warad, and were
thought so highly of by the Judging Committec that they were
awarded a first prize (Plate No. 8, fig. s5).

In BARODA a curiously interesting style of both silver and
copper repouss: may be said to be characteristic of this State.
The article is first made in wood richly carved, then silver or
copper plates are held over the surface and hammered until they
assume the pattern given to the wood. Of this kind of work will
be found a silver repouss? stool on skiskam wood by Mistry
Raghunath Tribhuvan & Sons, Visnagar, price Rs. 302. Baroda
also turns out a remarkable form of moulded and chased work, in
both silver and copper, in the form of immense massive anklets,
price Rs. 93.

AHMEDABAD.—From this town has come an address casket
made by Harilal Morarji of Gheekanta, price Rs. 400. Thisis a
beautiful piece of work, with realistic medallions and jungle
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scenes, the scroll work being of the Ahmedabad window lgglsxou 4.
LD AND
type. SILVER

Panjab.—The most important locality in the production of  PLATE.
silver plate in this Province is unquestionably KASHMIR. Some gashmir
few years ago that State had practically only three of four styles of Stlver.
silver ornamentation, all being forms of exceptionally intricate and
flat repoussé which closely resembled the patterns employed
both in the copper and papier-maché wares of the State. These
may be indicated as follows :— (a) The Shaw! Pattern—perhaps
the most beautiful and characteristic of all forms of silver orna-
mentation in India but which has gotinto disfavour with the silver-
smiths of Kashmir owing to the trouble and expense in producing
it. They have, infact, discovered that for the ordinary purchaser
a few bold designs, which can be done in half the time required for
the shawl pattern, will fetch the same or nearly the same money.

The best examples of shawl pattern silver in the collection are a
beggar’s bowl, Rs. 210 ; a smaller specimen of the same, Rs. 124 ; a
silver Yarkand jug, Rs. 121 ; a silver kettle on stand, Rs. 230; two
beautiful oval shaped trays, Rs. 73 and Rs. 94; finger bowls and
plates, Rs. 61; atea-pot, Rs. 147. (8) The Arabesque Style (Plate
No. 8, fig. 12.) usually parcel-gilt ; the best examples of this are a
large beggar’s bowl, Rs. 344, by Habib Joo of Srinagar ; a smaller
size (kashroul), Rs. 128; a finger bowl and plate by Habib Joo,
Rs. 61; a finger bowl by Subhana, Rs. 71, etc.  (c) 7%e Rosette
Style— of which the most striking examples are a silver jug, Rs. 26 ;
a rose sprinkler (go/db pash),Rs. 53. (d) Wire work—the kdngri
or fire basket is often reproduced in silver wire, a specimen is priced
at Rs. 52. (¢) Modern Chundr (or plane tree) pattern—of this
class of goods there may be said to be two or three stages in deve- cheap Work.
lopment, the firs¢ in which the foliage is almost entirely suppressed,
the ornamentation being confined to the flowers of the plane tree,
interspersed with a richly convoluted line pattern.  Of this, good
specimens will be seen in the Exhibition, such as the silver tray
and tea-pot to match, at Rs. 96 and Rs. 163; a silver coffee-pot,
Rs. 93; a round bowl, Rs. 68. The second stage in which
diminutive leaves are freely interspersed with the flowers, as, for
example, a cup, Rs. 394 ; a claret jug, Rs, 114. The third stage,
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those in which the leaves become almost natural size and the work
correspondingly coarse, as in the claret jug priced Rs. 150; the
Kashgar bowl with chundr leaves of natural size, Rs. 164.

Lastly, the Lkassa Style—in which the handles and spouts
are in massive dragon form. This may be either plain, as in the
silver tea-pot at Rs. 160, or chased or repousséd in any of the styles
already mentioned, as, for example, the tea-set priced at Rs. 227,
which may be described as being ornamented in a mixture of Kach
and chundy patterns.

HOSHIARPUR.— From this town three very quaint rose-water
sprinklers have been received, perhaps more curious than beauti-
ful or artistic, price Rs. 60 to Rs. 70.

United Provinces,—LUCKNOW.—(Plate No. 8, figs. 1 and
2.)—Some few years ago there was only one style of silver work in
Lucknow, namely, a jungle scene, which consisted of closely com-
pacted palms. This may be almost said to have entirely disappeared,
and Lucknow now imitates the styles of all other parts of India,
without having anything characteristic of its own. The best
specimens are: a punch bowl by Durga Parshad and Manohar
Dass, Rs. 871; a silver tea-set by the same, Rs. 313, and a
silver-gilt Aukka by Ajodhia Pershad Jaganath. A good example
of the palm form of repoussé will be seen under the Division
devoted to Copper and Brass (shown in Plate No. 8, fig. 2).

BENARES.— B. Moti Chand, Rais of Benares, exhibits a few
specimens of Ganga-Famnd silver (part silver, part gilt), such as
a rose-water sprinkler at Rs, 63. So also a pair of elephant and
tiger-headed maces (so/@) are sent by Bhagwan Dass Gopi Nath,
Rs. 563, a pair of stick maces (#s¢) by the same contributor
also priced at Rs. 563. Lastly, a salver by Kalyan Das Brothers,
Benares, silver-gilt, Rs. 32.

RAMPUR STATE has contributed a few specimens of silver-
ware, such as the abkord and thdl: sirpaskh, Rs. 59. A gold
tumbler and plate shown to the writer while in Rampur was most
beautifully engraved with English birds, flowers, etc., in imitation
of the patternsfound on certain guns in the possession of the owner.

Cengral Provinces.—SAUGAR has furnished one or two silver
trays, in a style strongly suggestive of Chalukyan influence and
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closely allied to the silver and gold plates of Mysore and Bijapur.
The best sample is priced at Rs. 103.

Central India and Rajputana.—ALWAR STATE has supplied
a few specimens of silver and silver-gilt plate, the ornamentation
being entirely engraved on a smooth polished surface. The
designs appear to have been suggested from a study of European tea-
sets, though Indian subjects have been substituted in most cases.

JHANSI produces a fair amount of filigrain work, much after
the style turned out at Cuttack and Dacca; of these the pin
box, Rs. 320, is the best example. The design is usually spirally
assorted.

GWALIOR exhibits a number of specimens of silver-gilt wares,
such as the attar-din, consisting of six pieces, from UjjaIN,
Rs. 325; a goidb-pash or rose-water sprinkler from INDORE,
Rs. 130; and a large plate, Rs. 272; a golib-pash in stork pattern
from Gwalior, price Rs. 82, and a similar but smaller sample, deli-
cately engraved, Rs. 40 (Plate No. 8, fig. 4).

DuAr exhibits two beautiful stork-pattern golib-pashes (rose-
water sprinklers), Rs, 112.

DHOLPUR supplies a beautifully formed little ckatrs, Rs. 625,

Bengal Presidency.—In the Lower Provinces there may be
said to be four great centres for silver-ware, 27z., Calcutta, Cuttack,
Dacca and Monghyr. CALCUTTA (Bhowanipore) produces a
form of ornamentation in which rural (as distinct from hunting
and jungle) scenery is depicted on a frosted surface. It is a
style now imitated in nearly every silver-manufacturing centre of
India, the characteristic Bengal hut being nearly everywhere
shown, though probably quite unfamiliar to the majority of
repoussé workers who are engaged in thistraffic. Samples have
been contributed to the Exhibition from Lucknow, Bangalore,
Madras and Bombay.

CUTTACK.—(Plate No. 8, fig. 7.)—has for many years been
famous for its silver filigrain work, of which a large assortment
may be seen in the Exhibition.

The production of filigri is perhaps the most interesting branch
of the silver and goldsmiths’ craft. There is, however, something
about this art that suggests a foreign origin. Sir George Birdwood
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observes: “The silver filigrain work, in which the people
of Cuttack in Orissa have attained such surprising skill and deli-
cacy, is identical in character with that of Arabia, Malta, Genoa,
Norway, Sweden and Denmark, and with the filigrain work of
ancient Greece, Byzantium and Etruria, and was probably carried
into the West by the Phenicians and Arabs, and into Scandinavia
by the Normans, and in the course also of the mediaval trade
between Turkistan and Russia.” In India there are certain well
marked centres of the craft, of which apparently Cuttack may have
been one of the earliest, as it is to this day the most important.
It was carried south along the east coast and attained a footing at
various places, more especially TRICHINOPOLY and north and
east to DAcCA and RANGOON. In Dacca a superior form, known
as mandila, was produced during the seventeenth century, but for
some fcw years this has been discontinued. The art seemsalso to
have moved north into Central India and Rajputana, and attained
considerable importance in JHANSI, where a peculiarly flat form,
spirally assorted, is met with. At KoTA STA1E a certain amount
of filigri work is also produced very similar to that of Jhansi.
Perhaps no art is more interesting to the student than filigri.
A large portion of the work is accomplished by children, often not
more than eight or ten years of age,— the sons or pupils of the
silversmith. Their nimble fingers and quick eye-sight are indis-
pensable to the success of the work. The master craftsmen prepare
the materials and form the frames of the designs. Only the pur-
est silver can be employed, but this is alloyed with a small amount
of lead before being used. It is drawn into flat wire, and subse-
quently twisted on itself to give it the appearance of minute ropes
or strings. The frame of a leaf or petal having been made in silver,
this is given to one of the boys who cuts the wire into certain re-
quired lengths. Each of these he seizes between the forefinger
and the thumb and turns one end round in the form of a half roll.
He then impinges the wire within the frame and adds one after
another, until the interior is packed as full as it will hold of
rolled up wire. It is then passed on to the master silversmith,
who sprinkles it with a soldering salt, places it on a piece of mica,
and then holds it in the furnace until the packing of wire becomes
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soldered together and to the frame. The skill lies in not causing DIVISION 4.
. . GOLD AND

the solder to fuse over more than the desired points of attachment.  siLVER

Leaf by leaf and petal by petal being thus prepared, they are then PLATE.

wielded together in the desired form. The process of cleaning and

whitening the silver is one of great interest but more or less a

secret of the craft.

The samples of filigri most worthy of mention are a pair of sampleson
oval plates (No. 143) made by Chintamoni Jcthi of Cuttack, Rs. 286 tow-
each; a hukka made by Nanda Jethi of Cuttack (No. 128), Rs. 805 ;
an attar-din, floral stand, (No. 126) also by Nanda Jethi,

Rs. 563.

Dacca.—Filigri work, cxactly similar to that of Cuttack, is
produced in Dacca ; one sample only need be mentioned, v7z., an
elephant-formed attar-ddn (No. 92), Rs. 500, made by Krishna
Charan Kamnakar,

Lastly MONGHYR.—(Plate No. 8, fig. 9.)—At Kharakpur in
Monghyr (as also in one or two other localities in Bengal), silver
fish attar-dins are manulactured with great skill ; the largest one
on view is priced Rs. 218, and measures 18 inches in length.

Burma.-(Flale No. 9-A.)—From RANGOON, MUULMEIN, syver Fish.
TouNGoo, PrROME and THAYETMYO have been procured an
extensive series of silver plate in the form of bowls, jars, plates,
etc. The best samples were, however, forwarded by the Burma
Government on loan. Had the specimens of tle loan set Leen for
sale, they could have been disposcd of several times over. These Burmese

. Bowls.
werc made by Maung Yin Maung and others. Of the sale collec-
tion there may be said to be two widely different styles, one
characteristic more or less of Rangoon, the other of Moulmein. In
the former the surface is frosted, in the latter polished or burnished.
In a Rangoon bowl the main surface of the siiver is usually left a rangoon and
dull white, with small portions of the design here and there bur- Sjeson
nished. In both styles of work the silver is strongly repousséd
and mainly in human forms or with ée/«s in hunting or sporting
scenes.

The principal articles made by the Burman silversmiths are
the well known bowls. ‘These are beaten up from discs of silver manipulation.
rather larger and very much thicker than a rupee; one of these
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discs is taken and beaten into a small shallow saucer, another is
put on the bottom and hammered until it unites with the former
and the saucer begins in consequence to gradually assume the

shape of a cup. This process is continued uctil the desired size
and shape is obtained. The thickness of the metal in a good
bowl, before being decorated, is over one-eighth of an inch. The
bowl is then filled with lac and the pattern traced, then respousséd
and finally chased. The great relief desired often leads to per-
forations, even in the best workmanship, but these are fillad up
afterwards by patches of silver soldered on the inside and
hammered into the mectal, the face of the bowl for that purpose
being imbedded in lac.

A representative collection has bcen sent from MOULMEIN,
It comprises, amongst others, several good specimens of “ double
work " as in the bowl to the right in Plate No. g-A. In this style
the design is embossed as usual but the ground perforated. The
article is, in consequence, lined, a space being left between the
outer perforated portion and the lining. A rich effect is thus
obtained through the shadows of the outer perforated surface
being thrown on the inner lining. The best examples of this
work are a bowl and stand (No. 5), price Rs. 563, and a betel box
with stand (No. 14), price Rs. 563, both examples being the work of
Maung Kyi Maung of Moulmein

From RANGOON an extensive series of bowls, trays, powder
boxes, etc., has been secured. Of these special mention may be
made of No. 177, Rs. 398, and No. 200, Rs. 436, made by Maung
Po Kin, and a splendid sample (No. 5) exhibited by F. Beato &
Co., Ld., price Rs. 937.

From PROME was procured a remarkably good old bowl (No.
255) for Rs. 375, and from Thayetmyo another old specimen of
high merit, price Rs, 350.

AWARDS FOR SILVER AND GOLD PLATE.

First Prize with gold medal to Maung Yin Maung of Rangoon
for silver table centre, Rs. 1,000.

First Prize with silver medal for silver parcel-gilt tray by
Sheshappa Bas Appa of Sholapur (No. 3944), Rs. 263.
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First Prize with silver medal for filigri Aukka (No. 128), DIVISION 4.

attar-din (No. 126) and silver filigri box (No. 130), by Nanda
Jethi of Cuttack.

First Prize with silver medal for bowl (No. 177), Rs. 399,
by Maung Po Kin of Rangoon.

Second Prize with silver medal for Kach silver plate (Nos.
1200, 1201, 1215, 1227, 1228, 1229, 1233) to Soni Oomersi
Mawji of Bhuj.

Second Prize with silver medal for bowl and stand (No. 14),
Rs. 563 ; silver das (No. 20), Rs. 1oo; pongye bowl (No. 11),
Rs. 700; betel box (No. 14), Rs. 563—by Maung Kyi Maung of
Moulmein.

Third Prize with bronze medal for tray made by Vishnu
Ganesh Purandhare of Poona (No. 775), Rs. 513.

Third Prize with bronze medal for casket (No. 3208),
Rs. go6, also silver bowl (No. 205), Rs. 343, made by Framji
Pestonji Bhumgara, made in Madras.

Third Prize with bronze medal for sofa or mace (No. 1577),
Rs. 563, with elephant head, made by Bhagwan Das Gopi Nath
of Benares.

Third Prize with bronze medal for gold and silver caskets
(Nos. 3957 and 3958), Rs. 500, and a large assortment of silver
plate, made by C. Krishna Chetty of Bangalore.

Third Prize with bronze medal for three pairs of candlesticks
(Nos. 256, 652, 3695) for Rs. 360 to Rs. 656 the pair, made at the
Madras School of Arts.

Third Prize with bronze medal for collection of silver plate
by Daday Khan of Madras,

Third Prize with bronze medal for collection of silver-gilt
ware (Nos. 2351, 2680, etc.) by Habib Joo, silversmith, Srinagar,
Kashmir,

Third Prize with bronze medal for collection of silver plate -

(Nos. 2665, 2688, etc.) to Subhana, silversmith, Srinagar, Kashmir,
Third Prize with bronze mecdal for candlestick (No. 1253),
Rs. 135, made by Soni Mawji Raghavji of Bhuj, Kach.
Commended=—water vessel made by Subbhiah and Channi
Nanyiah of Bangalore.
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Commended for silver bowl in fish pattern (No. 3250), Rs. 32,
by Durga Pershad and Manohar Das of Lucknow.

Commended silver tea-set of three pieces (No. 3284), Rs. 313;
also tray (No. 3253), Rs. 250, made by Gauri Shankar Har Narain
of Lucknow.

Commended for silver-gilt iukka (No. 3238), Rs. 250, made
by Ajodhia Pershad Jaganath of Lucknow.

Commended for chukram tray (No. 9oo), Rs. 105, made at
Quilon in Travancore.

Commended for chdmandi panel (No. 3915), Ks, 125, made
by Anekal Krishna Chari of Bangalore.

Commended—silver anklet (maize pattern), made at Dabhoi in
Baroda (No. 1501), Rs, 85.

Commended for aftar-din (rose-water sprinkler) (No. 4035),
Rs. 72, made by Parbh Dial and Milcawa Mull of Hoshiarpur.

Commended for silver tea-pot with engraved hunting scenes
on polished silver (No. 3555), Rs. 149, made by Panna Lal of Alwar.

Commended for silver fish (18 inches long) (No. 234), Rs. 218,
by Babu Shivanandan Prasad Singh of Monghyr.

Commended for attar-dén in form of silver elephant (No.
92), Rs. 500, made by Krishna Charan Kamnakar of Dacca in
Bengal.

Division 5.--Damascened and Encrusted Wares.—
(Plate No. r10.)

These names indicate degreces of the same art rather than
distinct arts. They both denote the surface ornamentation of
one metal through the application of one or more metals. In
damascening (toftgari) proper, it is usual for iron or steel to be
ornamented with gold or silver wire. In the various forms of
encrusted work the ground metal is rarely steel and the applied
metals are rarely in the form of wire. In true damascening the
design is chased on the steel surface with a hard and sharp style,
and the wire, held by one hand within the grooves, is hammered
by the other, until it is made to literally unite with the steel. Of
encrusted wares there may be said to be two chief forms, the
one with the applied metal raised above the surface, the other
with it below the surface,
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— L o o Wares.
(A) Tanjore ware is representative of the first style of DIVISION:5.
encrusted work. A piece of silver or brass is taken and AM:?,::,ENED

repousséd on a bed of lac. When finished this is held over *\FRUSTED
the surface of the metal upon which it is to be attached, Forms of
its outline is scratched, then chased until the groove produced is 5;:,’.: sted
able to receive the edge of the applied piece. This is finally
secured by having the rim of the ground metal hammered
over it.
(B) The flat form (represented by &id»i ware) differs in
that the pattern of the desired appliqué ornamentation is
completely excavated and the metal placed within and secured
by hammering. But there are two modifications of this, one
in which the exact form and ornamentation of the applied
metal is practically finished before being attached, and the
other, and very often the most beautiful, in which the design
is only crudely cut out on the ground metal, the applied metal
being fixed and at the same time hammered and chased into
form. In this condition, therefore, the applied metal is mainly
above the surface, much as in Tanjore ware.
With these introductory remarks it may now be desirable
to deal with each manifestation of the arts of Damascening and
Encrusting Metals :—

1st, Koftgari.—ARMS.—The art of damascening appears to
have taken its origin with the ornamentation of swords and other
weapons.  On the decline of the Sikh power, the #oftgars work-
ers of Sialkot and Gujerat diverted their skill to the ornamentation
of articles for domestic use. To this day, however, they still pre-
pare damascened sword and dagger handles, scabbards, shields,
helmets, etc. The best examples of this work to be seen in the
Exhibition are sword handles (Nos. 4143 and 4145), by Shabab
Din, son of Imam Din, prices Rs. 50 and Rs. 100. In Jaipur, Alwar,
Datia, Jodhpur and in Serhoi, the art of damascening sword
handles attained high proficiency. A shield has been arranged to
display the damascening of Jaipur, which ismostly silver or gold
on steel in elaborate and intricate patterns. In Datia and Jodhpur
the work is very similar, as, for example, sword handle (No. 10),
price Rs. 31. In Serhoi (Plate No. 11-A, figs. 10 and 11), a
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D::x;iilggu 5 background of frosted silver is given round the gold, producing
AND thereby a characteristic style which, although not confined to
Eu‘s‘:‘l’é‘:n Serhoi, is more or less peculiar to that State. The same system
is occasionally practised in Sialkot, as for example the gauntlets
(No. 4161), Rs. 50. A shield has been designed to exhibit a full
display of SERHOI arms as also a further shield to display a special
series of JAIPUR arms, mostly those that manifest engraved and
damascened steel. One of the chief centres of damascened arms
in India is doubtless HYDERABAD in the Deccan (Plate No. 11-A,
fig. 15). A large shield has been arranged to show a selection of

the silver and a second the gold damascening of that State.
The above brief reference may suffice to denote the older mani-
festations of the art of damascening. Mr. Brown’s sketch (Plate
No. 11) of the damascene worker in Datia, shows the artist with
his appliances engaged damascening a sword hilt. His reels of
gold and silver thread are in front of him, and an enlarged hilt on

the wall shows the pattern turned out.

PanjaB,—Of modern work it may be said that Gujerat and
Sialkot in the Panjab, and more recently Jaipur, Alwar, Serhoi
and Lahore, turn out large quantitics. The materials employed are
steel plates engraved in minute arabesque designs, into which
Forms of silver and gold wire are hammered. But there are various forms
Woftgarl. o qualities of this work, the most valuable being that known as
(A) Teh (A) Teh Nashin or deep Koftgar: (Plate No. 11-A, figs. 1, 2 and
Nashan. o) _In this the steel is deeply engraved and thick gold o silver
wire hammered into the grooves. It is then filed down, cleaned
and blued, until it forms a perfectly smooth and polished surface.
At times when both gold and silver are used (Ganga-Famnd),
certain parts of the gold are mixed with copper in order to obtain
a pinkish tint. The surface is blued through the action of fire
only. A good example of this style is the small boat-shaped tray
from Jaipur (No. 2141),Rs. 100, and the circular tray from Sialkot,
(B) Ordinary. Rs, 50. (B) Ordinary or shallow Koftgars (Plate No t1-A, figs. 6
and 7). —In this case thc design is engraved in shallow grooves or
scratchings, and a very fine wire is hammered into these. The
amount of silver and gold employed is accordingly very small, and
in consequence the surface cannot be polished and smoothened
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MAIN OR SALE GALLERY.

as in the fe4 nashdn without removing the gold and silver wire.
Accordingly, with the cheaper forms of koftg¢ari, the wire can
be readily felt on the surface. (C) Lastly, the cheapest form of
all is a sort of imitation kof¢gari. This is called Dewdii (Plate
No. 11-A, fig. 12). The surface is smoothened with a file and after-
wards with pumice stone. The pattern isthen scratched with the
style and lime juice sprinkled over it to thoroughly cleanse the sur-
face. It is next heated and gold leaf (lifted with a pair of pincers) is
applied and lightly hammered, then rubbed with the mor7 stone,
which causes the gold to adhere to the portions of the surface
scratched for its reception. The best example of dewdli work in
the Exhibition is the plate (No. 3906), Rs. 75, made by Sultan
Mahamad of Sialkot.

RAJPUTANA.—The degree of hammering applied to ko/foari
causes the gold or silver to spread out in all three forms of work.
In Rajputana it would appear that a fourth system prevails, namely,
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(C) Dewali.

dewdli work subsequently scratched to remove portions of the Scratched

gold and produce a closer similarity to wire inlaying.
S1ALKOT and GUJERAT.—(Plate No. 11-A, figs. 4—9 and 12.)

ftga

—The most desirable examples are: —from GUJERAT a tray by Samples on

Fazal Ahmad, Rs. 131; a #hdli (tray) by Abdul Aziz, Rs. 150;
another by Maula Bux, Rs. 93; a surdhi by Mahomed Azum,
Rs. 25; a golibdani by the same maker, Rs. 81 ; and a surihi by
Abdul Aziz, Rs. 37. From SIALKOT a swrdhi, silver and gold on
iron, by Koftgan Nazar Mahamad, son of Kutubdin, Rs. 50; a
surdhi, silver and gold on iron, by Nurdin, Rs. 15; a /ofa, silver
and gold on steel, by Budha, Rs. 62; a shield, gold and silver on
steel, by Golab Din, Rs. 125; a tAili, gold on steel, by Budha,
Rs. 62; a chiraina (set of armour) by Musa, son of Khush
Mahamad, Rs. 150; a #hali, silver and gold on stecl, by Haji
Mahamad Yar, son of Sultan Mahamad, Rs. 125.

From LAHORE a shield in gold damascening by Aim Din,
Rs. 156 ; a chdraina (set of armour) by the same maker, Rs. 1,871.
From JAIPUR, a tray, gold on steel, by the School of Art, Rs. roo;
a dhdl (shield) by Khuda Buksh, Rs. 125; a £oft surdhi (goblet)
also by Khuda Buksh, Rs. 25; a surdhi, gold on steel, by the
School of Art, Jaipur, Rs. 56. It may be added, of the two last
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Dn:gss}gguzb named specimens, that they are perhaps the most highly finished
anp  and best examples of £of{gari in the Exhibition.

"‘;}ﬁ‘,’,’g’;{“’ TRAVANCORE may be said to have a style of koftgari of its
Travancore. own, which consists of roughened steel with gold wire beaten into
it in the form of floral designs of a strongly Dravidian type; this

may be seen in the tray, gold on iron, by the School of Art, Tre-

vandrum, Rs, 62 (Plate No. t1-A, fig. 14), and the casket (fig. 13).

2nd, Bidré Warve. - (Plate No, 11-B, the series with labels

Hyderabad Deccan.)—In the Nizam’s territory an industry exists

which bears the name of the town in which it originated, vz,

Early Bidar. One of the earliest accounts of this craft may
Qf;:,":i,‘.’,’_ be said to be Dr. Benjamin Heyne’s paper published in the
Asiatic Yournal for March 1817. He opens that paper by the

statement that “the Hindus have since time immemorial

not only excelled their neighbours in the management of

metals for useful and curious purposes but are even acquainted

with alloys unknown to our practical chemists.” “Biddery

(vidri) ware is used particularly for kukka bottoms, and dishes

to hand hetel about to visitors, where more precious metals are

not attainable. It is of a black colour, which never fades

and which, if tarnished, may be easily restored. To relieve the

sable hue it is always more or less inlaid with silver. It is called

Biddery ware from the place where it was originally, and I

believe is still exclusively, made ; for though the people of Bengal

have utensils of this kind, I have nowhere seen any new ones for

sale, which would be the case were they manufactured there.”

Dr. Heyne then gives a full description of each stage and process

in the production of 4idri ware. The artificers complained of the

decline of the craft, which they said gave formerly employment to

hundreds in place of the tens now engaged. He examined the

alloy used, and found it to consist of 24 parts of tin to 1 of copper.

Composttlon In reply to Dr. Heyne’s statement that bid»i ware was exclu-
sively made in Bidar, Mr. Wilkins wrote, shortly thereafter, that

it was also made in Benares, but that the alloy contained zinc in

place of tin along with copper. The composition of the alloy

seems to vary somewhat: the difference indicated by the two

above passages still seems to prevail. In Lucknow the chief

46



MAIN OR SALE GALLERY.

metal is zinc, the others, lead, tin and copper, being added each in
the proportion of #;th of the zinc. In Hyderabad, zinc seems
to be greatly reduced and lead much increased. In Murshidabad
lead is entirely omitted. The desired vessel is first moulded then
rcduced to the exact shape on the turning lathe. It is next
engraved or chased in varying depths according to the quality
or kind of 4idri that is desired to be produced. Itis thereafter
smoothed, polished and coloured to a dark green or black colour
by means of a paste made by sal ammoniac and saltpetre, moistened
in rape seed oil and thickened with charcoal. In Murshidabad
and Lucknow blue vitriol is added. The vessel is slightly heated
by placing it in the sun, then rubbed with the colouring prepara-
tion and allowed to cool for several hours. It is thereafter
washed and rubbed with a little oil, when the colour is found to
be permanent. Bidri does not rust, and only breaks by a severe
blow, but it is very heavy and clumsy.
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Manipulation.

The chief centres of production are HYDERABAD (Bidar Centresof

mainly), [.LUCKNOW, MURSHIDABAD, PURNEA and to a small
extent KASHMIR.

There are two main forms of 4idri, much as in koftgari,
according to the depth of embedding and the quality of the metal
affixed to the surface. These are known as Tek Nashin, or

Production.

deeply cut work and Zar Nashin, (or Zar buland), raised work. Chlef Forms

In the former the pattern is deeply excavated and the silver or
gold cut to the exact size and shape of the chased pattern.
After being embedded, the surface is smoothed and polished, the
silver or gold ornamentations being then within or below the
surface.

Zar Nashin or Zar buland work greatly resembles Tanjore
encrusted ware. The outline of the pattern is engraved, the
silver leaf held over and rubbed with the finger until a tracing
of the design is imparted. Theleaf is then cut into the desired
pieces, each a little larger than the space it is intended to cover.
The margin or rim of each is bent over, and the cavity thus formed
filled with a piece of soft lead. This is next inverted over the
space and the margin of the structure pressed into the engraved
outline. Lastly, it 1s hammered or punched all round so as to
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cause the surface metal to embrace and fix the applied- piece;
The process is then finished by the silver leaf being punched: or
chared on the surface in completion of the desired pattern.

A form of zar nashin is met with in Sialkot in which the
ground metal is brass and the finished article overlaid with both
silver and gold. But the process pursued is different from that
followed in any of the centres of 4id»i ware production proper.
The pattern is only partially engraved. The silver or gold is fixed
within the grooves, then worked up on the surface by chasing
and punching. This gives a far richer effect than is produced by
either of the forms of simple encrustation of previously prepared
ornamentations.

DESIGNS.—HYDERABAD.— One of the oldest and at the same
time most beautiful patterns employed in true 4/d»i portrays the
poppy plant, a design which recurs all over India. Itis one of
the most frequent patterns employed by the ¢inkhab weavers, the
leaves being in silver and the flowers in gold. Good examples of
this style will be found in the extensive series of 47477, contributed
by Haji Hasan, an Arab trader in Hyderabad (Plate No. 1:-B), in
the coffee-pot and two bell-shaped kutka-bowls. SitGeorge Bird-
wood’s Industrial Arts of India (Plate 22) may‘be mentioned
as a most admirable example of this style. It would, however,
necessitate the production of a special treatise to give anything
like a satisfactory conception of the many beautiful designs met
with in Hyderabad 4id7i. Perhaps after the poppy pattern, the
most prevalent is that in which wire alone is used in the elabora-
tion of a minute ornamentation in silver crosses or stars, assorted
in a diagonal fashion. In Purnea and Murshidabad, wire alone
is never used (at the present day), but the silver or gold, in fairly
large patches, is cut'in the form of flowers or animals and deeply
imbedded and polished "along with the rich surface polishing
characteristic of the éidri of Bengal. Sir George Birdwood’s
Plates Nos. 34 and 35 do not represent the 4id»i of Purnea and
Murshidabad of the present day.

-Other examples worthy of s pecial study are a ‘beautiful "Aukka
in gold 47d#i, in dlaper pattern, made by Traxlokya Nath Dass of
Murshidabad secn'in Plate No: 11-B, :
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From Kashmir have been received a few examples of erect
hukka bowls mn gold and a flower vase in silver id»i procured
from Subhana, silversmith of Srinagar. The designs in these are
worked in wire imbedded below the surface, but remarkably
little wire is employed, much less than in any other form of &/dr{
ware. The design may be said to be invariably a diaper.

LUCKNOW.—The art of manufacturing bid»i in this town, as
already indicated, seems to have been carried from Bidar during
the time of the Kings of Oudh. In Lucknow, however, it early
assumed a very different type - the description described ahove
as Zar buland. Large patches of silver, in the form of fish,
flowers and leaves, are encrusted all over the surface. The hest
examples of this work are a Aiukka (No. 1036) and surdhi
(Plate No. 11-B) made by Chandu Beg of Lucknow. For a time
this type of work prevailed in Oudh hut gradually it changed
and assumed a second condition in which realistic designs were
produced in a minute and complex manner much after the fashion
evolved at Purnea and Murshidabad. Of this modern work a
large assortment will be found, the most note-worthy being the large
hukka by Kadar Beg and Chandu Beg of Lucknow, and the surdh:
with vine-leaf pattern (Plate No. 11-B) by Ramana of Hyderabad.

3rd, Tanjore Encrusted ware.—(Plate No. 9-B.)—The en-
crusted ware of South India is referable to two sections:—firs/,
that of Tanjore, in which the applied portions stand in bold relief ;
second, that of Tirupati in which the applied metal is smooth and
level with the surface. The best examples of these two forms may
be said to be the following :—TANJORE SERIES—a large circular
brass tray by M. Karupanna Pathar & Co., of Tanjore, elaborately
covered with silver encrustrations in swdm: form, Rs. 250; a
circular copper plate with silver swdmi work by Amnuga Pathar
of Tanjore, Rs. 100 ; large copper bowls in the original swdmi
designs of Tanjore with pillars dividing the mythological subjects,
much as in Plate No 14 in Sir George Birdwood's /ndustrial
Arts of India; a round copper tray of Tanjore work, made in the
Madras School of Arts, Rs. 50; brass address box, oblong size,
with swdmi carved work by Guvmsawmy Pathar of Tanjore
Rs. 187 ; a circular biass plate, medium size, with silver swdmi
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work, Rs. 56; octagonal brass plate with silver swém: work by
Ramalunga Pathar of Tanjore, Rs. 50; a small chumbu (lotd) of
copper with silver swdmi work (much as in Sir George Birdwood’s
Plate 15), made by the School of Arts, Madras, Rs. 25. TIRUPATI
SERIES—a large oval brass tray of copper and silver encrustations,
which has attained the first award for encrusted ware,—also a
similar tray with silver on brass (No. 4530), price Rs. 150.

It would seem probable that the original of these crafts (Tan-
jore and Tirupati) consisted of brass and copper only and that
the use of silver procecded from a European suggestion. But by
far the most serious departure has been the substitution of large
patches of fine silver leaf, blocked out on a die, in place of the
multitude of small picces (hand chased) that were formerly em-
ployed, in the ornamentation of the copper or brass surface.

TRICHINOPOLY -~ FRIES.—Tn Trichinopoly a still more curious
process of encrustation prevails, in which brass vessels are encrus-
ted on the surface with zinc  The best examples of this are a
plate, Rs. 18, a surihi, Rs. 15, made by Melapulujur Asari.

4th, Kashmir Turquoise work. Although in no way con-
nected with éidri ware it may be convenient to mention in
this place that into Kashmir has been recently introduced a
sort of mosaic in brass, in which the recesses of a pattern arc
compacted with fragments of false turquoise embedded in cement.
The Lest examples of this work are a picture frame, Rs. 14,and an
octagonal tray, Rs. 15.

AWARDS FOR DAMASCENED AND ENCRUSTED WARES.
(@) Damascened or Koftgari work.

First Prize with silver medal for boat-shaped small tray
(No. 1490), Rs. 100, made in fe/s nashin style at the School of
Art, Jaipur.,

First Prize with silver medal for plate (No. 3977), to Golam
Mubhammad of Sialkot—ordinary koftgari work of a very high
order.

First Prize with silver medal for shield (No. 62) from Hy-
derabad Dcccan, done in rich gold koftgard on finest steel, made
by Piraji of Hyderabad.
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First Prize with silver medal for collection of swords,
daggers, etc. (Nos. 840—020), with hilts in gold and silver damas-
cening, exhibited by Haji Hasan, Arab trader in Hydcrabad.

First Prize with silver medal for tray in ordinary fkofigar:
work (No. 3983), Rs. 100, and tea tray (No. 3985), Rs. 125, made
by Haji Muhamad Yar of Sialkot.

Second Prize with silver medal for set of armour (charina),
(7 picces), (No. 3925), Rs. 313, the larger foliar ornamentation in
dewdli the other portions ordinary koftgari, made by Malaka
Imam Din of Sialkot.

Second Prize with silver medal for shicld (No.3982), Rs.123,
engraved steel with pattern in dewd/i work ; sword hilt (No. 3986),
Rs. 100, and tray (No. 3998) in fek nashin work, by Kazi Gulab
Din of Sialkot.

Third Prize with bronze medal for a collection of swords,
daggers, ctc., with hilts in Ganga-Famni kofteari (Nos. 4351-2-3),
Rs. 14 to Rs. 16, made in Sirohi State.

Third Prize with bronze medal for surdhi in dewili and koft
(No. 4525), Rs. 75; and a shield (No. 4828), Rs. 75, made by Mu-
hamad Azim of Gujerat.

Commended for large tray in Oriental style {central leaf work
in dewd/i and marginal scrolls in ordinary Zoftgari work), made
by Abdul Aziz of Gujerat,

Commenrled for large tray (No.4531), Rs. 50 (dewd/i work but
good design), made by Abdur Rahim of Gujerat.

Commended for surifii (No. 3989), Rs. 28, made by Muhamad
Buksh of Sialkot.

Commended for large tray in koft work (No. 3976), Rs. 63,
made by Budha of Sialkot.

Commended —a small szrdh/ (No. 3968), Rs. 31, ordinary %of¢-
gari ;alarge plate in Ganga-Famni work (No. 3945). Rs. 75, made
by Fazal Karim of Sialkot.

Commended—a small tray in soft steel inlaid with gold wirc
with figure of Krishna in the centre (No. 893), Rs. 62, made by
the School of Art, Travancore,

Commended for nut-cutter damascened in gold wire, made by
Saghbatullah of Alwar (No. 3525), Rs, 44.
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(8) Bidri ware (or quasi-encrusted ware).
DIVISION 6. First Prize with silver medal for an extensive series of old
m-?&?“n ware (Nos. 779, 783, 826-7 and 833-a to f), by Haji Hasan, Arab
ENCARSTED trader of Hyderabad.
Second Prize with silver mcdal for Aukka bowl in teh nashin
bidri with gold, made by Trailokya Nath Dass of Murshidabad.
Second Prize with silver medal for Aukka (No. 5027), Rs. 338,
teh nashin bidri, and hukka (No. 5037), Rs. 300, zar nashin
bidri, made by Kadar Beg and Chandu Beg of Lucknow.
Third Prize with bronze medal for new hidri surihi (No. 7g1),
Rs. 119 ; surdhi (No. 827-¢), Rs. 18, by Haji Hasan of Hyderabad.
Commended—a surdki (No. 760), Rs. 22, in modern tek nashin
bidri, in vine pattern, made by Ramanna of Hyderabad.

(¢) Encrusted ware proper.

First Prize with silver medal for large oval tray (No. 3fo1),
Rs. 150, made by Rama Chari of Tirupati, North Arcot.

Second Prize with bronze medal for pair of small /Jotds
(Nos. 3698-9), Rs. 20 each, made at the Madras School of Arts.

Second Prize with bronze medal for copper bowl with silver
(No. 119), Rs. 250, made by V. Kristna Pathar & Co. of Tanjore.

Commended — a copper bowl with silver (No. t15), Rs, 125,
made by Kasi Ram Pandia & Co. of Tanjore.

Commended —large oval salver (No. 120}, Rs. 250, made by
Karuppama Pathar of Tanjore.

Commended—covered chumbu of lead and brass (Nos. 387-
8-9), Rs. 12, made by Melapalijar Asari of Trichinopoly.

Division 6.— Copper and Brass Wares.— (Plates Nos. 12
and 13.)

Metals and Ailoys.- The provinces of India have each two or
three centres nc ed for their copper and brass wares, and accord-
ingly a corresponding number of widely different art conceptions
are practised in the ornamentation of these metals. Copper is
called #4764 in Hindustani; zinc jasfa and tin and pewter are

Metalllc rdnga, though the latter is an alloy of tin and antimony; lastly
Alloys. lead is sisa. These metals two or more—are utilised in the

52



MAIN OR SALE GALLERY,

manufacture of the alloys used in India. Brass or pifa/ is made
from copper and zinc in varying proportions, usually 2 of the
former to 1 or 14 of the latter. The alloy is very rarely made in
India at the present day, the bulk being imported in the form of
sheet brass. Bharat, kaskut or kinsd is an alloy of copper, zinc
and tin, and is much cheaper than brass though inferior in colour.
Phiil or kdnsi is the most constant of the alloys of India and cor-
responds to the bell-mctal of Europe or white brass. On account
of its bright colour and the polish that it takes, this metal is in
much demand for ornamental purposes. It usually consists of 7
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parts of copper to 2 parts of tin. In the Hindu Shastras gold pypyy of the

and copper pots are held to be the purest, next to these come
silver and brass and lastly those of iron. According to the
Muhammadan sacred books earthen vessels are preferable to
metallic, brass being specially detestable (makrik) but the prohibi-
tion against copper is evaded by its being tinned, since tin cating
vessels are approved.  The Hindu prohibition against p4:i/ or bell-
metal is unrcasonable since it is by far the most sanitary metal of
all those in usc in India. Milk and curds cannot be kept in brass
and nothing acid can be cooked in it, hence it may be said that
the best cooking vessel that the Hindu possesses is under the ban
of vexatious cercmonial restrictions. The impurity of ph#l is
attributed to its being an alloy containing rdnga or pewter.
Craftsmen. 1t would be beyond the scope of this work to
dcal with the purely industrial aspects of the copper and brass-
smiths’ crafts, suffice it to say therefore that a considerable range
exists in the knowledge and skill manifested by the Indian craftsmen
in the utilization of these metals and their alloys. In Burma, for
example, idols of a perfectly stupendous size are cast in brass by a
mere handful of operators (at each foundry yard) whose appli-
ances, judged of by the standard of European necessity, would be
pronounced absolutely inadequate. In many parts of India, such
for example as in Rajputana, the chain bangles worn by the
peasants are moulded and sold for a few annas the pair that would,
by the superior knowledge and labour-saving appliances of Europe
and America, be impossible of production at many times the price

charged. Between these extremes in magnitule and intricacy
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may be said to lie the range of domestic and sacred utensils, in the
production of which every village possesses its skilled coppersmiths,
but so profitable apparently is the craft that it has drawn to its
ranks men of nearly every castc in additionto the hereditary
workers—the Kaseras and Thatheras.

Ordinary domestic utensils arc rarcly ornamented because
by ordinance they require to be scoured with mud, after being used
and before being washed with water. But the shapes of these
vessels are often extremely graceful and the finish and style of one
locality far superior to that of another. The copper or brass
vessel of most general use by the Hindus is the /o#d, a globular
melon-shaped vessel flattened from the top and having an
elegantly reflexed rim by which it is carricd suspended between
the fingers and thumb. Inshape this doubtless originated from the
partially expanded flowers of the sacred lotus, its name thus com-
ing from the same root as the Latin /Jofus, “washed,” and the
English lotion, “a wash.” With the Muhammadans the /Zof7 (or
font7) has been given a spout because the Quran ordains that a
man shall perform his ablutions in running water, hence the water
when poured out of the font7 is considered to be running water.
It is carried by holding the rim at one side and it thus dangles
instead of being ( as with the Hindus) suspended from the middle
of the hand. The shapes of the /o#¢ and ton/; and their respec-
tive uses have given birth to two widely different forms of both
domestic and decorative metal works, characteristic of India.
For example, the spout and the use of copper, more especially
when tinned, has originated a whole range of forms and designs
not only quite unknown to the Hindus but next to impossible with
the materials permitted by their religion.

Ceremonial Implements.—Some of the most beautiful and
interesting copper and brass wares of India are those directly
required for ceremonial purposes or which have been derived from
the implements used at the temples. The kosa or panchpatr, the
spathe-like vessel used in raising water, and the similarly shaped
spoon, kusi or achmani, employed by the priests in sprinkling
holy water and making drink offerings, are beautiful symbolic
objects largely drawn upon in decorative art. The dhupdini or
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censer is often extremely beautiful. The sinAasan or idol throne pryision e.

of lotus-leaf pattern has originated much that is admirable in Cop;f:sgub
India. Thelamp (a7¢f) (Plate No. :2), more especially the hanging =~ WARES.

7 . L d
lamps, as also the bells (ghantd) that occur in almost every temple, Bolls,

have stimulated art conception until it might fairly well be said

that few articles of Indian production are more beautiful, especially

the chains by which these are suspended. So again it might in

all fairness be remarked that the restrictions imposed by religious
conceptions have alone prevented the copper and brass founders

of India from producing statuary of a high order. As it is, many 4o
centres turn out idols and figures that manifest not only a high

skill but much artistic feeling, especially those that portray the
youth and pastoral existences of Krishna.

But to attempt an enumeration of even the more remarkable
and beautiful examples of the cvery-day copper and brass wares
of India would nccessitate the production of an claborate treatise,
It may, therfore, sufficc to indicatc, province by province, the
chief styles of ornamental treatment of the metals hore dealt with
more cspecially that may be scen at the Exhibition.

CHIEF EXHIBITS ON VIEW.

ranjab and Northern Indida.— AMRITSAR and LAHORE :—
Following the lead of the golden temple, Amritsar has for somc
years past turned out a fair amount of very superior repouss’ in
brass and copper. The goods in question are in low relief, the
pattern sharp and crisp and the designs mostly Ttalian.  The best
examples of this work are the door made Ly Dullu Mall, price
Rs. 625, and three copper and brass plates (#277:s) at Rs. 31.

KAsHMIR enjoys the reputation of producing two well marked
forms of copper and brass, the one from Kashmir proper, the
other from the Ladakh or Thibet territory of that State. For
many years both thesc forms had a good reputation, but recently
the attempt to cheapen production has resulted in the destruction
of the art feeling of these goods and in the manufacture of articles of
such a flimsy nature that they cannot be handled without falling to
pieces. It is, therefore, most unfortunate that it has to be alfirmed
that the brass and copper wares of Kashmir from being once in
great demand have become almost unsaleable. This significant
fact has been abundantly demonstrated at the present Exhibition.
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Kashmir copper and brass wares may be described as mani-
festing an claborate [orm of low repoussé, which is devoid of the
boldness of other styles but relieved by a higher repoussé carried
over the surface. Pierced ornamentation is also freely intro-
duced, thereby strengthening the Persian character of thesc
wares, The best examples in the Exhibition are the following :~-
Four large circular trays in copper, Rs. 150cach. These were
made by Subhana of Srinagar and are by far the best samples
shown. After these may be mentioned a circular tray, Rs. 62 ;
a large flower vase, Rs, 602 ; a jar with massive handles, Rs. 18; an
octagonal tray, Rs, 15.

Of the THIBETAN work the following may be inspected :—A
Lhassa tea-pot, Rs. 93 (Plate No. 13); a samavir, Rs. 25; a
Yarkand shield, Rs. 37, and a large assortment of similar wares.

United I'rovinces. (late No. 13.)—In these Provinces there
are two specially marked centres in the production of copper and
brass ware; these are LUCKNOW and BENARES. The former
mainly deals in copper, the latter in brass.  In Lucknow, moreover,
the material is treated very much more artistically and elicctively
than in Benares. I{ is repoussed in a bold stylc without any
surface chasing, additional effect being given by frequent perfora-
tion. In the Lxhibition will be found several large trays (sizis) in
this style made by Makhan Lal Narain Das, price Rs. 100; also a
basket (pitdri) and pun-din (mukaba). Lhe frequent use of the
crescent shows the Muhammadan influence, but there are two
widely difterent styles—a Hindu and a Muhammadan; the best
workers belong to the former and do not, as a rule, perforate
their copper or make usc of the crescent ornamentation unless
specially prepared for the Muhammadan market.

BENARES ware is oo wcll known to be here described, but a
good example may be seen in the Loan Collection Gallery kindly
contributed by His llighness the Maharaja of Mysore. It is
punched brass and in a colour and design (excepting iu the
very finest and most expensive specimens) anything but pleasing.
It is, however, cheap and is the best known style of Indian metal
work met with in Europe, and has accordingly done much to
lower the desire to possess examples ol Indian brass and copper
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wares. While arranging for the collections intended for this DIvisioN e.

Exhibition, the writer inspected, in the town bhall of Benares, COP:;:SQND

a large assortment of the brass ware of that place. All but one = WARES.

or two pieces were bad in design and worse in execution. They

had departed from the fine old pattcerns that made Benares famous

for its brass v ares, most being poor imitations of swimi silver or

of Poona copper ware. Many were in degraded European shapes

and purposes. It was accordingly decided that unless very

superior articles were specially produced, on the lines of certain

old samples picked up in the city, Benares brass would have

to be excluded. Only two samples were finally received at Delhi

and necither of these have been sold, so that Benarcs ware may

be said to be entirely absent [rom this Exhibition of Indian Art.
Eajputana, Central India.—There are several centres noted Jatpur.

for the production of copper and brass in these Provinces, the

most important being JAIPUR, BIKANIR, DHOLPUR, UJJAIN and

INDORE. The manufactures of Jaipur may be taken as represen-

tative aud within the past few years the trade in this class of

goods from that State has immenscly increased and it is satis-

lactory to have to add in some respects improved.  The articles

arc more conscientiously made, cheaper and better than in most

other parts of India. The style followed is polished brass in rich

but not overburdened repouss, the designs being often in modern

Arabesque such as in the famous Jaipur tables, that within the past

ten or lifteen years have assumed the condition of a distinct item

of trade. Instead of being repousséd, the copper is often simply

engraved. The best examples of Jaipur work shown in the Exhi-

bition may be said to be an electro-plated and gilt brass Ramayana

embossed shield with carved shisham wood stand 44 feet by 3

feet, Rs. 1,500; a large beggar’s bowl (kamandal) in brass, elabor-

ately embossed and standing 43 feet high, price Rs. 275; another

of the same, richly engraved, standing 5} feet high, Rs. 375; an

embossed rasti/a vase, Rs, 62 ; asnake-handled water jug (surdir),

with Krishna on the top, Rs. 40; a brass table richly embossed

with astronomical figures, Rs. 119, all made at the School of Art.

An oval gold-plated shield in repoussé work with ligures of the

Mughal Emperors placed in a carved shisham wooden stand,
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Rs. 438; a brass bullock cart with load of wood (Plate No. 13),
made by Messrs. Panna Mahomed Alla Buksh & Co., Rs. 12.
These and several other examples are exceptionally fine and re-
markably cheap for the finish and style given to them. Ilaving
said so much in praise of the Jaipur brass and copper wares, it is
satisfactory to have to add that these personal opinions have sub-
sequently been abundantly confirmed by the Judging Committee
in their having awarded to Jaipur, more especially its School of
Art, the gold medal for the best collection of metal work shown in
the Exhibition.

Bombay. In the Presidency of Bombay there are several
centres noted for copper and brass manufacture. Those of great-
est repute, from an art point of view, are POONA, BOMBAY and
BARODA, while NASIK has a high reputation for the manufacturc
of cooking utensils. In Poona, just as with silver plate, the habit
prevails of producing copper and brass in bold massive repoussé.
The School of Art, Bombay, has for years past pioneered a high
development in repouss® ware. The foliowing examples may ke
specially mentioned as good examples from that institution :—A
large copper pot and a large copper and brass vase, Rs. 375 cach.

In BARODA, repoussé brass is largely produced by hammering
thin plates of brass on to carved wood-work and fixing the plates
permanently over the wood. So also copper anklets of a massive
and striking character are largely produced at Baroda. Of the
former work the best example is a brass repoussé stool on teak-
wood, made by Mistry Raghunath Tribhuvan & Sons of Vishna-
gar; of the laiter a copper 4a//a (anklet), chrysanthemum pattern,
made by Ilurgovind Hira of Dabhoi ncar Baroda.

KATHIAWAR produces very curious copper hoxes used for
locking up valuable articles of personal adornment. These are
circular in shape, stand on three massive tapering fect and have
immense hasps and padlocks. They are exceedingly curious hut
not very ornamental.

From B1JAPUR have been received two plates of an interesting
and strictly Hindu character. In general feature they are flat, the
highest portion beingin the centre. The ornamentation is strictly
in circles. Starting from the central medallion there are three
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or four zones of chased floral scrolls, one of the most striking
features of which is that the pattern flows onward. The rim of
the plate has the double finger-print impressions in a form met
with throughout the whole Mahratta country and closely associa-
ted with Chalukyan art.

Madras.—South India has several centres of artistic copper
and Dbrass manufactures, the most noteworthy being MADRAS
TOWN, MADURA, MYSORE and VELLORE. A considerable trade
is done in Madura in the manufacturing of idols, toys, insects,
statuettes, ornaments, etc., the chief manufacturer being Malai
Kan Ashary. The Madras School of Art turns out a good deal of
very massive repoussé, of which good examples will be seen in the
general collection and in the Madras rcom. Vellore has a style
of work all its own, namely a form of perforated brass, the mytho-
logical figures having portions plain and polished, others engraved.

In MYSORE are manufactured brass plates with floral concen-
tric scrolls closely resembling those of Bijapur, already described.
In Sir George Birdwood'’s /ndustrial Arts of India (Plates 9, 10
and 11), examples of one phase of this style will be seen. But from
Mysore have been received and shown in the Exhibition a large
assortment of such trays, not in gold as in Sir George Birdwood's
examples, but in brass. These are round, oval and octagonal in
shape—very possibly in the shapes and manifesting the ornamen-
tation turned out in that State for centuries. They are in strict
accord with the ornamentation of the temples now spoken of as
Chalukyan and display great dignity in proportion and quality in
ornamentation. Infact this style is capable of greater development
than almost any other form of metallic treatment met with in
India. At present it may be said to be utterly neglected. The
Madras School of Arts furnished to the Exhibition, however (in
brass), a charming reproduction of an old silver tray believed to
have come from TRAVANCORE. This manifests all the peculiari-
ties of the Chalukyan decoration in massive repoussé richly chased
on the surface. It is shown on Plate No. 13 without a label.
A charming example of a brass canopy for a Hindu god ( prablia-
vala) has been made and exhibited by Venkata Krishnappa,
Rs. 25, showing in the centre and background of Plate No. 13.
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There are also several finer examples of this work in the Loan Col-
lection Gallery. They are identical with the silver example (igured
in Sir George Birdwood’s /ndustrial Arts of India (Plate 8-bis)
as coming from Madura. The yi/7 (or demon) spouting forth life,
which occurs all over these canopies, is a remarkable feature of all
Chalukyan art and almost of necessity fixes the place of their pro-
duction in Mysore. A large assortment of richly chased trays by
the Art Department of the Mysore Government will be found well
worthy of careful study. The designs are peculiarly Chalukyan.

Bengal I'residency.- Bengal has no special art manufacture
in copper and brass, but NEPAL and SIKKIM, the [rontier States
of that Province, have each highly characteristic manufacturcs of
this kind.  From Nepal has been received a line display of hang-
ing, standard and hand lamps, perhaps the best series c¢ver shown
at any Exhibition. (See Plate No. 12 on left hand side.) Of these
may be mentioned a brass lamp 64 fcet high, Rs. 1,314, abrass
standard lamp with ligures of Ganesh and Bharon, Rs. 8o, and a
brass standard lamp without ligures, Rs. 180. ‘T'wo of the Nepal
lamps are shown on Plate No. 13

Burma-has contributed two most admirable candlesticks in
the form of birds with human heads, made by Maung Po Kyew
of Prome, Rs, 65 each (one shown in the centre of Plate No. 13);
also a set of gongs from Mandalay. The gongs of Burma are
famous all over the world and arc of two kinds, round and trian-
gular. Toshow the Burmese brass and copper crafts it would have
been necessary to display a large assortment of idols from } foot
to 10 or 15 feet in height. This was found impossible and from
an art point of view hardly necessary.

AWARDS FOR COPPER AND BRASS.
(@) Copper and Bronze.

First Prize with gold medal to Jaipur School of Art for a col-
lection of copper and brass wares.

First Prize with silver medal to the Mayo School of Art,
Lahore, for a pair of copper vases, Rs. 136 the pair.

First Prize with silver medal to the Madras School of Arts
for pair of copper bowls, Rs 24, and one large ghari in bold
and deep repoussé, Rs. 77 ; also salver in brass (No. 528).
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First Prize with silver medal to the Bombay School of Art
for collection of copper repoussé.

Secoud Prize with bronze medal for insects in bronze(No. 472),
Rs 32, made by Pounaswami Arary of Madura.

Second Prize with bronze medal for collection of large and
boldly repousséd trays (sizis), (No. 4982), Rs. 100 ; large iukka
(No. 5,000); and circular box of perforated copper (No. 5003),
made by Makhan Lal Narain Dass, of Abyagunj, Lucknow.

Third Prize with bronze medal for lamp-stand in form of statue
of kanahaya (birdman), made in bronze (Nos. 4 and 5), Rs. 65
each, made by Maung Po Kyew of Prome.

Third Prize with bronze medal for large copper tray in old
shawl pattern (No. 2574), Rs. 150 ; also No. 3577, a jug, Rs. 10}
No. 3590, Bokhara jar, Rs. 7, made liy Subhana of Srinagar.

Commended for collection of copper ware in modern though
good design, more especially Nos. 2575 and 3741, small claret
jug made by Lassoo of Srinagar.

Commended for copper anklets (No. 1078), Rs. 1o, made by
Huragovind Hira, of Dabhoi, Baroda.

(6) Brass.

First Prize to the Jaipur School of Art, the gold medal men-
tioned above. The best examples in brass are, however, a goblet
(No. 1611), Rs. 18 ; a vase (No. 1681), Rs. 23 ; pierced betel box

(No. 1642) ; a Ramayana shield (No. 1684), Rs. 1,500; models of
carts, etc. (No. 1631), etc.

First Prize with silver medal to Panna Muhammad Alla Buksh
of Jaipur, for hanging lamps (Nos. 1756, etc.,) and models of carts
(No. 1771, etc.).

First Prize with silver medal for a copper and brass door
(No. 1604), Rs. 500, made by Duly, silversmith of Amritsar.

Second Prize with bronze medal for trays richly chased
(Nos. 3517, 3516, 3524, etc.), procured from the Artware Depart-
ment, Mysore Government.

Third Prize with bronze medal for deeply chased trays
(No. 5819, ctc.) from Bijapur.

Third Prize with bronze medal to Nur Baksh and Khuda
Buksh of Jaipur, for models of animals (No. 1100) and hanging
lamps (Nos. 1043, 1044).
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DIVISION 6. Commended for brass repousséd trays (Nos. 1607-8) made by
COPPER AND N .
BRAss  Ghulam Jildni of Amritsar.
WARES. Commended for large cmbossed circular salver (No. 772),
also bowl (No. 709), exhibited by Mr. M. K. Godbole, Poona.

Commended for series of circular trays in perforated brass
(No. 701), made by Oeriya Munisami Achari of Saidapet, Vellore.

Commended for stool in wood, coated with brass repousséd
on the wood (No. 1589), Rs. 50, made by Mistry Raghu Nath
Tribhuvan and Sons, Baroda.

(c) Nepal and Kashmir brass (Old work).

First Prize with silver medal for large series of old Nepal
brasses, .., hand-lamps, hanging lamps and stand lamps, exhibited
by His Excellency the Prime Minister of Nepal,

Second Prize with bronze medal for collection of old Thi-
betan (and imitation old Thibetan) brasses (Nos. 2go1 and 2922),
exhibited hy Lassoo, silversmith, of Srinagar, Kashmir.
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Class 1T. STONE AND GI1.AS8S WARES, INCLUDING
INLATD STONE.
HE articles placed under this Class have heen referred to the Dng;ggg_z
following groups :— CARVING.
Division 7. Stone-carving of all kinds (Architectural,
Domestic and Religious, etc.)
Division 8. Lapidary work and Seal engraving, Pre-
cious Stone cutting, etc.
Division 9. Glass ware.
Division ro. Inlaid Stone-work.

The articles indicated by these Divisions might be dealt with
under numerous hcadings: for example, the materials used
(sandstone, marble, etc.); the purposes served (architectural,
domestic, religious) ; or the naturc of the designs pursued. These
and such like considerations might be each seized upon for the
classification of the stone wares of India. Wood-carving being
the more widely known and doubtless the earlier craft, it may be
the preferable course to attempt greater detail in discussing the
art conceptions manifested in wood rather than those in stone
work. This view of the case may be accepted as likely to prove
satisfactory, when it is recollected that the persons who engage in
both wood and stone-carving when Hindus belong to the same
caste and have thus the same conceptions and traditions, The
observations that will be found below, under Class IV—Wood-
work, may therefore be read conjointly with the briefer statement,

here given, of the Stone-work (more specially Stone-carving) of
India, as represented in the Exhibition.
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It may, for convenience, be said that in Indian stone-work
there are three great stages or types—(a) corresponding with the
excavation of cave temples and the construction of topes, (&) the
building of Hindu, Chalukyan and Jain temples, and (¢) of Pathan
and Mughal mosques, tombs and palaces. In other words, stone-
work first assumed importance in India with the Buddhist topes
and cave temples. For convenience these may be accepted as
having been constructed and excavated betwecn the years 250
B.C. and 400 A.D. They may accordingly be taken as afford-
ing the only certain knowledge available regarding the con-
structive features and decorative designs that prevailed in India
during the period named. But, since the older cave temples and
the rails and gateways of the topes depict wooden structures, it
may be safely assumed that their constructive and decorative
designs had come down from an even greater antiquity than the
dates mentioned. The majority of the carly Buddhistic monu-
ments that bear actual or relative dates, follow a sequence in
change that portrays the gradual absorption of the concrete or
personal doctrines of Hinduism with the loss of the abstract im-
personal conceptions of Buddhism. Emblematic and natural
ornamentation is in consequence seen to give place to sacerdotal
and idolatrous forms, until the avowed contest for popular favour
of the co-equal faiths of Hinduism, Jainism and Buddhism are
depicted at Ellora.

Passing over the gap of several centuries, spoken of as the
dark ages, down to the period that gave birth to the majority of
the older constructive temples of India, the curtain rises to disclose
the complete disappearance of Buddhism, the insignificance of
Jainism, and the ascendency of Hinduism such that it no longer
seeks the seclusion of caves nor regards the contest for popular
favour as necessary. Thus it may be accepted that from aborigi-
nal thoughts and arts to Hindu, Jaina and Buddhistic, and back
again to the modern Hindu or Brahmanical forms, the Indian arts
were gradually evolved and nurtured, until from a foreign source
there came by far the most important disturbing element of all,
namely, the invasion and conquest of India by various races of
Muhammadans.
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Then came the period of mosques, tombs and palaces. DIVISION 7,
Pathan and Persian arts were gradually established in India, more cigv}&g&
especially in the northern tracts, and from about 1200 to 1600 Mosque-
A.D. began to be adopted by even the conquered races. Butthe Period,”
Emperor Akbar, having seen the political danger of exclusive
reliance on foreign modes of thought, when dealing with a con-
quered country, pioneered a new departure, namely, the liberal
adoption of all that was beautiful and commendable in the indi-
genous arts of India. He introduced the system of encrusting
marble with other coloured stones, in place of the coloured tiles
of his Pathan and Pcrsian predecessors. He authorised a liberal
use of life portraiture in both animal and vegetable forms. In
other words, Hindu treatment of Muhammadan subjects became
the rule, not the cxception. The fort of Agra and portions of the
palace were built, the palaces of Fatehpur Sikri were designed and
constructed, and the tombs of Sikandra and Itmad-ud-Daula and
many of those in Lahore werc built. The absence of timber and
the sparingjuse of the true arch may he spoken of as some of the
most;significant features of this style of stone-work.

In 1627 Shah Jahan ascended the throne, and very shortly Indo- o
after turned his attention to architectural and decorative arts. Style.
In consequence he originated the style of stonc-work that has
more specially received the namec of Indo-Saracenic. The poli-
tical precepts of his father and "grandfather were blended, so to
spcak, into a style of art that might almost be viewed as having
lost eclecticism and become a dazzling picture in photographic
detail, precipitated on the very borderland of dignity and pro-
priety. Its faults arc the loss of the restraining influences that
centre around the principles of construction, proportion, and com-
position. In consequence, when the hands of the great Emperor
architect were withheld by his usurping son, it tumbled over
almost instantly into the tawdriness and eccentricity of the palaces
of Oudh and the tombs of Junagad.

Among the long list of beautiful buildings that owe their
existence to the Emperor Shah Jahan, the following may be
specially mentioned :—the Khas Mahal of Agra (completed in
1637), the Jumma Masjid of Agra (in 1644), the T4j Mahal of
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DIV{_SIOEH Agra (in 164R), the Mote Maspd of Agra (in 1653) and the
CARVING. Jumma Masjid of Delhi (in 1658).
Blending of It may thus be said that from Akbar’s time forward Hindu

d
Muhammadan artificers were much more {reely utiliscd by the Muhammadans,

and were given a comparatively free hand to follow their own
conceptions in the ornamentation of the bhuildings required of
them. In time they became not only cxperts in adapting their
own arts to the wants of their conquerors, but soon imbibed all
that was good in the architecture of their masters. In conse-
quence, there has hardly been a Hindu temple constructed in
Northern India from the date named to the present day, that is
not strongly Saracenic in style and feeling. Below will be found
particulars of the fagade of a temple, made in Agra of white sand-
stone, as also portions of a rich man’s house from Bharatpur and
of a window from Bikanir, reproduced from the palace—all thesc
edifices were built originally for Hindus. A comparison between
them and the Jodhpur j%droka will at once show how strongly the
Saracenic influence has been excrcised.  The Jodhpur 7/d roka has

Gharacteris- very little in it that can be traced to the Muhammadan architects
save its flattened arch and pointed and suspended eaves. Fut
even thesc features belong to the period of decadence of Saracenic
art, and shortly after their adoption became more Hindu than
Muhammadan. In every other respect the Jodhpur jhdroka ex-
cmplifics the stone-carving of the Rajputs, with the prevailing
character of all Hindu work strongly marked, namely, its want of
breadth redecemed by exuberance in ornamentation. Hindua
stone-carving is essentially wooden, and it might be said that it
has to be rendered on a forcign model before its beauties can bhe
fully appreciated. It was this circumstance that gave the unity
and beauty of Shah Jahan’s Saracenic architecture, namely, Hindu
conceptions adapted by Hindus to forms and structures supplicd
to them. (See page 116.)

Nodern But all this has been changed in a perfectly surprising manner.
In travelling from one end of India to the other in the study
of crafts and industries, one circumstance is brought home to the
observer more forcibly than almost any other, namely, that while a
very large percentage of the skilled labour is Muhammadan, the
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industries are financed and controlled by Hindus. The division
of labour is often carried to remarkable extents. For instance, the
designers in the £ink/iab craft are exclusively Mubammadans, the
weavers largely Hindus, while the owners of factories and the
traders in kinkhabs are almost exclusively Hindus. This state
of affairs prevails all over India, and even in Rajputana the
majority of the stone masons are Muhammadans.

Thus, during the lapse of the past three or four centuries, the
Indo-Saracenic art and architecture have not only dwindled to
insignificance, while that of the Hindus has been maintained and
strengthened, but the Muhammadans, from being the employvers
of skilled labour, have become themsclves the skilled artificers
working under Hindu masters.

Division 7.—Stone-Carving.- (Plates Nos, 14, 15 and 16.)

The chief centres of stonc-work in India (both ancient and
modern) are :—(e) In Rajputana —Chittor and Mount Abu for
ancient monuments, and Udaipur, Bikanir, Jodhpur (Makrana),
Jaipur, Alwar, Ajmir, Jaisalmir for modern work, in both marble
and sandstone. (&) In Central India—Sanchi, Dig, TFatehpur
Sikri and the Sas Bahu temples and Jaina sculptures of Gwalior
for ancient monuments, with Bharatpur, Dholpur, Gwalior (fort)
for modern work in sandstone. (¢) In the Panjab—the Grzaco-
Buddhist Gandhara remains in the Peshawar district, the ancient
temples of Kashmir (Marttand) and the Kutab Mindr for ancient
work, with the fort, palace, and city of Delhi for modern and
recent work. (d) In the United Provinces, the best known locali-
tics for stone-work are Agra, Muttra (Brindabun), Mirzapore and
Jabalpur, the last mentioned for marble. (¢) In the Central
Provinces two districts have attained a fairly high reputation for
their stone-work, namely, Chanda and Bhandara. (/) In Bengal
there is very little stone of any kind, and the art of stone-carving is
therefore practically unknown to the people of the Lower Prov-
inces, except in the tracts traversed by hills, such as Chutia
Nagpur and Orissa. In these sub-provinces of Bengal, stone-
carving is met with in the districts of Manbhum, Shahabad
(Sasseram), Gaya, Monghyr, Bhuvaneswar and Puri. (g) In
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Bombay Presidency good sandstone and rough marble, or rather
various forms of lime-stone, are met with, the best known carvers
and masons being in Rewa Kanta, Ahmedabad and Kathiawar.
The ancient monuments of greatest repute in Bombay Presidency
are the cave temples of Elephanta, Kanerhi, Nasik, Karli, Ajunta
and Ellora, and the mosques, temples and palaces of Bijapur,
Kanara (Mudbidri), Ahmedabad, Girnar and Palitana. (%) Of
Madras Presidency there may be said to be several centres of
modern stone-carving which compare most unfavourably with
even the work of three or four centuries ago. The best known of
the ancient monuments in stone are Amravarti, Mahavallipuram,
Hampee, and the temples of Madura, Congeveram, Tanjore,
Ramisseram, Pirur (near Coimbatore), Vellore, Seringam and
many others. () In Mysore and Hyderabad there arc many
localities with ancient and also modern buildings of great beauty
and interest, in stone, such as Somnathpur, Baillur, Hullabid in
the former, and Hammoncondah, Warangal, Golconda in the
latter. The best modern work may be said to be the pot-stone

carvings for the new palace of Mysore.
With these few introductory observations it may now be

desirable to draw attention to :—

1st, Examples of Avchitectural Stone-work. In the Exhibi-
tion will be found six examples of architectural stone-work. These
are as follows, commencing from the transept and passing to the
left in the Main Gallery :—7s¢, The Bikanir Window :—This is a
reproduction in red sandstone of a window in the old palace of
Bikanir. 1t manifests a style which was introduced into Rajput-
ana over 250 years ago and which prevails to the present day.
Its most striking feature is the flattened arch of the roof with
pointed eaves, seen opposite in the Jodhpur jhdroka. This very
possibly was derived from the bamboo huts of Bengal, and was ad-
opted in the first place by the great architects of the later Mughal
times to a limited extent, but carried by the Sikhs of the Panjab
and the Hindus of Rajputana into every detail of their architecture.
The doors shown within this structure illustrate a style of gesso
wood-painting which came to India about the same period and
for a century or so was widely patronised in all the centres of
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Plate No. 14.  Jodhpur Jarokha in red and white Sandstone.
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Indian enlightenment. Through the kindness of His Highness the
Maharaja of Bikanir the original doors from the palace are
shown within the stone-work reproduction.

2nd, Mirzapore Fire-place and Overmantel, - This has been
prepared in order to illustrate the Hindu style of stone-worl of
the Lower Provinces of India. It is fairly characteristic of the
style which may be said to be one infinitely better suited to
temple ornamentation than to European requirements.

3rd, Mysore Pot-stone Work.-The specimens shown have
been most generously lent by His Highness the Maharaja of
Mysore and are portions of the stone-work of the new palace. The
style originated with the Chalukyan temple builders (sec wood-
carving). The great floriated yd/i and the art conceptions that
centre around that antediluvian monster are everywhere present.
What is likely to impress the observer most, however, with these
Mysore carvings will doubtless be the decp under-cutting, by
which the stems, leaves and flowers are in complete relief and
appear as if placed in front of the stones from which they have
been carved. The middle of aset of three panels shows the
patron saint of Mysore (Chdmundi) ; it is an admirable piece of
sculpture work produced in more than half relief.

4th, The Jodhpur Jharoka.- (Plate No.1.4.)—This charming
sandstone building is a reproduction of an old house in the city
of Jodhpur, preparcd at the writer's suggestion, by the chief
mason of the State. The Exhibition is greatly indebted to His
Highness the Maharaja for having permitted the skill of his
State to be so extensively drawn upon as was necessary for the
accomplishment of this beautiful piece of work in the limited time
available. It is not only a faithful copy, but is {ully abreast of any
of the old master-pieces of Rajputana It has, however, been
aiready briefly described in the foregoing remarks as also in the
Introductory Chapter, to which the reader is referred for further
particulars (p. 7).

5th, The Agra House. -This is a faithful copy of one of the
walls of a Hindu temple in Agra, showing more especially the
gateway. It is in white sandstone and in a style that may be
said to give tokens of being the outcome of a transition from onc
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condition of stone-carving to a widely different one. It is Dig
in ornamentation and Saracenic in structure.

6th, Bharatpur House.—(/’late No. 15.)—The Introductory
Chapter (p. 10) furnishes the particulars regarding this house, and
further details seem unnecessary. It illustrates the stone-work of
Dig and Fatehpur Sikri, and was made about 8o years ago. It is
therefore a purc example of a style that holds an important posi-
tion in the various schools of Indian stone-work. Unfortunately, as
constructed in the Kxhibition, it is incomplete It was found that
the walls of the lixhibition would not support the complete struc-
ture, and one portion of it had therefore to be very ncarly entirely
omitted. In its full condition there would have been an inner
richly carved wall and an outer trellis, with pillars supporting
the projecting double caves,

11.- Clief Examples 1Uustrative of the Minor I1ndustries.—
(Plate No. 16.)—1 urning now to the special bay devoted to stone
and glass ware, the assortment of small articles there shown may
be regarded as representative of the stone-carving, lapidary work
and stone-inlaying of India. The materials used are sand-
stone, marble, alabastcr, soap-stone, false jade, pebbles, etc,
The chief centres in thesc minor industries arc as follows :— 7o
sandstone—Mirzapore, Agra, Gwalior, Bharatpur, Jodhpur, Karauli
Bikanir, etc.; for marble—)aipur, Jodhpur, Jabalpur, Jaisalmir
(Nummulitic lime-stone), ete,; jor lepidary work, including pre-
ctous stone cutling—LBhcra, Delhi, Jodhpur, Jaipur, Cambay,
Jabalpur, Banda, Rangoon, etc.; for inlaying—Agra, Bharatpur
and Mysore ; for glass mosaic— Udaipur, Alwar, Rangoon.

The following are the principal exhibits under each of the above
mentioned sections : —

Sandstone,—The most intercsting specimens have come
from Gwalior such as a pair of wall brackets, Rs. 237; a pair
of round vases on stands, Rs. 211 (Plate No. 16, fig. 3); a
pair of square flower vases, Rs. 237 ; two pairs of candlesticks, in
French style. In the grounds in front of the building, ncar the
fountains, will be seen a red sandstone parapet as also two quaint
and beautiful sandstone chairs (Plate No. 16, fig. 5). These have
been specially supplicd by His Highness the Maharaja of Jodhpur,
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Plate No. 15. Bharatpur Facade in White Sandstone.
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The panels of the parapet are remarkably well designed and pivision 7.
exccuted examples of sandstone jd/is.  On the chabitras placed (,Amo,?}?{;_
on the steps of the main entrance will be found balustrades Jalis.
in white sandstone (Plate No. 16, lig. 1). These have becn
furnished by His 1lighness the Maharaja of Bharatpur and
will be readily admitted to give a graceful finish to the fagade.
Scth Mul Chand, of Ajmir, has most obligingly contributed repro-
ductions of the j¢/i panels of his own house (Plate No. 106, fig. 7),
as also two red sandstone lamp-posts in order to illustrate the more
characteristic styles of modern Jain stone-work. Several jd/i panels,
brackets, ctc., from Karauli, Gwalior, ctc. (Plate No. 10, fig. 2), have
also been sent to the Ixhibition that arc worthy of careful study.

Marble Statuettes, ete.—1erhaps the best example of marble Jaipur
statuary in the Exhibition is the familiar subject of a cow and calf, Figures.
madec in Jaipur, Rs. 425 (doubtless alter a lluropean model), but it
may be mentioned that there are sl.own scveral complete sets of
Hindu idols, in assorted sizes (PPlate No. 16, fig. 0), as also a large
number of animals and other articles in black, white and red marble,
all morc or less in conventional forms and positions,  Jodhpur has
contributed a chatri, price Rs. 1,500 (Plate No. 17), six chairs
and scveral garden benches in white marble, also a graceful table
with thin white marble top, red marble pedestal and black marble
stand (Plate No. 17 to right). .\ marble bench, probably very old,
has becn sent from Moradabad, price Rs, 1,500, Nepal has fur-
nished a model of a Buddhist pagoda in red marble, Rs. 15, and
another, Rs. 20; also several black and white marble panels carved
in low relief in rich forest scenes which portray Krishna in various
phases. Madura is represented by copies of pillars in the great
temple ; these appear to be in black marble, Rs. 125. Carved
black marble lions have come from Mysore, Rs. 25. A black
marble seated Buddha from Jaipur, Rs. 437, etc., as also several
white marble Buddhas from Rangoon.

Pudding-stone and Y ellow Lime-stone—Is made into cups, Jatsalmir
bowls, paper-weights, small tables etc., at Jaisalmir. A large o
series of thesc are shown by Imam Bux and Mubanik, masons;
these range in price from Rs. 2 to Rs. 10.

Alabaster and Soap-stone.~(L’late No, 16, fig, 3. )—A fair
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assortment of this class of goods will be found in the Exhibition,
of which the T4j, made by Nathoo Ram and Sons, Rs. 623, is
doubtless the best example. The model of Salim Chisti’s tomb
at Fatehpur Sikri by Permanand Brothers of Agra, is another -
admirable example. Of soap-stone proper, a small hexagonal box
from Agra, price Rs. 37, (fig. 4) is an excellent specimen of this
kind of work ; it is by Nathu Ram and Sons.

Division 8.— Lapidary Work.- (I’late No. 17, mostly on the left.)

False Jade and Purbeck Marble (Suleimani) Bhera Stone-
work,—The green jade stone, worked up at Bhera in the
Panjab and a few other localities in India, has been classed as
false jade or rather a very pure form of serpentine called
Bowecnite; it is known in the vernacular as sang-i-yeshm. 1t is
softer and more easily worked than the jade which forms so im-
portant an article of import trade with Burma. Indian jade comes
down the Indus from some part of Afghanistan, possibly mainly from
Gandamak, and is sold at Attock. Recently the stone has greatly
risen in value, owing to the supply having been almost cut off
through the Amir of Afghanistan having placed the traflic under
restraint and imposced a heavy export duty.  The stone known to
the natives as su/eimani (a form of Purbeck marble) has similarly
and for the same reason assumed an almost prohibitive price,
though a large proportion of the stone comes from the Salt Range
in the Panjab.

A very attractive series of stone-work of both jade and Pur-
beck marble has been received from Bhera, of which the best
specimens are a square chess table of Purbeck marble inlaid with
mother-of-pearl and dark green jade, Rs. 2,500; two tables in
green jade, inlaid with Purbeck marble, with accompanying
surdhis and tumblers in the same materials (Plate No. 17); two
sets of afternoon-tea services cut in green jade, with tray for the
same, in Sialkot gold damasccned ware, all by Muhamad Amin;
as also numerous small jade caskets from Rs. 30 to Rs. 60o0.
The specimen that attracted most attention was a book-rest in
pale green jade bound in gold damascened steel. This was pur-
chased by His Excellency the Viceroy. (See Plate No. 74,
ﬁg. 7.)
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Jewelled Jade.—Cups, hukka-bowls, caskets, sword and
dagger handles and such like articles, made of Indian false jade
or foreign true jade, arc often richly jewelled. A large collection
of these beautiful objects will be seen both in the Loan Collection
and Jewellery Galleries. [I’late No. 75 shows a few of these, the
two Aukka-bowls (figs. 7 and 8) being procured from Iis Highness
the Maharana of Udaipur, the central vase (fig. 2 ) from His
Highness the Maharaja of Kashmir—a trophy of the subjection
of Leh—and the dagger (fig. 1), a weapon of great interest,
exhibited by Babu Madho Das of Benares. The exhibitor
says of it that it was “presented with other valuables by
Lord Cornwallis, after the death of Tippu Sultan, to the ances-
tors of Babu Madho Das (a/ias Madhoji), the present owner, who
had lent the Government of the day three crores of rupees to
prosecute the war.” Itis for sale, and has been priced at
Rs. 1,00,000 ; but it may be added that the rubies, emeralds and
diamonds arc beautifully carved: the weapon in addition to its
historic interest is one of great intrinsic and artistic merit.

From Banda has been received an old jade casket with gold
ornamentation, price Rs. 750.

Agates and other Minor Gems.--The lapidary workers
of India have been known from the remotest antiquity. “ The
agate vases of Broach and Cambay have been famous under the
name of Murrhine vases from the time of Pliny.’—(Birdwood.:
‘“ It is probable that the polished and cut pebbles of India have
been spread over the world to an extent of which few people are
conscious. It is said that the pebbles which the tourist or visitor
is induced to buy at many well-known sea-side and other resorts
in Europe, as mementos of the place, have not only been origi-
nally produced but have been cut and polished in India. If it be
s0, the trade is a more creditable one than that which sends sham
jewels to Ceylon, because the stones are really what they pretend
to be, truc pebbles, and they are often cxtremely beautiful
objects.”

CaMBAY AND BANDA STONE WARES.—A [eature of the pebble
trade of India that is not very generally known may be here men-
tioned, namely, that the stones can be and are largely coloured
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artificially. The following particulars may be given from a long
and interesting report written by Mr. J. M. Campbell :—Thc
stones are collected near the village of Ratanpur near Cambay,
and classified into two sorts, /5., thosc that should be and those
that should not be baked. The stones that are not baked are a form
of onyx called mora or bawa-ghort, the cat’s eye or chashamdar
or dola, and a yellow hall clear pebble called rori or lasania.
All others arc baked to bring out their colours. After exposure
to the sun or by being baked in a fire of cowdung, light browns
become white and dark browns decpen into chestnut.  Of yellows,
straw colours become rosy, and orange is intensified into red;
other shades of yellow become pink.  Pebbles with cloudy shades
become converted into brightly veined stones in red and white.
Red cornelians range in colour {rom flesh colour to blood red. The
deeper and the morc uniform the colour the greater the value.
So again, the larger and thicker the stone, the more is it valued.

From Cambay has come to the Exhibition an extensive scries
of agates, carbuncles, etc., in the form of cups, sword-handles,
caskets, beads, brooches and the like. The prices of these range
according to size and quality. Boxcs 3 to 4 inches in sive are
from Rs. 30 to Rs. 4o ; sword-handlcs, about Rs. 70; and a set of large
chess-men, Rs. 375. Large red carbuncles suitable for brooches
vary from Rs. 3 to Rs. 10. A similar collection of moss agates,
ctc., has been received from Danda and from the pebble-works of
Jabalpur, some of the finest being valued at Rs. 100, while
others arc only Rs. 2 and Rs. 3. Similarly, Banda has contributed
alarge assortment of knife-handles in bluish green pebble at Rs. 3-8
cach, and an cxtensive scries of buttons, studs, and other small
ornaments. (Conf. with Plate No. 74.)

Garnets.— Cut garnets in the form of necklaces and other small
articles of personal adornment constitute an important section of
the lapidary craft of India. The chief centre in the production of
these goods is doubtless Jaipur.  The best stones arc procured
from the Rajmahal mines of Jaipur, from Udaipur, and from
Kishangarh. The qualities known are the so-called amathystine
or Oricntal garnets, which are usually cut in the form of pendants
for jewellery, and the more valuable noble or alamandine garnets.
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A large assortment will be found both in this division as also in
the Jewcllery Gallery, and perhaps no very good purpose would be
served by ecnumerating the separate articles. The chicf merchants
are Sugun Chund, Sobhag Chund, of Jaipur.

Rock Crystals Are largely cut in various places in India and
made into sword and dagger handles, into beads and other
ornaments, or into buckles, necklaces and thelike. These are turned
out fairly extensively in Jaipur. The Kashmir so-called rock-
crystal buckles are made of *“ paste diamonds” specially imported
for the purposc. | hroughout the Exhibition true rock crystal will
be found utilised in various ways, but by far the most interesting
serics are doubtless the sword and dagger handles and the cups
and Jukka bowls in the Loan Collection. (See Plate No. 74.)

Turquoise. A large trade is done in India in the manufac-
ture and sale of jewcllery of various sorts made in turquoise.
Perhaps with no other stone has the art of fabrication been
carried to a higher perfection than with turquoise.  Glass coloured
on the surface is produced with all the defects natural to the
true stone, so that, unless scratched to ascertain if the colour is
only on the surface, it is next to impossible to dctect the tiue
from the false. To give a decper shade, a surface dressing in
colour is sometimes imparted to the true as well as the false
stone. This may be instantly detected by rubbing the stone be-
tween the fingers with a little oil or butter.  1f the stone becomes
lighter coloured on the side rubbed with the fat, it is of necessity
cither a false stonc or a poorly coloured turquoisc that has had its
tint artificially decpened.
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The chief traffic in turquoise is from Kashmir, and within the Turquoise

past few years a new industry has arisen in that State in the pro-
duction of picture frames and other small objects in copper, with a
surface layer of fragments of falsc turquoise compacted by a cement,
This has already been alluded to under Metals, but it is probable
that the correct place for this modern monstrosity is in the present
class along with true and false turquoises.

Rubies, Diamonds, etc.—It does not fall within the scope of

this catalogue to deal with the traffic in mining, cutting, and setting
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the precious stones. The Jewellery Gallery has been specially set
apart for this purpose,
Division 9.—Glass Ware.

From Patna, in Bengal, a consignment of glass has been ob-
tained. A certain percentage ol the forms are artistic and in good
taste, but a still larger scries has to be characterised as a miser-
able imitation of English ware, in bad taste and worse execution.
In the Loan Collection Gallery will be scen some excellent hukta
bowls in cut glass. Those from the Victoria and Albert
Muscum, London, are beautifully cut. If correctly identified,
as Indian work, they display a knowledge in glass in the 17th and
18th Centuries that was infinitely superior to that possessed at
the present day.

Division 10.—1Inlaid Stone Worl.

It scems desirable to separate as carcfully as possible the
inlaying of a stone from the piecing together of numerous small
coloured stones, glass or pottery imbedded in cement, but not let
into special excavations prepared [or their reception. The words
“Inlaid " and “Mosaic” sufficiently indicate these two kinds of
work, and yet they are hopelessly confused by most writers. With
a view to enforce their distinction, they have been referred below
to independent Divisions, and from the circumstance that in India
mosaic is mostly done in earthenware or glass and invariably set in
cement, the mosaics have been placed under Class 111, and treated
as examples of cement work (sec jage g6).

From the nature of the designs employed, Sir George Birdwood
has ably upheld that the Inlaid work of the Tdj of Agra and the
other great Indo-Saracenic monuments of India isin all probability
an indigenous art. It has for many years been contcnded by
other writers that it was purely and simply Florentine pictra dura
introduced into India by Austin de Bordeaux. This latter opinion
rests upon two circumstances: () certain examples, such as the
tablet representing Orpheus charming the animals (Plate No.
17-A, fig. 5), a portrait that has been presumed to depict Austin
himself, and (4) the fact that Father Da Castro, who lived in
Lahore at the time the T4j was under construction, is said
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Geronimo Verroneo and the inlaying done by the Frenchman,
Austin de Bordecaux. But the use of marble inlaid on red sand-
stone was well-known in India long before the Taj Mahal was
conceived. This will, for example, be scen at the tomls of Toghlak
Humaytin, near Delhi. By Akbar the art of cncrusting coloured
stones on a marble or sandstone surface was frecly substituted for
colour tiles and tile mosaics. Itmad-ud-Daula’s tomb is to this day
one of the most beautiful examples of inlaying, and this was com-
pleted in 1620, while the T4j Mahal was not finished until 1048.
On the other hand, many of the flowers vividly depicted in the Fioral
inlaid marble of the Indo-Saracenic tombs and palaces could hardly ased "
have been familiar to the stone-workers of Agra and Delhi, such
as the tulip, the iris and the Imperial lily, though as ornamental
designs they became so completely cngralted to the art that at
the present day they are carved and inlaid with a life-like accur-
acy that is singularly remarkable. What is cven still more
curious, as designs they are known to the stone and wood-carvers
of Northern India by names utterly unconnected with the vernacu-
lars for these plantsin the alpine tracts where they arc to be found.

The glory of the higher art manufactures of Indian stonc-
work may be said to be this inlaying on marble. The great
centre for the craft is doubtless Agra, though in other parts of
India it is not unknown. The inlaid marble work of Bharatpur 1naiq work
is in some respects superior to that of Agra. The usual style is on View.
marble inlaid with the inferior gems, such as agate, cornclian, la-
pis lazuli, ctc. The following may be mentioned as the best
example on view in the Sale Gallery:—a circular table made by
Nathu Ram & Sons, of Agra, Rs. 437, the prevailing feature in
the ornamentation being pale yellow roses with pink buds. Next
comes a chess board, price Rs. 1,625, the border panels being
broad and rich with numerous pink flowers; a round plate with
undulated rim and elaborate red and green floral designs, made
by Nathu Ram & Sons, sculptors of Agra, Rs. 312; a similar
plate with a wreath of ivy and spray of jasmine, made by Behari
Lal & Sons, of Agra, Rs. 62; a circular plate inlaid with mother-
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of-pearl, by Nathu Ram & Sons. From Bharatpur have becn
received three marble slabs, the most important being an iris
pattern panel. Lastly, from Mysore has come a large slab of
bluish marble richly inlaid and the design derived from the
flowers of the gourd, a modern conception that re-appears in
Mysore carved ivory.

On Plate No. 17-A, fig. 4, will be seen a bowl made at the
suggestion of Mr. Percy Brown from designs in the T4j. This
obtained the silver medal of the Exhibition. None of the present-
day examples approach in beauty of design and richness of colour
the admirable scries of Agra inlaid work sent to the Loan Collec-
tion Gallery by C. W. McMinn, Esq., I.C.S,, of Hill Tipperah.
On Plate No. 17-A will be found three of these most admirable
examples, viz., figs. 1, 2 and 3. The first is a charming vine
scroll, in which the bloom of the grape is attempted by the
separate pieces of which each fruit is constructed. The second
is a chess board with a perfectly life-like tracery of the passion
flower ; while the third is a circular table in bold encircling scroll
of conventional flowers.

AW aARDS FOR STONE WARE INCLUDING INLAID, MARBUE AND
STONE MosAICS.

(@) Awchitectural work.

First Prize with gold medal for the Bharatpur house in white
sandstone, done in the style of the palaces of Dig.

Second Prize with silver medal to the Jodhpur Y4droka, in three
colours of sandstonc and carved in the characteristic style of
stone-carving met with in Rajputana.

Second Prize with silver medal to Agra white sandstone
doorway.

Third Prize with bronze medal to the Mirzapore fireplace
and overmantel.

Commended for stone-carving, Suba Bhika of Gwalior,

(8) Lapidary work.

Second Prize with silver medal for green jade book-rest
(#ehl) (No. 21); jade surdhi and tumbler (No. 44); also Purbeck
marble szurd/i and tumbler with table inlaid with mother-of-pearl,
madc by Mahomed Amin of Bhera.
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Third Prize with bronze medal for collection of lapidary work bivision 1o.

(knife-handles, moss agates, etc.) by Lal Khan of Sudder Kotwali, l:—;’};‘;:g

Banda. WORK.

Commended for collection of lapidary work, mostly in agate
and cornclian, exhibited by the Cambay Darhar

(¢c) Glass Ware.

Commended—a collection of Patna Glass in native shapes and

forms made by Ahmad Hasain.
() Inlaid Marble.

First Prize with silver medal for bowl (No. 940) made by
Behari Lall and Son of Agra.

Second Prize with bronze medal for three reproductions of
inlaid marble pancls at the palace of Dig (especially one with
erect spray of Hibiscus in flower) awarded to the Bharatpur State,
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Class 111,- CERAMIC WARES, INCLUDING POTTERY,
CLAY MODELS, PLASTER AND CEMENT WORK,
MOSAICS, Etc.

HI articles under this Class have been referred to the follow-
ing :—
Division 11. Pottery,
Division 12. Plaster-of-Paris and Cement work—Mosaics.
The absence from India of a good and abundant Kaolin has
doubtless greatly retarded the higher developments of the potter's
craft, but perhaps less severely than the social and religious cus-
toms of the people. There are three widely different classes of
pottery—(a) that produced by aboriginal tribes, (4) by Hindus
and (¢, by Muhammadans. According to Hindu observance, pot-
tery is easily defiled and has to be broken whenever polluted, since
it cannot be cleansed in the same way as brass.  So again pottery
has to be thrown away on certain prescribed occasions, whether
polluted or not. Thus has come into existence an immense traffic
with the Hindus in cheap rubbish, but no demand whatever for
higher cla-s pottery. The artistic skill of the Hindu potter or
kumhér has in consequence been developed in the manufacture
of jars in which to store grain, spices, pickles, rather than in the
production of eating or drinking vessels. Where not intended
for use with water, glazing would be almost unnecessary, and very
possibly the prevalence of painted or lacquercd, in place of glazed
pottery, in the hands of the Hindus, is due to this circumstance.
With the Muhammadans it may safely be inferred the glazing of
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pottery originated with the production of the tiles used in the DIVISION 11,
ornamentation of their tombs and mosques, even although with !
them no religious objection existed against the employment of
earthen vessels for eatin.g and drinking purposes. It may accord-
ingly be inferred that in India the introduction of glazed earthen
vessels was subsequent to the establishment of even the earliest
Muhammadan dynasty. There are possibly two exceptions to Anclent
this view, namely, (2) the appearance of glazed pottery among the
Dravidians of South India, and (4) the fragments of glazed
pottery found in the Charsada ecxcavations in the Peshawar
district,

In VELLORE, in North Arcot, there has survived an art in
glazed pottery that seems to have been more widely known in
South India than at the present day and to be of indigenous origin.
Sir George Birdwood figures and describes identical pottery to that
of Vellore as being produced at Madura, during the time when he
wrote his /dustrial Arts of India. The writer made careful South Indian
inquiry recently, on two separate occasions, while in Madura, but
could find no trace of such pottery. Terra-cotta assumes a
greater importance, however, with the Hindus of South Iadia
than in the more Northern tracts, and pottery of high quality and
in a style quite unlike that of Northern India is produced at
numerous centres. One of the best accounts of South Indian
pottery was that written by Surgeon-General G. Bidie, while in
charge of the Madras Central Museum. He specially mentions
that of Sivaganga, Madura, Udiyagiri, Salem, Vizagapatam,
Kistna, Godaveri and others. The habit of constructing large
carthenware animals, to be placed in sacred groves ncar human
dwellings, may have had much to say to the accumulative style
of architecture peculiar to the Dravidians. From about the four-
teenth and fifteenth centuries terra-cotta gods and animals, etc.,
have at all events been extensively used in the ornamentation of
both temples and dwelling houses, and the art of glazing pottery,
as already remarked, seems to have been there spontaneous, not
acquired.

But the potters, whether Hindu or Muhammadan, are referred Twa Septs of
to two septs—the Fumbhir or village potter who as a rule )
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DIVISION 11. produces non-glazed pottery and confines himself to the ordinary

POTTERY.

Change.

articles of household and agricultural use; the artistic potter or
kuzagdr (kashigirs) who makes artistic wares (kdgaszi), often
glazed. In the latter case he is usually a Muhammadan, though
there are notable exceptions, such as the Hindu kuzagdrs of Delhi.
It also frequently happens (as in Multan) that the chief art workers
(kuzagirs) do not make their own pottery, but purchase sun-dried
vesscls from the potter (kumhdr). There are thus many power-
ful arguments in favour of the opinion that the glazed pottery of
India, as generally accepted by art collectors in Europe, origi-
nated with the Muhammadan traffic in coloured tiles, used in
mosques and tombs, When the demand for these goods declined,
the art of the Zwzagir was diverted to the production of jars
(martabins), surdhis and such like ornamental wares. It would
also appear fairly certain that every 10 to 20 years, for some time
past, has witnessed radical changes in this modern demand for
glazed art pottery. For example, the serics of samples selected
from the Calcutta International Exhibition of 1884, and deposited
in the Indian Museum, Calcutta, when contrasted with the collec-
tions at present on view at the Indian Art Exhibition of Delhi,
shows that not only have the designs and schemes of colour,
formerly characteristic of each school of work, changed, but they
have deteriorated in character, finish and purity of colour. The
cheapening process and larger demand, like the makers’ names
(but in even more glaring characters), have been stamped on
every sample. They have each and all lost the little individuality
they possessed and mainly through the attempt at copying each
other. What a few ycars ago would have been called Jaipur has
gone back again to its original home, Delhi; Jaipur has become
Persian; Khurja and Rampur have become inferior Multan;
Multan has become Halla; and Halla, Bombay. It can hardly be
a matter of surprise, therefore, that the older collections of Indian
pottery, such as that of South Kensington Museum, London, bear
little or no relation to the Indian pottery of the present day, and
hence it may almost be said that Sir George Birdwood’s Plates
(Nos. 71, 72, 73 and 74) do not portray the Sind pottery as now
upderstood.
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All have changed, and changed for the worse. But when one DIVISION 11.
turns from the so-called ornamental or glazed pottery to study the E:O“TT::Y'
unglazed and painted wares, the story that has to be told is dis- Pottory.
tinctly more interesting and less disappointing. The shapes of
the %alasas or water jars, of the £gpdlas or cooking pots, of the
pdtras or platters, of the sarakdis or goglets, of the /otis, and
other such vessels, are not only graceful but highly instructive.

The hand of change has less severely affected these articles. It
accordingly seems possible that, were a complete series of all the

pots used in carrying water, or in boiling rice, or in holding milk,

etc., to be collected from each and every race of people and from

all parts of the Empire, much of great interest would be learned, 5 yaiuable
not only from the standpoint of the arts and industries of the study.
country but as object lessons in historic and anthropological
sciences. The shapes vary with every few hundred miles, and are
severely isolated according to the races of people and the ‘tradi-
tions of the country. The primitive methods of ornamentation
shown on them might also afford suggestions of great valuc in the
study of Indian decorative art. All this has been very nearly
neglected and the scholars of Europe and America may te said to
have been groping in the dark, with fragments of prehistoric
pottery, while the prototypes of many of the most instructive
forms and designs they are dealing with, are still produced by the
village potters of India and might be studied with great advan-
tage.

In the Indian Museum, Calcutta, the writer attempted some few
years ago a classification of the ceramic collections of that institu- ciassification.
tion into:—

(@) Unglazed or terra-cotta pottery:

(6) Painted or stained and varnished but not glazed
pottery:

(¢) Glazed pottery.

This serves a useful purpose, since over large tracts of India
the art of glazing is quite unknown, though highly ornamental
pottery is nevertheless produced. Of painted pottery there may
be said to be two kinds—painted or stained before firing, and
painted, lacquered or stained affer firing. While the art of
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Muhammadan
Glazed
Pottery.

glazing may thus be quite unknown, a high proficiency is often
attained in colouring pottery. The materials and methods em-
ployed for this purpose are extremely local and such as to remove
any doubt as to their being indigenous. In fact they are frequently
exccedingly ancient crafts, much more so than that of glazing,
which in Northern India at all events does not very possibly date
further back than the fiftcenth century. Unglazed pottery has been
abundantly proved to be closely associated with the earliest
Buddhist remains and the tumuli of South India (Salem). Accord-
ing to some writers Chingiz Khan, after his conquest in China in
1212 A.D., brought back with him a Chinese wife, and through her
the Chinesc art of glazing pottery is believed to have been carried
to Persia and subsequently to India, more especially Sind. Be
that as it may, the oldest building in India with glazed tiles still on
it, is the Killa Kon4 mosque of Delhi, which dates from the middle
of the sixteenth century or toward the close of the Pathan dynasty.
With the solitary exception of the glazed pottery of Vellore,
already mentioned, all the present-day glazed pottery of India is
essentially of Muhammadan origin. It is Indo-Saracenic in design,
is made mainly by Muhammadans, and until quite recently was
sold exclusively to Muhammadans. From being designs originally
intended for the ornamentation of mosques and tombs, it has by the
modern demand been diverted to the construction of ornamental
jars (martabins), surdhis and the like, so that it is not after all
to be wondered at that it should show a tendency to drift from one
condition and style to another, according to the caprice of demand.

Division 11— Pottery and Clay Modelling.

With thesc introductory remarks it may now be desirable to
discuss the various forms of Indian pottery separately. Since,
however, few, if any, of the examples of unglazed and painted
pottery have been received at Dclhi, it may suffice to deal with
the unglazed and painted forms very briefly and to devote greater

detail to the glazed ware.
(4) Unglazed or Terra-cotta Ware (Bhande).—This is met

with all over India, but certain localities are more especially famed
for the superior quality of their crude pottery. Commencing from
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the north, the following may be given as those of greatest merit :— DIvISION 11

Hazara, Bannu, Jallandhar, Gujranwala, Bhawalpur, Jaipur (13assi),
Jodhpur (Gudha), Alwar, Sconi, Ahmedabad, Pattan in Baroda,
Kholapur, Broach, Ratnagiri, Kanara, Aligarh, Azamgarh, Chunar,
Jabalpur, Ranigunj, Sewan, Dacca, Khulna, Assam, Pegu and
other parts of Burma, Vizianagram, Rajamundry, Madura, Salem,
Coorg, Malabar, Travancore, etc.

Designs.—In some cases it is made so thin that it has been
called kdgaszi (paper pottery). Of this nature may be mentioned
the terra-cotta of Gujranwala, Bhawalpur, Alwar, ctc. In other
instances a design is moulded on the surface by the fingers prior
to its being fired. The best example of this may be said to be
the classic-like designs of the Aligarh pottery, But by far the
most instructive patterns are those adopted Dby the village
potters, They consist for the most part of fancy lines, cut as the
plastic material is revolving on the whecl, or arc imprinted from
blocks kept for that purpose. Occasionally a higher art is
manifested when the designs arc incised or carved on the half-dry
surface,

Black Pottery.—Much has been written on the subject of
the colour and polish or varnish given to these forms of pottery.
From a vast antiquity black pottery has been made and extolled,

POTTERY.

such as the black antique ware of the Grecks. ‘There are many g

places in India that have a high reputation tor this kind ol pottery,
such as Sewan and Khulna in Bengal ; Azamgarh and Aligarh in the
United Provinces ; Ratnagiri in Bombay ; Madura in Madras; and
Tavoy in Burma. The black colour secms almost invariably to
be produced by the same process, vis.; the confinement of the
smoke during firing and the supply of some material within the
kiln that will generate much smoke, In the finer work ol Sewan
and Azamgarh, the articles are fired within a closed jar so as to
prevent contact with the flame, the jar being placed within the
kiln, Alongside of the articles that are to be blackened is
usually placed some damp straw and cow-dung or oil cake. But
before being fired the pottery is polished and painted or washed
with a special preparation called the £adis. This is comprised
“of yellow earth (a form of fuller’s earth) krown as piars mitti, of
85
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D}}gﬁlggyfl. powdered mango bark and of saj;i mitti, or crude carbonate of
soda. It is used with all the finer qualities of unglazed pottery,
the confined smoke of cow-dung being the additional ingredient
that imparts the black colour.

Varnish.—The range of vegetable substances used in the
same way as the mango bark in the above preparation is very
remarkable, and in each case it is claimed that these vegetable
ingredients give the kabis its polishing property over the clay.
One that may be here mentioned is the polishing material
employed at Seoni in the Central Provinces, v:z., the bark of the
tensa tree, So again the leaves of the bamboo and of the vasaka
(Adhatoda Vasica) are cmployed in certain forms of kabis. Oil
is also largely used and seems to effect some change on the con-
sistence or grain of the pottery cven although the firing must be
supposcd to destroy the oil itself. In Hoshiarpur the glaze con-
sists of diroza resin (Pinus longifolia) dissolved in turpentine and
mustard oil, burned into the clay much as in the tar used during
the time of Herodotus.

Colours.— To impart colour to the whole surface or portions
of the surface, the vessels are coated with special clays or
colourcd earths, such as ochre (gerw), chalk or talc (abrak).
These take the place of the engode or siip in glazed pottery, the
material given beneath the f7i¢f or glaze. The wash with special
earths is thus an initial stage in the higher forms of the ceramic
art. In fact, all that is missing from painted and stained pottery
is the use of a flux such as borax, common salt or oxide of lead,
with the paint. The heat employed in stained non-glazed pot-
tery is also not sufficient to fuse the materials. Colour is thus
imparted before the firing, and is fixed by the firing without the
formation of a glaze. The most skilled craftsmen in this more
or less specially Indian form of pottery, are nearly invariably
Hindus. The kumhdrs (the makers of water pots,—kumhi— as
their name implies) are poorly paid but hold an honourable posi-
tion in the village community, and are as a rule much respected.

Lac-coated Pottery.—After being fired, unglazed pottery
is often smeared with lac and other substances to make it im-
pervious to fluids, The black and red pottery of Madura, for
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cxample, according to Dr. Huntcr, is smeared with a mucilaginous
material obtained from a species of Aédutilon, over the stained
surface. Much has been written on the antiquity of smearing
pottery with a black or red inner layer and of polishing the
surfaces of vessels in place of glazing them. This is practised in
many parts of India, such as in the preparation of the toddy pots
of Gujerat, lac being the substance in most general use. So also
in Panipet pottery is extensively used that has been coated with
a thin layer of lac. Dr. Bidie obscrves, of the ancient pottery of
South India, “In some cases the external surface has a varnished
appearance which was produced by rubbing it with the seeds of
a Gyrocarpus and burnishing. Some of the cup-like vessels of
the cairns are covered in the interior with a black lacquer-like
varnish.” It was the smearing of the surface of pottery with
coloured bees-wax that led to the name encaustic pottery and in
India lac, a far superior material, is simply substituted for the wax.

In RAJPUTANA, pottery is sometimes coated with many layers
of differently coloured lac, one layer over the top of the other; a
pattern is then elaborated by scratching through so as to reveal
the various colours.

(B) Painted Pottery and Models.—The centres that have
attained the greatest repute for their painted pottery are:—
Peshawar, Jallandhar, Hushiarpur, Jhajjar (in Rhotak), Pind
Dadan Khan, Gujranwala, Rawalpindi, Bhawalpur, Lahore, Kota,
Amroha, Lucknow, Atraula (in Gonda), Sitapur, Sasseram (in
Shahabad), Salem, Madura, etc.

A volume might be written on the art conceptions manifested
by this craft. The colour is given after the pottery has been fired.
It is in fact the school from which much of the modelling and
painting of India has been evolved; it is intimately connected
with the production of idols and other sacred objects and with
the frescoing of the walls of temples and houses: hence is utterly
unconnected with the kindred Muhammadan art of glazing pot-
tery. The black pottery of Pind Dadan Khan, painted in red, is
as different from the gilt painted pottery of Peshawar and the
yellow and red painted ware of Lahore as it is possible to imagine.
The less pretentious colourings of the rural pottery of India, like
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very much more interesting than the designs shown on the Indian
pottery usually found in collections. While the majority of
the designs are undoubtedly Hindu in origin, others are closely
associated with one or other of the great Muhammadan dynasties.
There could hardly, for example, be anything more surprising, to
the student of Indian art, than a visit to Sasseram in the Shahabad
district, in order to study the wonderful tomb of Sher Shah, a
splendid building in the later Pathan style which dates from 1545
A.D. Suddenly, while passing through the hamlet that now marks
what must at onc time have been an important town, the visitor
has his attention directed to the remarkable industry that there
survives in painted pottery. This would seem to be the sole
remnant of a school of art that most probably was focused around
the first great Muhammadan administrator of India—Sher Shah.
It is Pathan (Turkish) in feeling and would seem to have lived
through all the past ages without having either assumed import-
ance or migrated a hundred miles from its present location. This
curiously intercsting pottery is of no intrinsic value but neverthe-
less deserves recognition. It has been too long neglected, in fact,
by collectors of Indian art, for it has much to teach. And yet it
has not been so much as mentioned in any of the Manuals, Art
Journals or special Monographs that have appeared on the Art
Manufactures of India.

In art design it stands as distinct from the painted (non-glazed)
pottcry of Gonda, Peshawar, Lahore and other places as it is pos-
sible to imagine. It is floral, and consists of rosettes assorted on
a distinctly geometric plan. The colours chiefly used are white,
yellow and blue (the last being varnished into green), on a dull
ground colour. In Gonda the field is usually green and the flowers
red and yellow. In Sasseram there is a Hindu-like exuberance

and profusion of colour out of all keeping with the solemnity and
dignity of Sher Shah’s tomb, which is possibly alone to be ac-
counted for by its greater antiquity.

Models.—The modelling, painting and dressing of clay
figures, proceeds primarily from the preparation of idols. It is in
consequence 2ssentially a Hindu art. The centres of this work
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are Poona, Lucknow and Krishnagar, though every village has its pivision 11.
potter who turns out idols and toys in clay. OTTERY.

For some years Poona models have practically ceased to be
made and the Krishnagar modellers, while they have failed to
advance above the preparation of toys dressed in actual cloths,
have steadily raised their prices to a prohibitive cxtent. In Luck- Lucknow

. . models.

now, on the other hand, a high standard has recently been attained
in the production of artistic terra-cotta models. Indeed, the series
of these sent to Delhi was of such merit that it was decided to
place them in the class devoted to Fine Art instead of under this
division. It is satisfactory to have to add that they were subse-
quently awarded a gold medal by the Judging Committec.

(C) Glazed Pottery.—~The glazed pottery of India may be
said to be mainly produced at the following places, commencing
from the north while moving east and west to south:—Peshawar,
Lahore, Jallandhar, Sialkot, Delhi, Jaipur, Ajmir, Bikanir, Multan,
Tatta, Halla, Kach, Bombay, Bharampur, Bulandshahr (Khurja),
Rampur, Lucknow, Jabalpur, Allahabad, Mirzapore, Ranigunj,
Vellore, Coorg, Malabar (Ieroke) and Burma. The collection
shown at the Indian Art Exhibition is fully representative of
these various centres.

PESHAWAR.—(Plate No. 20, fig. 1.)—The pottery of this north- indian
ern town has been spoken of as resembling majolica. It is a rough Malolica.
“faience.” The reddish earth body or ““paste” is coated with a
dressing in white earth—the “slip ” or “engode’ which consists
of a preparation of karia mitti or chalk, obtained from the Khai-
bar. It is then dipped into the glaze of which the basis is lead
oxide. For the ordinary greenish white pottery, nothing else is
needed. But when it is desired to ornament the plate or jar, the
design is outlined on the unburnt glaze, with a paint made of
manganese, and the details are filled in with a preparation of
copper. When burned, green leaves, outlined in brown, are pro-
duced on a dirty white, Sometimes the glaze is more thoroughly
fused and the colours then run and the brown takes a purplish tint.
Further colours are red, obtained from a red earth, and black, from
a stone of dark colour—both procuréd from the Khaibar. Blue is
produced from /ajaward or cobalt. The prevalent form is green
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colour were assorted so as to give, at a distance, the effect of
bunches of flowers. Recently shades of blue and grecn alone
have been produced with hardly any attempt at artistic effect.
The glazing seems, however, to have improved and the pottery has
come much more largely into competition with the imported
Russian, Chinese, Dutch and English pottery for which there is a
large local demand. Pottery is so extensively used in Peshawar
that -it would seem desirable every effort should be made to
educate the local potters in the higher flights of their craft with
a view to checking the imports. It has been pointed out that one
of the chief difficulties in this direction is the restriction imposcd
on the sale of lead by the local authorities,

DELHI and JAIPUR.—(Plate No. 20, fig. 4.)—The pottery of
these towns has a peculiarity of great interest. It is not made of
clay but of ground felspar (bxrdura) mixed with gum or starch. It
cannot, in consequence, be formed on the potter’s wheel but has to
be moulded or wielded by the hand. It is known locally as /Adm-
chini. The art appears to have originated in Delhi, the chief
artist, some 30 years ago, being a Hindu tumhdr called Bhola. It
seems probable that the suggestion for its production arosc from
a desire to compete with the imported jars, known as martabins,
and which came to Delhi all the way from the fort of that name on
the coast of Burma. These jars were in demand for the purpose
of storing pickles and were at first made in shape and colour to
exactly resemble the imported article. Later on they were orna-
mented, but only in response to the European desirc did they
become ornate. One of the pupils of Bhola was induced to join the
School of Art, Jaipur, and thus gave birth to the fairly large modern
demand in Jaipur pottery. In the Indian Museum, Calcutta, some
of the examples of Delhi pottery, produced by Bhola, are placed
almost side by side with Pegu (Martabin) jars, obtained direct
from Burma. Their similarity in shape and material is very strik-
ing. At first the designs and colouring adopted by the Delhi
potter were strongly Hindu in feeling and coloration, but later
on they became. (perhaps in imitation of Multan) much more
‘Muhammadan and then consisted of rich shades of pale blue
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(occasionally also green) on a granular but pure white
surface.

Jaipur formerly differed from Delhi and attained its reputa-
tion and traffic through the use of two shades of blue—cobalt and
turquoise—on a very pure opaque white. Recently Jaipur has
turned its attention to modern Persian models and has produced
pottery with an admixture of green leaves and brown and yellow
flowers that to most persons is distinctly inferior to the older work.

MULTAN.—(Plate No. 20, fig. 5.)—Long anterior to its produc-
tion of vases, plaques and other such ornamental wares, Multan, like
Halla and other towns within or bordering on Sind, had a large
trade in the production of glazed tiles. The close proximity,
geographically, of Sind and Beluchistan to Persia and the intimate
relation that for long existed between these two countries, doubtless
accounts for many of the specially Persian characteristics of the arts
of this north-western section of India. The ancient buildings of
Sind and Beluchistan are mostly in brick, the ornamentation ac-
complished being chiefly by tiles. The oldest tomb in Tatta dates
from 1572 A. D. (the year in which Akbar annexed Sind) and
others up to the date of the tomb of Nawab Amir Khan,1640 A.D.,
are all richly adorned with tiles in cobalt and turquoise blues on
a white ground. These were the prototypes of the pottery of
Halla, Tatta and Multan, until the demand for novelty dictated
the series of changes that have marked the downward course in
the traffic.  That the artistic pottery of Multan like that of Sind
originated with the production of tiles and for centuries lived
through the demand for such goods, may be viewed as confirmed
by the circumstance already mentioned, namely, that the caskigirs
of Multan do not make the clay pots, vases, surdhis, etc., that
they paint and glaze, but purchase them from the ordinary village
potter or kumhdir.

Some few years ago the spirit of the times, dictated doubtless
by the vicissitudes of trade, led the 4ashigirs of Multan to
imitate the greens, yellows and browns, as well as the blues on
a blue (not white) background, produced fairly successfully in
Sind. The result may be described as most disastrous. The
depth of the blues and whites of Multan, which was the glory of
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DIVISION 11. the evolution of centuries of patient study and discovery, has been
POTTERY. completely cffaced. The work of to-day is slovenly, the design
weak and the colours dull and unfceling. The modern work, with
its abortive efforts at new colours, manifests so serious a decline
from that of even 20 ycars ago that the death blow may be said

to have been given to the industry.

Munshi Sher Mohamed, Painting Master of the Lahore School
of Art, has kindly furnished the sketch, Plate No. 20-A, as also that
of the Multan kashigdr at work with characteristic wares around
him. This has been given as the title-page of this publication.
On the bottom of that illustration (and at the writer’s suggestion)
has been shown a border design taken very faithfully from a panel
of lotus pattern found on a stone slab derived from the Buddhistic
remains of Gandhara. The original is in the possession of the
Lahore Muscum and may be taken as dating from some time
before the birth of Christ. It portrays life from youth to manhood,
old age and death, the water (bkavsagar) being the eternity of
cxistence. This beautiful conception is crystallised into the arts
of India and appcars again and again both in Hindu and Muham-
madan decoration, but hardly, if ever, in such vivid portraiture as
that of the early Buddhistic stone-carvers.

SIND and BOMBAY.—(Plate No. 20, figs. 6 and 9, respectively.)
—The pottery of these two centres may be taken conjointly since
it is well known that the Bombay School of Art, on its organising
a class of pottery, imported from Halla its foremen potters. On
this account doubtless arose the close similarity of much of the
pottery of Bombay, as understood at the present day, with that of
Sind. A little later, however, Mr. Griffith (then Principal of the

f,%‘;{‘:}y. School of Art) gave the pupils of the pottery class a new concep-
tion when he caused them to follow the ancient Buddhist designs
and schemes of colour depicted by the frescos on the walls
of the cave temples of Ajunta. These two styles have passed
down and given to Bombay the reputation it has attained
of possessing art pottery. The town of Bombay (in fact the
Presidency of Bombay if Sind be excluded) had no glazed
pottery prior to the establishment of the ceramic class and
pottery works in connection with the School of Art,
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Sind pottery admirably represented by Sir George Bird- pivision 11.
wood’s Plates Nos. 70 and 75 (/ndustrial Arts of India), TOTTERY:
may be said to have consisted until quite recently of two
forms—(a) vases, etc., for domestic use and ornament, and (b)
tiles for the decoration of tombs and mosques. The former
were curiously enough usually made in two or at most three
shades of the same colour. If blue, the ground was in pale
blue and the pattern in one or two shades slightly darker.
If yellow, the ground was the palest shade and portions of
the design were almost brown in colour. So with the greens.
But usually the floral ornamentation was assorted within
panels or medallions, the flowers being in a lighter shade
than the local panel field. But a peculiarity of Sind pottery
that at once separates it from Multan may be here mentioned,
viz., the pattern is first painted with a white slip then by
the colour. This raises it slightly above the level of the field.
The tiles were nearly always like those of Multan, white
field with blue design.

Within the past few years the Halla potters have taken
to imitating the floral designs introduced by the Bombay
School of Art, with anything but a happy result.

BULANDSHAHR (KHURJA) and RAMPUR.—(P/ate No. 20, figs. 8
and 1o, respectively.)—The style of work turned out in these two
localities is so very similar, at the present day at all events, that
there would be little advantage in keeping them distinct. Origi-
nally Khurja produced a peculiar style of pottery of its own, the
pattern being raised by the use of slips into slight relief. It con-
sisted of a warm orange brown or pale claret coloured field with
slightly darker floral designs picked out in white and blue. A
little later it took to producing the same style of work ina
rich green-blue. Rampur was originally famed for its deep
green-blue surdhis, in one uniform colour and without any
pattern worked on them. A little later it took to ornate work
in one or sometimes two shades of green-blue with a pattern
distinctly moulded above the surface. Now-a-days both Rampur
and Khurja manufacture articles in quaint shapes such as the
undulated forms of the pumpkin, the constricted melon (beggar’s
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DIVISION 11. bowl) and the flat water bottle, etc. Very rccently Khurja has

POTTERY.

Green
Pottery.

Martaban
Jars.

taken to imitating Multan, with ridiculous results. Its blues
are dull and faded and the design devoid of soul.

VELLORE in NORTH ARCOT.—(Plate No. 20, figs. 2 and 3.)—
Mention has already been made of this pottery. It is manufac-
tured from a fine pure white clay that on the potter’s wheel
yields readily to the most delicate treatment., It burns into a
beautiful light coloured and firm terra-cotta that lends itself readily
to glazing and painting. When not glazed it is very porous and
clean and in the form of surd/his or water bottles, with a double
or outer perforated protecting shell, is largely used and much
appreciated for the cool water that may be drawn from such
bottles after being stored for an hour or so. When glazed it is
either in a clear emerald green or deep dull brown. In the
former a beautiful effect is produced through the colours having
run during firing, thus giving a marbled or shaded effect. The
ornamentation is chiefly by dog-tooth-notching of the edges and
by the stamping of patterns on the plastic material.

BurRMA.—The pottery of Burma, more especially of Pegu,
has teen famed from ancient times. Sir Henry Yule gives
several references to the martabdn jars, dating back to 1 508.
In the provincial Gazetteer the remark occurs that “Pegu Jars
are still made and are still popular, but they are no longer
exported even to India, where indeed they have learned to
make them.” On the other hand Mr. Lockwood Kipling
while discussing the question of the jars made in Delhi and
which bear the vernacular name of marfabdn observes: “ In 1869
the writer, while passing through Delhi, purchased a number
of jars and took them to the London Exhibition of 1870 where
their fine texture of glaze, a rough duck-egg like coating,
was admired by connoisseurs, notably by the late Mr. Fortuny, a
celebrated Spanish painter, then visiting England. One of these
articles, by the way, happened to be marked martabin, the
native name for a jar, and was afterwards described on a
museum label as coming from Martaban, a port on the Burmese
coast.” This curious story has a double interest in that it
proves the comparative antiquity of the Burmese ceramic art
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and the very modern character of the application of the Indian pivision 11.
potter’s skill to domestic purposes. There would seem little FOTTERY.
doubt that the marfabins sold in India, a century ago, were
entirely imported from Burma and were distributed as regular
articles of trade even to such remote inland towns as Delhi.
The most curious forms of Burmese pottery are the quaint
urns used for storing the ashes of the Apungis. But the Marta-
bdn jars and water vessels are by far the most interesting. In
shape and method of treatment of the clay and of the colouring
materials, these might be placed alongside of the classic pottery
of ancient Greece and Rome without attracting more than a pass-
ing observation of being a slightly different kind, in a remarkably
good state of preservation.
It has been upheld that Burma acquired its knowledge of
pottery, more especially its glazed wares, from China. There
seems some truth in this surmise since the best work is turned
out in proximity to the Shan States or by people who have been
largely influenced by the Shans.

Division 12.— Plaster-of-Paris and Cement work.

Many parts of India may be said to be famed for their
marble-like cement-work, stucco or chundm., Thisis made with
lime, mixed with sand and either plaster-of-paris or powdered
marble and very often sugar, or some glutinous substance
such as the gum from the e/ fruit. When patiently beaten
and smoothed almost until quite set, it assumes a remarkably
hard consistence and an exceedingly fine polish. In Bikanir the
walls of houses so coated are beautifully carved, just as the
stucco is about to set. The head-piece to this chapter (page 80)
shows a portion of a carved ceiling in a ruined summer house
in the Kudsia gardens, Delhi. This may be described as a form
of sgraffito and when quite dry is usually most elaborately painted
and gilded (see middle of Plate No. 18). Throughout Rajputana
a curious art exists in which jié/is or perforated panels, made in
plaster-of-paris, are sawn through their thickness into two sheets or
are separately made and subsequently united by liquid plaster after
fragments of coloured glasses have been placed within the per-
forations. Panels with coloured glasses so made are used as
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DIVISION 12. transparencies. A few of these panels have been laid on the
P{:‘:i}.sz '{}?5 " ground on Plate No. 18,

CMENT Although Gypsum exists abundantly in India, plaster-of-
paris, except as an ingredient in certain cements, does not seem to
have been ever used by the natives as a moulding material. The
numerous figures that have been found in the prehistoric remains
of India, made of plaster, were clearly carved, not moulded.

Mosaics.—In the Exhibition numerous examples of mosaic
work will be found, in most of which cement or simply plaster-of-
paris has been used as the impacting and imbedding material.
In Udaipur the pattern is drawn on paper. Glass is then cut into
the desired shapes and gummed over the portions of the design
as required for each colour. When finished, the paper with its
adhering design in glass is inverted over a carefully prepared
bed of partially dry chundm. The glass is pressed home into
the chundm and left in that position until the bed has dried and
set completely. The paper is then washed off when the glass
mosaic is seen on a polished cAundm or marble-like surface. In
some of the more recent of the Indo-Saracenic palaces the
ceilings are done in rich geometric design made of fragments of
mirror glass set in cement. This is known as skish work. Mr.
Kipling has carefully described the mirror mosaic work in the
Shish mahal or glass palace of Lahore. ¢ The building,” he says,
“is the work of both Shah Jahan and Aurangzib’; and the more
gaudy portions are due to the later times of the Sikhs. The
effect of this sZisk or mirror mosaic, though brilliant, narrowly
escapes the charge of vulgarity. The principle on which the
work is constructed, particularly in its application to ceilings,
is identical with that of many examples at Cairo, and in other
places all over the East.”

In Burma the material used to fix the glass in the mosaics is
the sap of a tree known as #kitsf. In the Exhibition there will be
found numerous examples of Burmese glass mosaics, from the
shrine placed within the refreshment room to the numerous panels
that will be found in the stall devoted to mosaics generally.

Of pure plaster-of-paris work some admirable examples will
be found, such as the statues by the Bombay sculptor, Mr. G. K,
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Mhatre: the figures made by the various schools of art : the model pivision 12.
of a Dravidian temple by the School of Arts, Madras, and lastly "‘,;ﬁi?}'{}.‘;'

the great triple arch that forms the fagade of the refreshment CEMENT
room already described in the Introductory Chapter.
AWARDS FOR POTTERY AND GLASS WARES INCLUDING CEMENT
AND PLASTER-OF-PARIS WORK.
(@) Pottery.

First Prize with gold medal for series of clay models that Awaros.
will be found recorded under Class X, Fine Arts.

First Prize with silver medal to the Bombay Schcol of Art
for collection, unglazed pottery.

First Prize with silver medal for Nos. 1 a plate—#7tgbi—and
for a blue glazed jar from Multan made by Golam Hosain.

First Prize with silver medal for collection of pottery, more
especially vases Nos. 1106, 1137, 1609, also tiles on fagade of build-
ingtmade by the Jaipur School of Art,

Second Prize with bronze medal for vases and 77taéss (Nos.
412,417, 328, 356 and 377) made by Muhamad Husain of Multan.

Second Prize with bronze medal for vases (Nos. 2710, 2723
and 2993) to Abdul Hafiz, Potter, of Khurja in Bulandshahr.,

Commended for plate—#zkabi—(No. 275) made by Ahmad
Buksh of Khurja in Bulandshahr.

Commended for dark blue guldan kalan (No. 3666) also
changail surdki (No. 36¢0) made by Nabi Buksh, Rampur City.

Commended for collection of green pottery, more especially
(No. 725) the tall tubular jar and cover made by Arunachella
Udayan of Karigeri, Vellore.

(6) Glass and Earthenware Mosaics.

Commended for earthenware mosaic panels shown on main
fagade of building made at Lahore School of Arts.

Commended for glass mosaics exhibited by the Udaipur
Darbar,

Commended for glass mosaic shrine set in #ii#si made in
Rangoon.

(¢) Plaster-of-paris and Cement Work.

Second Prize with lronze medal for triple archway made

by pupils of the Mayo School of Art, Lahore.
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nlvlsmn,‘tz. Commended coloured and gilded sgraffto panels (Nos. 2110,

P{a‘ﬁsnfsn%’:'zm and 2114), reproductions from Bikanir Palace made by

CKMENT  Bhura Usta and Sita Ram,
Commended for model of Dravidian temple (No. 3687) made
at the School of Arts, Madras.
Commended for panel of plaster-of-paris mosaic (No. 2777)
exhibited by the Udaipur Darbar,
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Class IV.—WOOD-WORK.

HERE is perhaps no feature of Indian Art that manifests so pIvisiow 1s.
great a diversity nor so many points of interest as that of wood- 151?&?{-0.

work. Fergusson has pointed out that none of the constructive

buildings of India have an antiquity anything like so great as that

of the excavated temples. He explains this statement by the

opinion that, as in Burma to the present day, temple and house
construction was, in ancient India, entirely in perishable wood and

hence the antiquity of the cave temples may be relatively determined

by their degree of departure from a purely wooden to a lithic Woodento
conception. The earliest constructive buildings, moreover, show

their undoubted wooden origin by the presence of unnecessarily

large stones, by the survival of essentially wooden constructive

features, by the dove-tailing and bolting together of the parts, by the
production on the turning lathe of the pillars and by the absence

of any knowledge in the use of cement. It will thus be seen that

no aspect of Indian Art can have so much to teach the student as

that of wood-work. It has a vast antiquity but in addition has been
influenced’and diversified in each important section of the Empire y qi¢ying
by the texture of the most abundant and most suitable timber, and IMfluences.
by the religious sentiments and racial peculiarities of the people.

With no very great effort the migration of forms and designs and

the social evolutions and eruptions of succeeding races, can be
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DIVISION 13. followed in the wood-carvmg A grammar of decorative art might,
CA:W‘}){-G in fact, be written from the study of wood-carving alone, and the
circumstance that the wood and stone-carvers belong to one and
the same caste, may be accepted as an additional evidence in favour
of the gradual production of the one from the other and that at no
very ancient date. Both in Peshawar in the extreme north of
India and Rangoon in further India, the tradition exists that
wood-carving originated in connection with boat-building—a by

no means improbable circumstance.

In a brief work, such as the present, it would be undesirable to
expand this line of reasoning further. The object has been served
by the few remarks already made, v:z., to advise the reader of the
historic importance of the carpenter’s craft and the rich assort-
ment of constructive and decorative designs that may be looked
for in the splendid display of wood-work on view within the Exhibi-
tion. As met with in architecture, furniture and cabinet work,

Methods of  wood is ornamented in various ways such as by carving, inlaying,
Oirnamenta-

tion. veneering, painting, lacquering, etc. The chief woods employed
E‘,:,“,‘,’ﬁ,‘;,’; 4 for ornamental work in India are teak, shisham, deoddr, sandal-

wood, ebony, walnut, fx#, nim, Madras red-wood ( sometimes calle 1
black-wood ), dud/i or white-wood, red-cedar, sal, rokhira, babul,
jack-wood, etc., the order enumerated being approximately that of
their importance. The art conceptions seen in wood-work have
been greatly influenced by the grain of the timber employed, such
as the deep under-cutting and sculpture that is possible with teak,
red-wood and walnut, the low relief of skisham and deoddr, the
incised designs of ebony, the intricate and minute details of sandal
and the barbaric boldness of rokira, sal, and babul ( kikar) and
other coarse grained and hard woods.
Divislons The following are the divisions that have been established, and
the arrangement of the collections, in the order in which assorted
within the Exhibition, commencing from the eastern extremity and
passing to the western end of the Main Gallery :—
Division 13. Carving for architecture, furniture and
cabinet work.
Division 14. Inlaying with other woods, with ivory, etc.
Division 15. Sandal-wood, Engraved, Inlaid, Veneered,
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Division 16, Veneering, Appliqué, Marquetry, Lattice- pivision 1s.
work ( pinjra), in woods, metals, porcu-  comone.
pine quills, tortoise shell, etc.

Division 17. Painted, Stained, Imitation Inlaying ( with
matallic amalgams), etc.

Division 18. Papier maché and Imitation Papier maché,

Division 19. Ornaments, Toys, Models, etc.

Division 20. Minor wood-work, e.g., engraved fruits,
pith work, etc., etc.

1t may be desirable to discuss these divisions in detail and to
allude to the more noteworthy examples of each that may be seen
in the Exhibition. The importance of this subject may be judged
of by the circumstance that household furnishing and ornamenta-
tion, in the European acceptation, might almost be said to be
unknown to the simple primitive life of the Native of India. All Dwelling
must have a chérpai (a bedstead) and with the peasant this is
made of variously ornamented feet and bamboo shafts, with the
prince, of ivory, silver or gold—they are identical otherwise.
Caskets for jewels, pin-dins and attar-dins, a few quaint eil
lamps, and occasionally a trunk for the storage of State-robes, also
cushions and pillows, mats and rugs, floor and ceiling cloths, door
curtains and wall drapings, hand punkhas and a few eating and
drinking vessels, which, with the very poor, are in unglazed pottery
or brass, with the middle classes in copper or brass ornamented,
with the rich in silver or with the veryrich in gold. Such may be
accepted as a fairly comprehensive enumeration of the essentials
of indigenous household furnishing. In some parts of the country
low settees (chaukis) and reed stools (mordihs) are in demand but
chairs and sofas are of modern introduction. Tables, knives and
forks, crockery, glass-ware, tableand wall ornaments and the like,
are quite foreign to the Native mind and superfluous. Thrones Thrones.
and State-chairs have, however, been made from the most ancient
times and are usually named after the animal or chief object por-
trayed, such as the “lion throne,” ‘the lotus-lion throne,” “the
peacock throne,” “the conch-shell throne,” “the goose throne,”
“the pitcher throne,” etc. Thrones are also named after the
material used in their construction, such as “the golden throne.”
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Chief Types.

The reed or grass stool, made in hour-glass form and known as the
movrdh, is identical in shape with the lotus-throne on which the
gods are represented in Indian sculpture and painting. Through-
out the Exhibition mordhs, draped in Jodhpur printed cotton
cloth, have been furnished in place of chairs.

In the houses of the rich, however, special apartments, fur-
nished in European style (as a rule in the most tawdry and dis-
cordant fashion possible) are set apart for formal receptions or the
accommodation of European guests. Some 30 yearsago the late
Mr. B. H. Baden Powell wrote that in India wealth was displayed
by extravagant indulgence in foreign luxuries rather than in the
barbaric pageants of former times. This is not only doubly true
of to-day but it may be added that European ideas of comfort are
steadily creeping into the every-day li'e of the people and accord-
ingly a demand for household furnishing has set in, which, by
careful guidance may assume vast importance to the carpenters
and cabinet-makers as also to the other art craftsmen of India.

Division 13. - WWood-carving in Architecture, Furniture, etc.

There is hardly any necessity to separate wood-carving, as
seen in Architecture, from that usually met with in Cabinet-
work, since the peculiarities of the latter are in India of com-
paratively modern growth. The preferable course may be to deal
with wood-carving in a provincial sequence.

1st:— Panjab wood-carving. — (Plates Nos. 3, 21, 22.)

There are in the province four great types, with numerous
local manifestations under each. These may be spoken of as
the wood-work of the plains, produced by Muhammadans, Sikhs
or Hindus, and that of the hills, turned out by aboriginal tribes
controlled for the most part by what has been spoken of as “ Tree
and Serpent Worship” or still further to the north by the
Buddhism of Thibet and China. In the wide range of work met
with, the most powerful influence has undoubtedly been that of
the Muhammadan. The Sikh artisbut a recent adaptation from
the Muhammadan, constructed on more or less Hindu lines, while
the pure Hindu wood-carving (the most ancient of the three)
may be described as a reintroduction into the Panjab and is seen
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in its hlghest condition, in the Eastern and Southern Panjab, DIVISION 13,
such as in Ludhiana and Hissar. Most towns in the province, CARVING
however, possess fine old doors of Hindu origin which carry

down to us decorative designs that existed long anterior to the
introduction of the Muhammadan style.

The important centres for ornamental wood-work and furni- Centres of

ture, in the Panjab, may be given as follows (in alphabetical Production.
order) : — Amritsar, Batala, Bhera, Chiniot, Gujerat, Hariana,
Hissar, Hoshiarpur, Jallandhar, Kashmir, Lahore, Ludhiana,
Peshawar and Udaki. The essential features of the Muham-
madan and Sikh work may be said to be their direct adaptation
to deoddr and sulsequently very possibly to skiskam wood.
They are in consequence flat or in low relief, with little under-
cutting (except in the very recent walnut wood-carving of
Kashmir). They are largely constructed on a geometric basis
with the foliage elaborately veined and twisted and dispersed in
diapers. Lastly in the modern Sikh and Hindu adaptations
grotesque animal forms or mythological subjects are introduced
freely. It is generally contended that the Sikh style of wood-
carving took its birth in the towns of Amritsar, Batala, Hariana
and Udaki, in other words in the districts of Amritsar and
Gurdaspur.

In illustration of the varying styles met with, it may be said Leading
that in Bhera the imposed architectural forms, such as the pilas- ties.
ters, are in less than half relief, the panelsare mostly floral and the
carving in sharp, V-shaped section. The wood used is mainly
deoddr. In Chiniot, on the other hand, the pilasters stand out
boldly, the panels are geometric, for the most part in pinjra (or
lattice) work, and the carving is in rounded outline, dispersed
within a rich diaper tracery. The strongly Arabic character of
the framed or carved geometric (pinj7a) panels is one of the most
remarkable features of this work. A striking peculiarity also is
the art of inlaying with brass. The wood used is skisham, known
locally as fah/i. In Amritsar there prevails a distinct renascent
feeling, doubtless derived from the Golden Temple, and in Udaki
occurs a remarkably flat style of work in arabesque design, a
beautiful example of which will be found in the Panjab Room.
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In Peshawar the main feature is the very elaborate and minute
mauj or pinjra-work done in walnut-wood (Plate No. 38). The
pieces are dowelled together, not glued, but do not fall to pieces even
when the frame is removed. As the result of a suggestion given
in connection with this Exhibition olive-wood has been tried for
the framework of pinjra panels. In Kashmir, of former times,
the characteristic feature was the bold and effective (sometimes
notched or carved) pinjra-work, in deoddr wood, and the grace-
ful geometric panellings (khatamband) applicd to ceilings—a speci-
ality of Kashmir so far as India is concerned, These are in pine
wood and are cheap and most effective. Recently in Kashmir a
most unfortunate departure has taken place into realistic carving in
walnut, in which bunches of water lilies or sprays of chunar (plane)
leaves are carved over the surface of tables or other articles, the
one object apparently being to display a marvellous degree of under-
cutting but with a corresponding loss of art feeling. Throughout
the Panjab, popular fancy has turned to under-cutting, fret-saw per-
forations and minute (in place of bold) pzijra-work. The change
will, by most persons of taste, be admitted as of doubtful merit.

In Hoshiarpur inlaying with ivory or copper has been a pecu-
darity for many years past but perverted and distorted in adapta-
tion to the demand for European house-furnishing (Plate No. 32).
Simla, the chief centre of this trade so far as Northern India is
concerned, has drawn on the craftsmen of Hoshiarpur and Jallan-
dhar and given birth to every possible process of scamping and
cheapening work. The chief demand for inferior work has, how-
ever, been in Europe and America, where small tables, picture
frames, and brackets, in a most inartistic red-wood, have, for some
years past, been exported by ship loads, with the starvation of the
superior wood-carving industry of the province. In all low class
work the fret-saw invariably displaces the pinjra-maker, cheap
and more easily worked woods drive deoddr, shisham and walnut
from the market, while bone takes the place of ivoryin inlaying.
In these abominations, it is thought sufficient proof of an Indian
character to introduce some portion of a mosque or temple, and that
being done all attention to such details as suitability of design or
nature of ornamentation can be disregarded.
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In Gujerat a large trade has been organised in modern furniture
and materials and appliances for games, which, while not falling
within the scope of an Art Exhibition, may in passing be men-
tioned as having attained high proficiency. Kartarpur in Jallan-
dhar has similarly a great reputation for the manufacture of chairs
on a wholesale scale.

It may perhaps suffice to conclude this cursory sketch of
Panjab wood-carving by drawing attention to the leading pecu-
liarities of a door and a window. Beautiful examples of thesc
will be found both in the division devoted to Architecture and in
the Panjab Art-furnishing Room (Plate No. 3).

The Door or Chaukat. —Persons with any pretensions to
social position, consider it essential to have a carved door. . This
in the Panjab is in fact a sign of position and wealth, Nobranch
of wood-carving could be more instructive than a study of the
doors met with in the various provinces of India. Inthe Muham-

Wood-
Work.

DIVISION 13.
WOO0D-
CARVING.

Furniture.

Muhamma-

madan style of the Panjab the parts are severely conventional and §ipe.

isolated, being often purchased separately. The outer frame
might be spoken of as many times larger than is actually essential.
It embraces a series of panels both over the primary lintel and
alongside of the jambs—the combined structure perhaps cover-
ing one-third of the total elevation of the house. It usually em-
braces two mikrdb arches (one cusped, the other flat) supported
on superimposed pilasters which are more or less imbedded.
The contained panels are mostly in pinjra-work (or carved imita-
tion pinjra) and thus elaborately geometric. The floral scrolls
and tracery consist for the most part of rosettes assorted on a
diaper. In the older and finer examples the over-door assumes
the form of a sort of baicony, carried forward on cantilever
brackets, the extremities of which are developed into a most
fascinating series of pendants and tassels, a system spoken of as
Akbari,

Turning now to what has been called the Sikh and Hindu
styles. The chief peculiarities of these are the great reduction in
size of the frame ; the absence of the projecting over-door; the
fact that pimjre panels when present assume the condition of
windows above the door rather than being integral parts of the
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DIVISION 13. door itself ; the frequent absence of the cusped mikrdb; the door
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panels much more numerous and conspicuously carved : their as-
sortment being often traceable to the swistika symbol ; lastly, and
by far the most strongly marked peculiarity of all, the substitution
of life subjects, carved on the scrolls or in bold relief in the panels,.
in place of conventional designs and pinjra-work. In the scrolls
it is customary to find that the same flower or fruit is rarely
repeated while the effect desired is in no way marred through the
profusion of vivid portraiture.

Pinjra panelling is much more frequent in Sikh than in Hindu
work, but more massive and less complex in design than in the
Muhammadan, while the individual parts are at the same time
carved or notched in elaboration of the pattern. It in fact more
closely resembles the lattice-work of the Deccan and the perforated
jamb panels (and fan-lights) of the Chalukyan architecture of the
Southern Mahratta country, than the minute and intricate pinjra
of the purely Muhammadan style, such as presently produced at
Chinigt and Peshawar. . .

In the older and purer examples of Hindu door architecture
and carving, such as those to be seen in the gullies of Lahore and
in the splendid example on view in the Loan Collection Gallery
(Plate No. 26, page 117) (which came from Chittor originally some
400 years ago), the entire structure is flat, devoid of superimposed
or projecting portions and remarkable for its intricacy of design, its
sharp crisp carving and its bold elaboration in detail. The higher
portions of the carving look in fact as if originally prepared as
blocks for the calico-printer, the edges of the minute incised pattern
being brought to a smooth surface. There is little or no under-
cutting and, except in the over-door panels, no trace of the fantasy
and grotesque which so often disfigure recent Hindu and to some
extent modern Sikh work., In fact even the over-door, but for the
insertion of a representation of Ganeska, is usually carved in a most
curiously intertwined design as if portraying festoons of cloth and
garlands of flowers, braced together into long interwoven lines.

With all three-forms (Muhammadan, Sikh and Hindu) the
doors are as a rule studded with metal bosses or are overlaid with
brass ornamentations, mostly in diaper form. The actual door
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which consists of two leaves, is hung on pivots, not hinges, and the DivisoN 1s.
' . S s WO0OD-

overlapping portion (the parting bead called the éindi in the carviNe.

Panjab) islavishly ornamented. Infact with the poor this is often

the only part of the door that manifests any trace of wood-carving.

In some of the older examples (such as the Chittor Door above

alluded to) the 47ndi is however absent.

The modern Hindu and Sikh doors of the Panjab are so
governed by Muhammadan influence that but for their vivid re-
presentation of living forms they can with difficulty be separated
as distinct styles of architecture and carving.

The Window and the Balcony (Bari and Bokharcha).—The
former is usually flat and consists of a simple frame with a mihrdb
arch and spandrel (mergol) supported on pilasters, with, on the
level of the floor of the room, a balustrade of one to three carved
panels, closing in the lower third of the winddw frame. The
shutters are often highly artistic and frequently glide upwards
in one, two or three boards, instead of swinging on hinges side-
ways. The latter—the balcony or bokkdrcha—is one of the most The
striking and beautiful features of Panjab architecture which in okharcha-
some towns is so popular as to be almost ruined through its very
superfluity. It rests on an upturned lotus-flower masonry platform
(pendr) which is often realistically painted, while the dome (gum-
baz) is in the fluted lotus form. It is most frequently half hexago-
nal in plan, with three openings or windows. The windows (bar7)
are canopied by cusped arches, supported on the ordinary fluted
pilasters (¢tam) and, as panels (#/i), above the arch and as a
balustrade, on the floor level, are placed pinjra frames. Excellent
examples of miniature bokkdrchas will be seen within the Panjab
Room (Plate No. 3 and in Plate No. 22, fig. 3).

*CuIEF ExHIBITS ON VIEW.

Panjab Room and Balcony.—(Plates Nos. 3 and 21.)—By pyn1ap
far the most instructive exhibit of this division may be said to be ®eom
the small room specially furnished by the Mayo School of Art,

Lahore, to exemplify the adaptability of the Panjab style to
modern house-furnishing. The walls have been provided with a
lofty dado, in illustration of the peculiarities of Bhera, Chiniot
and Udaki wood-carving, while the balcony (Plate No, 21) which
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pivisioN 18. opens into the Main Gallery, may be said to be one of the finest
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CARVING.

examples of the modern developments of Panjab (Sikh) wood-
carving ever shown.

LAHORE WORK.—The School of Art has for many years past
guided not only the workers in Lahore city, but throughout the
province has striven to conserve and develop all that is beautiful
in the various styles met with, the result being that Lahore itself
practically combines the styles of the province. Plate No. 22-A
shows a Panjab wood-carver at work on one of the brackets of
the Panjab Balcony (Plate No. 21). Behind him has been placed
a characteristic overmantel and on the floor a panel from the
Panjab Room (Plate No. 3). The sketch has been supplied by
Munshi Sher Muhamed. The following are the morc note-
worthy examples on view :—Bokkirchas from Rs. 20 to Rs. 50,
tables, Rs. 40 t6 Rs. 45, by Lala Sant Ram (Plate No. 22, fig. 3).

AMRITSAR WORK.—(Plate No. 22, fig. 2.)~ The carvers of
Amritsar have perhaps the highest reputation of all the many
skilled wood-workers of the provinces. Particular attention may
be directed to the Cabinet, Rs. 500, the window (bar7), Rs. 312,
the tables, Rs. 100, shown by the well-known firm of Messrs. Devi
Sahai Chamba Mal. A beautiful screen by Thaker Singh has
been classed under pinjra-work though of course it might equally
well appear under this division. It is offered for sale at Rs. 625.

CHINIOT WORK.—Although this town has a style of wood-
carving of its own (already briefly described) it is best known for
its brass inlaying on shisham wood. The most noteworthy
cabinet maker is Mahommed Hussain.

JALLANDHAR.—The wood-carvers of this town have deve-
loped a style of their own that resembles that of the United Prov-
inces. In Plate No. 22, fig. 1, is shown a rectangular table made
by Barkat Ali of :Jallandhar which has been purchased by His
Excellency the Viceroy.

KASHMIR WORK.—The wood-carving of Kashmir State is
so very similar to that of the Panjab that there would be no ad-
vantage in assigning it an independent position. The population
of the State doubtless. came mainly from India and brought. with
them their arts,' somewhere in the 14th Century,  In this respect
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Kashmir is very different from the other great Himalayan State, pivision 13.
Nepal, which drew its people and their arts mainly from the CARYING.
North. The present-day arts of Kashmir bear little or no trace
of the Grecian Doric of its Martand, Avantipore and Bhaniyar Doric Art.
temples (700 to 1260 A. D.), still less of its more ancient Buddhism. Buddnist
The artificers are Muhammadans and their crafts are of Indian or
Persian origin. But none of the bold piijra-work and simple
but effective wood-carving, that characterised the wood-work of
the State some 15 to 20 years ago and possibly for centuries pre-
viously, will be found in the Exhibition. That style took its Muhammadan
birth with the conception that raised some of the famous mosques
such as Chakoti—a wooden building which, till a few years ago,
was the admiration of all visitors but which by the earthquake of
1885 was levelled to the ground, much as its still more ancient
masterpiece, the temple of Martand, had been demolished. The
wood-work of Kashmir to-day seems to have originated by a Modern
European suggestion, given some 8 or 10 years ago. The series Art
shown in the Exhibition (Plate No. 22, figs. 4, 5, 6) are all good
of their kind. By some persons this style is admired, by others
regarded as superfluous and burdensome through the under-
cutting rendering the walnut-wood dull and unfeeling which no
realism or skill can overcome.

The screens, tables, picture frames, etc., shown have been pro-
duced by Jubbar Khan, Habib Joo, Lussoo, Subhana, Khizra and
other wood-carvers and art dealers in Srinagar. Small drawing-
room tables of the very best style and workmanship, average from
Rs. 20 to Rs. 100 according to size. Perhaps onc of the most
surprising features of the Exhibition may be said to have been the
avidity with which every bit of this modern Kashmir work was
purchased. '

2nd : - United Provinces of Agra and Oudh—Wood-Carving.
Wood-work constitutes a by no means unimportant aspect of
the architecture of these provinces. It is carved, painted or inlaid
and the timbers mostly employed are skisham and sal. For furni- 7jmbers
ture and other ornamental purposes, the woods are skzsham, ebony, ot
nim, and white-wood (dudhz). 'The chief centres (in}alphabetical
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Budaun, Bulandshahr, Farukhabad, Ghazipur, Lucknow, Mainpuri,
Muttra, Saharanpur, etc.

Following the course adopted above, the wood-work of these
provinces may be studied from the example of a door (Plate
No. 23). Perhaps its most remarkable features might be said to be
the strongly Hindu or Sikh tendency. The lower or cusped mikr (b,
described in connection with the Panjab Door, is absent, but the.
upper flat arch is present and embraces a large over-door panel
(below the second lintel) which carries in the centre of a diaper
pattern the figure of Ganesha. There are no superimposed and
half imbedded pilasters, though the door frames are carved into
numerous heads that manifest either spirally arranged garlands or
portray dwarfed pilasters that carry the flattened arch and
spandrel of the over-door. Pinjra panellings (as described
under the Panjab) are unknown, but the door leaves are panelled
in boards that are richly carved, in geometric designs, with floral
rosettes within the meshes, ‘

The door and window frames are massive (square on section)
and flat on the surfaces—peculiarities preserved in the ultimate
elaboration. They are cut up and carved (as already indicated),
on the upper half or two-thirds of their length at least, into numerous
parallel imitation beads and frames, but on the lower third are
preserved in their massive form and developed into rich and most
effective basement panels. The carving is below the surface of
the structure but nevertheless fairly deeply under-cut. Excepting
in the door leaves it is rarely placed under geometric restraint
but is free, bold and graceful. It is cut in rounded, not sharp V-
shaped section. The tips of the leaves and of the floral petals
are thickened and compressed and turned over in a curious
manner, suggestive of a plastic material, a feature by which this
style of work may be instantly recognised.

It may thus be said that, through carving and surface orna-
mentation, structural features are imitated that do not exist in the
scheme of door construction. Though the general effect is
undoubtedly admirable, a careful study of such doors and a com-
parison with those from other parts of India, leaves the impression
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that an effort has been put forth to recover by the carver’s art the oivision 3.
dignity disregarded by the joiner. CARVING.
CHIEF EXHIBITS ON VIEW.
SAHARANPUR.—Against the eastern wall of the Main Gallery
of the Exhibition there will be found a good example of a door
(Plate No. 23) made in this style at Saharanpur by Surja Mistri.
It was prepared for the Lucknow Museum but has been sent on
loan by that institution to Dehli. In the Calcutta Museum there
is an even finer example which was procured from Saharanpur
some 20 years ago.
Saharanpur used to enjoy a great reputation in the manufacture, {gharanpur
in vine pattern, of carved caskets, bread plates, trays, salad knives WOork:
and forks, picture frames and the like, done in the soft white-
wood known as dudhi, but though this still survives it has given
place to the modern wholesale traffic in the production of vulgar
and common-place braclets, folding octagonal tables, etc., in red
tun and mulberry woods, cut by the machine fret-saw and exported
to Europe and America by the thousand, and there accepted
apparently as typical examples of Indian wood-carving. Thisnew

traffic has very nearly killed the beautiful sAisham wood-carving of janaranpur

Saharanpur and of one or two other neighbouring towns. As Wore o4
illustrative of the modern trade, however, one or two of the best
examples of fret-saw work in “cigar-box wood” (as it is popu-

larly described) will be found against the south wall of the Main
Gallery. These are exhibited by Aziz Din, price for the over-

mantel Rs. 1oo, for the screen Rs. 75,

Should replicas of the Saharanpur Door be desired these could
be obtained to order for about Rs. 1,000 but could not be turned
out in less than a year for each door.

FARUKHABAD has enjoyed the reputation of producing sume fgrukhabad
of the finest wood-carving of these provinces, The art seems to be
confined to at most one or two families and the finer specimens to
one man. Inthe Loan Collection Gallery will be seen a screen (Plate
No. 23) produced hy Nek Ram, Mistri, the most expert carver of
Farukhabad. This may be taken as representative of the hest
work of that place though, in conformity with modern craving, fret-
work panels have unfortunately been introduced. It will be seen
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Special
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Nature of
Carving.
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of Art
Industries.

described. One of the special features of this workis the method
of carving the pinnacles, struts and other adventitious ornaments.
These are completely excavated into cage-like traceries, often with
idols left within, such as are seen in Burmese ivories. In the Main
Gallery a few additional examples of Farukhabad work (picture
frames, brackets, etc.) will be found and offered for sale at moderate
prices.

NAGINA, in BIJNOR DISTRICT, is the centre of a graceful style
of ebony carving. This has attained a high proficiency, in the
cabinet-maker’s trade, but does not seem to have had a prototype in
architectural wood-work. It most closely rescmbles the intricate
incised carving on the very oldest of Hindu doors already mentioned.
Tables, chairs, caskets, picture frames, walking sticks and other
such articles are turned out (Plate No. 24) richly chased by a
delicate and crisp surface ornamentation that is purely floral and
which can hardly l:e described as restrained by geometric tracery.
It is cut in imitation of panels and frames, o suit the surfaces
treated, and the borders are often in simple dog-tooth (kingri)
pattern. The chief floral conception may have been suggested by
the scorpoid twisting and thickening of the flowering tips of the
wild heliotrope. The effect of the carving is enhanced by the
clever way the background is punched in minute circles. This not
only gives a finish to the work but rclieves and heightens the carv-
ing. For picture frames and caskets this style of work is well
suited and has been taken advantage of by the miniature painters
of Delhi to set off their choicest productions. (See Fine Arts
in the transept.)

There is perhaps no more surprising peculiarity of the Indian
Arts, than their sudden and unexpected appearance in isolated
localities, often remote from the sources of the materials required.
Nagina is a remarkable example of this. It is a small and unim-
portant village, many miles from the nearest forests of ebony and
distant from either a large city or a possible wealthy patron.
The craftsmen are Muhammadans who, until comparatively re-
cently, were in a state of abject poverty. There arc only four
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shops each giving employment to perhaps half a dozen workmen bivisioN 13.
and for many hundred miles in every dircction around this little cﬂ"?&};,
art oasis, there are no other workers in ebony and hardly any
wood-carvers of any description. From one end of India to the
other this particular style of incised wood-carving occurs nowhere
else except in the village of Nagina.
The following are some of the more remarkable examples of
this work and the names of the better craftsmen:—A screen
No. 3801, price Rs. 1,250, by Abdulla. An overmantel No. 3911,
price Rs. 650, by Moula Buksh, and a table No. 3875, price
Rs. 156, by Murad Buksh.

3rd :- Central Provinces Wood-carving.

NAGPUR and several other large towns have had a consider-
able reputation for wood-carving and the door that will be found
attached to the south wall of the Main Gallery of the Exhibition
may be accepted as fully representative of the style of work that is
characteristic of thesc provinces. It will be seen to hear a strong
similarity to the Mahratta (or Deccan) style and thus to blend
almost imperceptibly into the Chalukyan art which, like a belt,
severs the Indo-Aryan from the Dravidian styles, as it stretches
from shore to shore across the peninsula from about Mysore on
the west to the mouths of the Kistna and Godaveri on the east.

The doorway (No. 38, price Rs. 575) was exccuted by Ramji.
The leaves of the door are divided into ten square panels, each of
which contains one of the incarnations of Vishnu as described in
Hindu mythology. The jambs are flanked by squarc tapering
pilasters in the middle of which are carved two figures represent-
ing Fay and I"ijay (luck and ill-luck) and at the top amongst
foliage are Gurud and Maroti. In the centre of the lintel
is the usual representation of Ganpati and at the bottom of the
steps are two demons (shankharder). Above the whole is a
cornice richly decorated with elaborately carved pendants, the
whole of which is supported by corbels in the shape of animal
heads. A striking feature is the corner pendantives which are
very elaborately carved. They represent lotus flowers and sup-
port figurcs riding on peacocks.
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£th: Bengal Wood-carving.

Wood-carving is by no means a characteristic feature of the
Lower Provinces. In Gaya and Maldah there are some good
examples to be seen in connection with old houses and the wood-
carvers have a local reputation. (See page 143.) As illu-trative
of the insignificance of the art in Bengal, it may ke mentioned that
in the Native town of Calcutta scarcely a door or window can be
discovered that displays any trace of wood-carving or in fact any
architectural features of interest or beauty. In furniture making,
a certain skill has been attainc by the carpenters but exclusively
in European de:igns an1 mostly through the training imparted in
the workshops of European firms.

Sth: Nepal Wood-carving.—(Platc No. 23.)

It seems desirable to treat the Arts of this State quite indepen-
dently of those of the provinces to which it is adjacent, owing to
the fact that in art conceptions it is more nearly rated to Thibet
and China than to India. The comparatively recent engrafting of
Hinduism to its earlier Buddhism has given the only Indian feeling
that can Le traced in the work of its skilled artificers.  The valley

Absence of

Tnfivence was never conquered by the Muhammadans and in consequence
its arts are uncontaminated by Indo-Saracenic influences. But
freed from the restraint usually imposed by Muhammadanism, the
exuberance and fantasy of both Hinduism and Buddhism have in
Nepal been allowed to run riot.  Fergusson says ‘“the style may
be called barbarous, and the buildings have the defect of being
principally in wood ; but their height, their variety of outlinc,
their wealth of carving and richness of colour are such as are not
to be found in Benares or any other city of the plains. The real
point of interest in the Architecture of Nepal lies in the fact

A Microcosm that it presents us with a complete microcosm of India as it was

of Ancient

India.

in the 7th Century, when Hiouen Thsang visited it—when the
Buddhist and Brahmanical religions flourished side by side, and
when the distinctive features of the various races were far more
marked than they have since become under the powerful solvent
of the Muhammadan domination.” [’assing over a gap of many
centuries and coming down to about 150 years ago, Nepal was
conquered by the Gurkhas and its various petty States absorbed
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and merged into a central administration that gave more attention prvision 13.
to military than to domestic affairs. The Newar craftsmen-—the oo
artists of the State—the chiel workers in metal and wood— found
accordingly little or no market for their skill, hence for many years

past the art industries have been declining both in merit and
importance. The older houses and temples of Katmandu and

other towns show the proficiency that once existed.

The examination of Nepal wood-work first suggests the ob- ghier
servation of its strongly Chinese feeling ; then its curious practice e Styie.”
of superimposing structural features—a sort of appliqué in wood-
work—arrests attention ; lastly the superfluity of animal forms en-
grosses the observer’s thoughts. The strutted roof-supports are
seen to be carved into a multiplicity of gods perfectly bewilder-
ing ; below this is a frieze of lion heads, still lower a border or
wavy line of serpents, next a profusion of carved pillars with hardly
any two alike and lastly imitation brackets, spandrels, over-doors Islt'.‘r!ntx%'f,it?;'es.
and other such superimposed structures that portray a medley of
gods, demons, dragons (4/7/is), serpents and other fantastic ani-
mals—for which there is no parallel in the wood-work of India.
Projecting windows, perforated panels and massive lattice-work
cenclosures, are prominent features of the style, but the doors are, as
a rule, unimportant and hardly if ever carved.

CHIBF EXHIBITS ON VIEW.

On the western end of the Main Gallery will be seen the court-
yard of a house in section and much reduced in size though
sufficiently large to show every detail. .Also on the walls a few
articles (fire-place, brackets, ctc., Plate No. 25) prepared by the
Newar wood-carvers in adaptation of their art to modern house
furnishing. There will also be seen a remarkably beautiful trunk
ornamented entirely in appliqué, two shades of pale coloured wood a &l‘iﬂ\vlvec::‘?h
only being employed. These admirable cxamples have beeen fur-
nished by the Nepal Government. Not only are they built up,
as it were, of numerous pieces of wood, one over the other,
but the colours of the wood employed are carefully chosen to
give the effect in light and shade that is specially desired. The
tetiboshi wood is pale coloured, easily worked and cheap. It is woods used.

115 Iz



Class IV ,— OFFICIAL CATALOGUE.

DIVISION 13.
WOQD-
CARVING.

Early
Style.

Fully
Elaborated
Style.

accordingly used for the larger parts. The saftisal is of dark
reddish colour, heavy, hard and close grained, hence largely
sought after for carving and is placed over the tifiboshi wood.
The sakua is of a still darker red colour, while the champi is pale
yellow. These are the woods mostly in demand and their assort-
ment is carefully considered so as to give the quaint barbaric
effect desired.

The art of Nepal may thus be spoken of as quite unlike any-
thing met with in India proper though it recalls some of the
features of the Burmese crafts.

6Gth :—Rajputana., Central India, Sind and Beluchistan

Wood-carving.— (Plate No. 26.)

Throughout the whole of the wide range of country indicated
under this section, the chief if not the only timber sufficiently
abundant and at the same time suitable for woodework, is the
habul (kikar) or other species of the gum-arabic kind. The
rohira might be mentioned as the next most abundant and suitable
wood. But the deserts and rainless tracts embraced, afford nu-
merous rich supplies of variously coloured and admirable marbles
and sandstones, suitable for house construction, hence the orna-
mental carving met with is, for the most part, in stone, not in wood.
In fact the wood-carving that does occur in any abundance might
be described as of a very elementary (almost aboriginal) character
while the stone-work is of a far higher order than that met with in
any other part of India. One feels inchined accordingly to guess
that the wood-work most characteristic may be the survival of an
art practised by the aboriginal races, while the stone-work may be
the craft of a highly cultured and invading racc who attained their
proficiency in wood before they were compelled to apply their skill
to stone. The reader may recollect that (under Class 11 —Stone-
work, p. 60) the endeavour has been made to show that the lace-
like fringes and moveable pendants and the lattice-like perforated
screens with minute and elaborate stonc-carving, seen in the region
above indicated, are features better suited to wood than to stone.
The contention has in consequence been put forth that, were the
effort desirable, it might be shown fairly satisfactorily that the
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skilled wood-carving of India (that existed prior to the Muham- DIVJVS(I)‘(J)t[{’-l:!.
madan domination), might be traced in thc stone-work of Rajpu-  carvine.
tana and Central India, rather than in the bulk of the wood-work
of the present day. It is significant that in none of the palaces of
the princes and nobles of Rajputana and Central India, are there
examples of fine old wood-carving. Wood-work in these rich
repositories of art might in fact be regarded as conspicuous by its
absence while, as if in compensation, sandal-wood and ivory-carving
hold fairly prominent positions, Indeed the arts of carving in
these materials have attained some importance locally, though
the centres of these crafts arc remote from the regions of supply.
(For further particulars the reader should consult Class V, below.)

It would seem almost certain that the carly wood-carving of
the country here indicated was, a few centuries ago, exclusively
incised, that is to say, scratched or cut below the surface and
notched or dog-toothed on the margins. While hunting up the
collections shown in the Exhibition, the writer discovered, in a
store-room of the Dargah of Ajmir—the tomb and mosques of the
revered Khwaja Sahib—two pairs of doors. These were lying on
the floor and utterly neglected.  Un inquiry the information was
clicited that they had been brought by the Emperor Akbar, [rom ghipron
the third destruction of Chittor in 1580. Assuming this report to Door.
be correct (which there seems every likelihood to be the case), thesc
doors are amongst the oldest examples of Hindu wood-carving in
existence. Plate No, 26 (to the right) gives a fairly good impression
of the constructive and decorative peculiarities of one of these.
It wil be seen that there are two leaves; that there is no dunus or
overlapping bead (such as described above under the Panjab Door,
p- 107); that the ornamentation has been made to it into a simple
pointed arch, a flat portion of the door surface being left both on
top and bottom to rest against the top of the door frame and the
door-step, just as in the old Bikanir Door shown on Plate 3z ; lastly
that the carving is flat, incised and in primitive designs such as
would alone have been possible to crude workers on an exception-
ally difficult timber, There is no trace of the Hindu exuberance
in animal forms, characteristic of recent ornamentation and (it thus
seems possible) that just as in the older doors, to be seen in Lahore
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Bikanir.

Indore.

CHIEF EXHIBITS ON VIEW.

MArRWAR.—Alongside of the Chittor Door and to the left
have been shown on Plate No. 26, a characteristic modern door
and window from Marwar. These are in rokira wood (Iccoma
undnlata) and, for the most part, display the skill that may be
obtained in simple notching or dog-toothed ornamentation. The
clever perforation of the window-panel gives the effect of the
transparencies and mosaics of Rajputana in a most surprising
manner, the flowers and peacocks showing up as if in coloured
glass, through the study of light and shade that has been accom-
plished. These have been furnished by the Mehkura Raj,
Marwar, Jodhpur, the price of the door being Rs. 219 and of the
window Rs. 62. In the same plate has been shown an over-door
placed above the Chittor Door. This may be accepted as illustra-
tive of the modern style of work that has crept into the country
from the Panjab. The scrolls manifest flowers and birds, carved
in fairly high relief. This has been contributed by the Jodhpur
State and is for sale, the price being Rs. 81.

In KACH STATE window-shutters are often highly artistic
objects. They consist of a perforated tracery of wood placed
over looking glasses. The carving is bold, twisted and profusely
flowering. 1In Jaipur a modern school of wood-carvers exist who
work in shisham wood. They turn out a striking style of work,
vis., intricate, deeply cut, compactand heavy, as if portraying
fruits rather than flowers. Bikanir is famous for its carved red
sandstone but its wood-carvers are also experts. In Plate No. 26
will be seen an opium pestle and mortar and glove box from
Bikanir. The painted and gilded marble, cement and wooden
panels of the older palaces of Bikanir, manifest in a remarkable
degree the high skill attained. One of thesc will be scen on Plate
No. 18; and three have been placed below the Bikanir sandstone
window on the north wall of the Main Gallery and against the
outside of the Burmese Room. In Indore, wood-carving is
liberally used in house decoration.
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Though remote and isolated both in style and location from pivision 13.
the other articles, a crude chair has been shown in Plate No. 26;  cimvive.
this was procured from the Waziri country. While exploiting Wazlel
the resources of the town of Bannu, the writer's attention was Head-pleces.
drawn to a curious feature in the chérpais used by the Waziris.

At the head and at the right-hand corner, these possessed an
erect and curiously carved board. It was explained that this was
intended as a back-rest, so that the chdrpai might be used
during the day as a sort of chair or couch. The chaics have been
constructed to show the peculiar and primitive wood-carving
characteristic of these bed-heads ; it might almost be spoken of
as the prototype of the style of work secn on all the oldest

examples of wood-carving met with in India.

7th ;- -Bombay Wood-carving.— (Plate No. 27.)

This has to be severely isolated into at least two if not three ‘sl&\;l:sus

widely different styles of indigenous work as well as one or two
foreign crafts that have become securely engrafted to the province.
The Jaina and Saracenic wood-carving of Ahmedabad and Gujerat
generally (including the Hindu form of Kathiawar), are col-
lectively as distinct from the Chalukyan and Saracenic arts of
Khandesh, the Deccan and the Mahratta country, as it is possible
to imagine. 1t is extremely difficult, however, to convey, in a
few Lrief sentences, a satisfactory conception of these characteris-
tic and widely different styles of architectural and ornamental
wood-work. The following may be given as a few of the more
prominent featurcs : —

(A} GUJERAT may bc spoken of as comprising two great forms Historic
(@) the Jaina or Hindu style and (4) its Muhammalan adaptation Facts.
and devclopment. So in the same way it would not be very far
from correct to regard the Saracenic Art and Architecture of f‘%‘;‘éﬁ’:ﬂ{’d
India as referable to three great schools with numerous minor Influence.
oifshoots, »iz., the glorious Mughal conception that attained its
highest state in the tombs, mosques and palaces of Agra and Delhi
(1494 —1750 A.D.); the dwarled styl: of the kings of Gujerat
(with their capital at Ahmedabad, 1396—1572 A. D.), where loss
of breadth may be spoken of as redeemed by elaboration in detail:
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The Arch.

The Bracket.

The Dome.

and lastly the graceful dignity and boldness of the Bijapur work
(1489—1660 A.D.). The more remarkable features of these three
schools of Muhammadan Art and Architecture have governed the
industries of India for many centuries and carried down to the
present day much that was beautiful in the Hindu and Jaina
ornamentation of times and dynasties almost lost and forgotten
otherwise,

It would necessitate the production of an elaborate treatise,
to portray with any degree of accuracy a conception of Jaina
architecture—the undisputed model upon which the chief peculi-
aritics of the Ahmedabad Saracenic have been evolved. With
the disappearance of Buddhism (in the 7th Century), India may be
viewed as having had three great religious faiths —Jainism in the
West, Vishnuism in the East and Shivism in the South.  Jainism
reached the zenith of its course about the 1ith Century, when
some of the finest of its temples were constructed, such as thosc
of Abu and Girnar. As the Jain religion gradually lost its hold
of the people and became contaminated or amalgamated with the
two great factions of Hinduism, the arts and architecture of the
Jains lost their individuality,

The dominant characteristics of the Jaina art may be said to
proceed from the conception of an arch. This was horizontal,
never formed by radiating voussoirs, Each succeeding layer was
made to project beyond the preceding, until the centre was
reached. The degree of projection was governed by the size of
stones available and hence, with large stones, the layers were
reduced in number and became continuous brackets, thus origi-
nating a flat not a pointed arch. To the south this developed
into interrupted brackets, hence the bracketed capitals and flat-
roofed halls of a thousand pillars, that arc perhaps the most
significant peculiarities of Hindu architecture. In other words
the bracket became a formative feature that governed both the
character of the building and the nature of the ornamentation. To
the north the horizontal arch similarly gave birth to the horizontal
dome, a conception that allowed of its construction on pillars. To
reduce the square form to the circular, 12 pillars were necessary,
the corners being bridged across by architraves.  With larger
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buildings an aggregation of pillars and bridging architraves, upon pivision 13.
the principle indicated, up to 56 or more became possible. Obvi- CVXS%',’{(;,
ously, however, this system was governed by the length and
strength of the stone available and a maximum of say 12 to 15
feet was almost necessarily the limit. To overcome this defect
two contrivances were resorted to (a) the production of bracketed gracketed
capitals that might expand the distance between the pillars; (4) a
support or strut, carried to the middle of the architrave, starting
from an additional bracket placed about one-third from the top
of the shaft. Both the brackets and struts became highly ornate struts.
featurcs and are carved and sculptured into fantastic forms, while
essentially assorted on horizontal and concentric rings. Lastly,
there being no lateral thrust the necessity for a keystone did
not exist and in consequence the stone that completes the dome
was developed, within the structure, into a superb pendant which The Pendant.
“hangs {rom the centre of the dome more like a lustre of crystal
drops than a solid mass of marble or of stone.”
The varicd outline, the light, grace and delicacy of Jain
temples, have to be seen to be appreciated. They practically
justify the intricacy of the ornamentation that universally prevails. Jain
With a larger structure and one where reliance was placed very don. menta
ncarly cxclusively on proportion and shade, elaboration soon
becomes not only useless but in bad taste. With the Jaina
arts and architecture it might almost be said that no elaboration
could be in excess of the propriety and necessity of the style.
(B) DECCAN.—Similarly the second great group of Bombay
Presidency wood-carvings, ziz., that of Khandesh and the Deccan,
may be viewed as possessing both a Hindu and a Muhammadan
type. The latter attained perfection with the tombs, mosques
and palaces of Bijapur and the former—a survival of a still more Bijapur
ancient art—evolved into splendour with the establishment of the
Kalyan dynasty, somewhere in the 6th Century. This may be Chalukyan
spoken of as the Chalukyan style and stated as severing India into
Northern and Southern sections. It has also been speculated that
the Chalukyans were by religion Jains originally, though for many
centuries their descendants have been Hindus. Their arts in con-
sequence manifest a co-equal tendency to Jaina and Hindu feeling,
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Dl‘vl‘;%lgg_w- The Muhammadan art of this region (as already remarked)

CARVING. may be regarded as having taken its birth with the architecture
of Bijapur. This will be seen in the paper impression furnished
by Mr. C. L. Burns, Principal of the School of Art, Bombay, and
placed near to the Agra House. The fittings of the boudoir in the
Circuit House have also been designed to exemplify other
features of this style and special attention may be drawn to the
fire-place, adapted by Mr. Percy Brown, from Ibrahim Razah’s
mosquc, and made by the stone-carvers of Jodhpur.

It may serve the immediate purpose of this work, namely, the
exemplification of the more striking styles of wood-caryving met
with in Western India, if a few of the better known develop-
ments be now discussed and reference made to the cxamples in

the Exhibition,

CHIEF EXHIBITS ON VIEW.
g{x;?:dabad AHMEDABAD.—The claborate and i.ntri(‘atc Jaina and Iindu
styles of architecturc and ornamentation (Plate No. 27) that
still survive in the Jain and Hindu temples of the Western Presi-
dency and which were adapted to the requirements of - the
Muhammadans in the 15th Century, may be said to have attained
their greatest perfection in the tombs and mosques erected during
the Ahmedabad dynasty. Thuese are more Indian in feeling
than arc the Saracenic buildings of any other part of India. In
fact the minarcts are simply clongated temples with the niches
containing vegetable scrolls in place of idols. This special
development in panelling, rapidly assumed the form of scrcen
Window and window tracery, in many respects unsurpassed for beauty
Tracery. and elegance in any part of the world. In the Rani Sipri's tomb
and mosque and in the Sidi Said’s mosque, of the Bhudder palace,
the finest examples of this art may be seen. The famous
windows of the last mentioned have been reproduced for the
Exhibition in wood. They represent the phenomenon, not un-
familiar to the Indian traveller, of a banyan tree growing out of
and around a palm until, in its snake-like entanglements of root

The Banyan and branch, the banvan strangles its foster parent. The equal

ree spacing, the assortment and distribution of the parts, carries
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this conception into the highest domain of conventional decora- pivision 13.
tive art, whilc the atmosphere of nature is uncontaminated. Its c‘,’,"é’f,’,‘,’,‘g.
inception may be traced to the Jamma Musjid and its perfection
seen in the Sidi Said mosque, but for 400 years it has pursued
the arts of Ahmedabad without deterioration to any material
extent. It is repeated time after time, in the carved stone, wood,
sandal and ivory, in the carved hide-shields, in the kinkhabds and
other textiles, and in the gold and silver plate and jewellery,
until it has become the most characteristic feature of Ahmedabad
art. Plate No. 27 shows a group of carved wooden articles, hide-
shields, ctc., from Ahmedabad, with in the background a faithful
reproduction (in full size) of one of the Sidi Said windows. It
will be noted that everywhere the minarets of the mosques are
drawn upon for the uprights in the screens, brackets, etc., while
the tracery is invariably after the encircling contortions of the
banyan tree.

In addition to these peculiarities the arts of Ahmedabad, from
the temples and mosques to the cabinet makers’ productions, show
anintricacy and claborateness that recalls the ebony wood-carvers’ Intricate
work of Nagina, rather than the architectural wood and stone
carvings of any other part of India. It is this rigorous attention
to detail that makes the work so much more expensive than that
from all other art centres.

The more strictly Hindu style, of recent date in Ahmedabad, Anmedabad
may be studied in the carved house from that city which has been
placed across the west end of the Relreshment Room and thus
facing the side door into Bhavnagar House. This was secured by
the writer, through the kind assistance of Mr. W. O. Alcock,
Assistant Collector of Ahmedabad. The house had to be pulled
down, by orders of the Municipality, and thus, through a happy
accident, became available for the Exhibition. The wood-carving
it displays is in the style that prevailed about 150 years ago. The
scaly pilasters will doubtless be much admired and admitted as
recalling those of the sandstone jhdroka of Jodhpur. In con-
structive details this Ahmedabad House closely resembles that of
Bhavnagar.

Numerous brackets and other such articles will be found on the
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DIVISION 13. tables of the Exhibition executed in the best Ahmedabad style.
carvING. Of these the following may be mentioned :—

A teak wood carved bracket (No. 4652) priced at Rs. 205;
a smaller one of similar wood (No. goz) and a large bracket in
black-wood (No. go6) carved at Kalupar and priced at Rs. 28o.

In Mangrol (Kathiawar) good wood-carvers are to be found
who produce black-wood exactly as in Ahmedabad. A few ex-
amples will be found in the Exhibition by Kachra Doolabhram.

Bhavnagar House.—(Plate No. 28.) —Turning now to the
more Hindu style of wood-carving, seen in Gujerat, the charming
reproduction of a portion of a palace, contributed by His Highness
the Maharaja of Bhavnagar, may be accepted as fully character-
istic of the purest and best work of former times. This will be
found on the left-hand side of the Refreshment Room. Mr.
Proctor Sims, the State Engincer of Bhavnagar, has given this
reproduction his most carcful attention and it may accordingly be
accepted that, in constructive details, in ornamentation and in fur-
nishing, it is an accurate and faithful reproduction of a portion of

Charucteris a Rajput Chicf’s palace in Kathiawar, Plate No. 28 shows the
front elevation of the building which it will be noted consists of a
ground floor and an upper storey. The lower windows are in a
rich form of lattice, consisting of rounded balls beautifully carved
and fixed together in geometric form. This style of pinyra-recalls
at once the turned lattice-work of Egypt and the perforated stone
panels of the Chalukyan temples. The painted ceiling of the
lower room represents the moon-light dance of Krishna and the
Gopis (or milk-maids), while flowers are being showered upon
them from the clouds.

Mr. Proctor Sims informs the writer that, when the head car-
j-enter of the State was told His Highness had given orders that, in
constructing this model house, he was to follow most carefully the
time-honoured rules and traditions of his craft, he expressed the

Modern greatest pleasure since he regarded thc modern departures (all
egeneration .

too common) as degencrations. As the work progressed he

observed that the finger of God was pointing the way and that

accordingly mistakes were impossible. Insupport of this belief he

quoted the ancient rules of his craft such as that if the nine planets,
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the twelve signs of the zodiac and the hitcen dates of the lunar pivision 13.
month, were kept in line together, Vishwakarma had told that 0‘2’;)31%-(;,
they would subtend a right angle. Further that the breadth of
the room should be divided into 24 equal parts, of which 14 in the
middle and 2 at cach end should be left blank, while the remain-
ing two portions should each form windows or jidlis. The space
between the plinth and the upper floor should be divided into
nine parts, of which one should be taken up by the base of the
pillar, six parts by the column, one by the capital and onc by
the beam over it. He then added that should any departures be
made from these rules, the ruin of the architect and death of the
owner were sure to follow.

Is it to be wondered at that the Kathiawar House should be
beautiful and dignified when constructed under conditions and
rules that have taken hundreds of years to evolve to their present
perfection ?  The wood-carving will be at once admitted as grace-
ful and artistic, especially the pecacock-like (morli) elaboration
of the protruding joist ends, the pendants and veils of the brackets
and capitals, and the curtain-like festoonings of the component
parts of the scrolls and other ornamentations. The struts support-
ing the upper balcony are deeply under-cut, the design being richly
interwoven with animal subjects and foliar elaborations. In these
it is not infrequent to find the motto “Live and let live” A purpose
portrayed. A man is represented shooting, with the bow and 1‘;83:3‘““’“'
arrow, a falcon which is about to strike a pigeon, while a snake
has that instant bitten the man. The Bhavnagar style is onc of
the most prevalent and characteristic met with in Gujerat, and
very possibly originated in ancient Cambay and from a Hindu
rather than a Jaina conception.

Bhavnagar House has been purchased for the Indian Museum,
Calcutta, where it will be reconstructed.

The Baroda Balcony, thrown over the door into the
Exhibition office, will be seen to bear a close resemblance, in
most of its details, to the Bhavnagar louse but to manifest
numerous modern or local developments. This singularly grace-
ful structure was made under the supervision of Mr. G. R. Lynn,

Statc Chiefl Engincer of Baroda, and by the carpenter who ls’fy’i%‘.la
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IVISION 13. constructed the pigeon-house shown at the Colonial and Indian

WO0O0D~
CARVING.

Exhibition of London. The tail-piece shown on page ¢8 shows
a portion of the festooning scroll work not only seen in the
Baroda Balcony but throughout the wood-work of Gujerat and
Kathiawar.

Bombay Black-wood Furniture.—This art was introduced
into Bombay many years ago and to this day is mainly produced
by the Portuguese inhabitants. At one time no house in Bombay
was considered well furnished that had not many pieces of this
work. For some years past, however, popular fancy has changed
and good black-wood can hardly be procured. Some three or
four samples will be found in the Exhibition and offcred for sale
at moderate prices.

8th :—Mysore and Coorg.—(Plate No. 29.)

It has already been observed that a powerful art influence,
generally spoken of as the Chalukyan, took its birth with the
establishment, in the G6th Century, of the Kalyan dynasty. This
survived, in its integrity and purity, till the dark ages, say {from
about 750 to goo A.D., when the craftsmen were gradually con-
verted to Hinduism and thus diverted their skill to the produc-
tion of a mixed form of Hindu and Chalukyan art. This has,
however, preserved, to the present day, sufficient of its original
conception to now constitute a perfectly distinct style {from that of
other parts of India and one which has exercised a very consider-
able influence on the art crafts of the southern peninsula. From
the town of Kalyan, in the Nizam’s territory, the Chalukyan
inspiration spread cast and west until it cxtended from the
Southern Mahratta country and Mysore to the Bay of Bengal
(between the mouths of the Kistna and Godaveri) and north until
it embraced the whole of the Deccan, Khandesh and Berar.
It thus severed the Dravidian arts and architecture of the
southern extremity from those of the Indo-Aryan and Saracenic
of the northern sections of India.

It has been surmised, from the many points of similarity of the
older temples of this class (met with in the central tracts of India)
to the modern Jaina structures of the western and north-western
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portions of the Bombay Presidency, that the builders of these bivision 13.
monuments were originally Jains or perhaps followed a faith that CXVRVOIE'G
possessed many tenets in common with both Buddhism and Jainism.
The later monuments gradually show, however, a stronger and still
stronger taint of Iinduism, until in Hallabid, the last and in some
respects the grandest of all, they are purely Hindu temples. The
building of Hallabid was suddenly left off through the conquests
of the Muhammdans in 1310 A.D., and at the samc time the art
instincts of the people, in this tract of country, were so completely
annihilated that nothing new has since been produced by them.

The continuity of great works and the preservation of a style
of art from generation to generation is only possible through the
guiding and controlling power of religion. A decadence of the
Chalukyan art was accordingly instantly started, when Hindu
influence was brought to bear upon it. Sculpture changed from
a decorative and high art, to the production of conventional sta-
tuary, intended to portray celestial forms.

Turning now from the temple to the homestead, it may be Personal

ornment.

remarked that house and personal ornamentation usually follow
the types established in the sanctuary. The great prototypes of
the secular ornamentation, of the region here dealt with, may
accordingly be said to have been the temples of Hammoncondah
(near Warangal), in Hyderabad, and of Somnathpur, Baillur and
Hallabid, in Mysore. The sandal-wood carvers of to-day copy the
statucs and idols of the niches and the panellings of the walls of
these temples. The bracketed pillars and massive over-door
frames and architraves, with their niches and idols, are regularly
copied and have become features in sccular construction. The
perforated stone windows and fan-lights, doubtless originated the
massive form of lattice (pinjra) work, peculiar to the Deccan and
Gujerat. Lastly, the celestial animals of the later developments of
this style may be presumed to have taken their birth from the
Chalukyan five-fold friezes of first the elephant, then the lion, ) Flve-fold
next the horse and above that the ox and last of all the bird. Friezes.
The bird depicted, however, often resembles the swan or goose,—
the vehicle of the creator, Brahma,—at other times it is a garuda
in monster form, such as a two-hcaded bird, an clephant-headed
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mv‘l%%}ll) 13. bird, a heavy-bodied elephant upon hippopotamus-like, short legs,

CARVING. a winged bull, or a monster tortoise. From each and every one

of these semi-aquatic mythical animals are seen to emerge, from

the tail or the mouth, a profusion of living things as if borne from

the waters of Nara to people the dry land. So also the bodies of

these strange animals are garlanded with plants and flowers, upon

which rest terrestrial animals and birds, while from their tails are

produced a profusion of floral and foliar ornamentations that

involve the whole structure upon which they are portrayed. The

peculiar twistings and feather and fan-like expansions of these

foliar tails, it will presently be shown, become dominant features

in the ivory, sandal and other wood-carvings, as also in the
jewellery, fabrics and carpets of the country indicated.

CHIEF EXHIBITS ON VIEW.

Against the south wall of the Main Gallery, and toward its
western extremity, will be found three carved wooden doors.
These have been specially selected to exemplify three stages or
degrees in Chalukyan art. They are as follows : the Bellary Door
(Chalukyan and Dravidian), the Mysore Door (pure Chalukyan),
and the Bangalore Door (a modern development).

The Mysore Door.—(Plate No. 29.)—The original of this is in
the portion of the old palace of Mysore that was not destroyed by
the great fire that effaced so much of value and beauty. The
replica was specially carried out under the orders of the Exccu-
tive Engineer in charge of the new palace works, supervised
personally by Mr. B. K. Venkatavaradiyengar, the President of the
Committee appointed by the Mysore Government to procure the
articles required for the Delhi Exhibition. It is a faithful repro-
duction and one of great interest. It will be observed that the
frame is exceedingly simple and massive, though richly carved.
Above the door-frame is placed a narrow lintel which must serve
a purely ornamental purpose. A frieze of goose pattern runs
along its length. The door itself consists of but one leaf, it
swings on pivots, not hinges, and has deep wings intended to
embrace both the door-step and lintel. It isrichly and elaborately
panelled, the 8 panel boards having bold animal forms carved
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on them in strong relief. The massive panel frames have rosette- DIVISION 13.
like expansions at the joints and around the brass bosses, that CARVING.
give a finish and dignity to the whole structure, most unusual in Distinctlve
Indian wood-work. It may be observed that the goose, carrying
a wreath of flowers and possessing a floriated tail, constitutes a
prominent feature in the ornamentation which, except for the
statue of Lakshmi on the lintel, has little or no trace of Hindu
ornamentation, as understood in Northern India.

The Hallabid door-lintel.—Placed over the Mysore Door
(Plate No. 29) but unconnected with it, will be scen two repro-
ductions in teak wood, of the stone lintels in the famous Chalu-
kyan temple of Hallabid. These were prepared at the writer's
request from the originals in the Bangalore Museum. The
mythical monster animal, discussed above, will be seen clearly por-
trayed. Its foliated tail and floral ornamentations of the body Foliated tail,
are the features of most interest, from the stand-point of decora-
tive art. The peculiar forms these assume may be traced in
practically every art of Mysore and a large portion of that of
South India generally, where found uncontaminated with modern
and specially European influence. The foliage will be seen to re- Nature of
present a pinnate leaf with numerous scorpoid flowering branches tion.
dispersed within the scrolls. In exemplification of the importance
of this observation and with a view to illustrate other forms of
the mythical animal so commonly portrayed and its domination
of the arts of South India, a selection of articles has been hung
on the walls around the Mysore Door. Of these may be noted ()
two sandal-wood carvings , the one showing an elephant-headed
hippopotamus, the other an elephant-headed goose, depicted
on the name-plates below the statues; (4) an ivory tortoise,
wreathed in flowers ; (c) a settee head-piece in ivory (rescued from
the old palace of Mysore and possibly 16th Century work),
ornamented in dragon forms; (2) a small casket in silver, showing
the double-headed goose; (e) lastly, two carved steel weapons, a
halberd and elephant ankus, which manifest numerous animal
forms of ornamentation of the kind here indicated. The green
and white carpet hung on the walls above the Bellary Door
is a reproduction from an old Hindu design which came very
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DIVISION 13. possibly from Warangal and which doubtless was intended to de-
CXV;&(;?{G_ pict the double-headed goose.

The Bangalore Dooy.—This has been specially constructed

under the supervision of Mr. J. Cameron, Superintendent of the

Bangalore Museum. It is in karachu (Hardwickia binnata) wood

—a wood that can only be carved when green. The style of
ornamentation of this door may be spoken of as an evident dege-

Finnate neration from the other type and one in which the pinnate leaf has
become larger and coarser (almost Acanthus-like) than inthe Mysore

sample. The door consists of two leaves and has an inner lintel,

within the frame, which supports a miniature niche for the idol.

I9th :—South India (Dravidian) Wood-carving.

So much stress has alrcady been laid on the importance of
the influence of architectural conceptions on the arts and
crafts of India, that it seems desirable to cxtend to South India a
similar m' thed of treatment,

The Chicf Dravidiin tcmples of South India date from about
the 1oth to 18th Centuries ; the more important ones having been
constructed about the 15th and 16th Centuries. They consist of a
fane placed more or lcss in the centre of a series of enclosures
with gateways (or gopurams) passing through these and leading
up to the temple itself. The oute most gateway is the largest
and most conspicuous structure whi'e the s nciu ry m'y be the
smallest or even the le. st important. The bathos of this arrange-
ment is, however, s:mctimes redeemed through the scu’ptures of
the t-mple !ecing superior to those of the gopurams, thus very
possihly indicating greater antiquity for the sanctuary. A study
of the Dravidian temples in the scquence of their ascertained
dates, reveals a most remaikable decline in artistic merit as
having taken place with the approach to jresent times,

Perhaps the most signiiicant feature of these monuments may
be said to te the effort expended by their designers to force ad-
miration through the display of inordinate human labour, in place

Characterls. of scientific and artistic skill. They are not constructed on any pre-
conccived plan. The effects of proportion and of light and shade
are utterly disregarded. I'or example, in the mouth of a yd/i (or
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lion-shaped demon) the tongue may be so cut from the solid rock DIVISION 13.
that it can be moved while it cannot be extracted from between cm"v‘}}’.a
the teeth. A chain of many frec links may be formed out of a
stone, five or six feet in length, and then uselessly suspended
from the ceiling. A rath, or carriage for the god, may be
hewn out of a huge boulder so that its wheels may be turned
round by the hand although the carriage cannot be moved upon
them. Such are the triumphs of past labour, that the visitor
is invited to inspect, or he may be asked to examine and pur.
chase, the equally absurd results of the present-day effort at
marvellous production, consisting of a carving that can bhardly be
seen by the naked eye (a statue of Krishna cut from a tamarind
seed), * The Lord’s Prayer” inscrited on a grain of rice, or a
table mat constructed of grains of rice ; superfluity of labour thus Superfluity.
made to take the place of intelligent and rational skill. This
feature permeates the Dravidian arts and accounts for the
agglutinations and cndless repetitions that everywhere prevail, in
the ornamentation of the temple or of the swdm/ cncrustation in
the metal wares and jewellery.
The next most striking feature of this style of work may be said Bfacketed
to be the ingenuity displayed to utilize to the full the bracketed
pillar. In place of struts thrown out to support the middle of
the architrave (as in the Jaina form of {lat roofing), supplementary Sumgﬁm?‘nsn-
or bracket shafts are introduced with transverse purlins supporting
the rafters ; by this means the middle space is widened. In the
older examples these supplementary pillars are {ree from the pier,
or at most are attached to it by open-work panels, much as in the
Hallabid perforated windows. So again they are at times exceed-
ingly beautifully formed and are clustered around the pier in a
highly artistic manner. Lastly their purpose may be utterly
disregarded and the pillars made so slender that they serve the
purpose of sounding hoards rather than of supports for the roof.
The more recent temples have the bracket shafts attached to the
pier, and very often carved into yi/i or lion-headed monsters.
As works of art these jd/i pillars are usually as barbarous as Yali Pillars,
they are architecturally superfluous. They constitute, however,
a highly characteristic feature of Dravidian form and thought,
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but have exercised comparatively little influence on the art
crafts of South India, when contrasted with the value of the
figures met with in the Chalukyan style. It has been surmised
that the conception of these yd/is, or animal supplementary pillars,
as also of the idols, etc., that are piled one on the top of the other,
from the base to the apex of the gopurams, may have originated
from the ancient practice of placing large terra-cotta figures
within groves near the homesteads—a practice that prevails to
this day over a large tract of Southern India. The yd/i pillars
are distinctly lithic not wooden conceptions and their progression
into wood-carving may, therefore, be regarded as due exclusively
to European suggestion.

One other feature of Dravidian architecture and the last that
need be here mentioned, may be stated to be the double flexure of
the cornice and the ogee-like ornamentation that runs along its
crest,—perhaps the most beautiful and valuable contribution made
by this style, to the decorative arts of India. The ogee arch of
the Buddhist rock-cut temples became with the early fathers of
Indian art almost a sacred emblem and thus passed down to the
monolithic temples of Mahavelipuram and from these into the
Hindu architecture of the Dravidians.

ExAMPLES ON VIEW.

The Madras Room (Plate No. 1) should be studied—more
especially the door—with a view to learning the chief features of
the wood-carving of South India traceable to the Dravidian style
of architecture. The fittings of that room have been prepared
by the pupils of the Madras School of Arts under the personal
guidance of Mr. A, Chatterton, B. Sc., the Superintendent.
These will be seen to manifest numerous reproductions of the
yd&li pillars and of the agglutinated style of ideas and forms so
prevalent in South India. The two superb Dravidian side-hoards
(Rs. 4,000), the writing table (Rs. 275), the lamp stands (from
Rs. 106 to Rs. 165), the easel (Rs. 165) and many other articles
exhibited both in the Madras Room and in other parts of the
building have been made at the School of Arts and are all for sale,

MADURA.—This town was long famous for a simple and elegant
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style of incised black-wood tables - ebony or more frequently piyision 13.
shisham made black through treatment with cocoa-nut oil. These C‘A”R(:,olg'c.
tables used to be sold from Rs. 5 to Rs. 100 according to size and
workmanship, but they are hardly if ever now produced although
two have been specially made for the Exhibition. The design
was plotted out by means of a pair of compasses, while the feet
were in the form of elephant-heads with extended trunks passing
to the floor. Recently the Technical School of Madura has
pioneered into new flights in which Burmese and other styles
have been copied while a further development of Dravidian style
has also been matured where the ydli figures of the great temple
are copied as the feet of the tables, etc. At the suggestionof the
writer two of the most suitable figures in the great temple have
been reproduced in wood as lamp stands at a half the original
size. (Plate No. 63.) These are on view (Rs. 6oo each) and
will doubtless be much appreciated since they have been admirably
prepared, and the Quixotic expression of the dancing archer
cleverly rendered from the granite of the original. These have
been purchased by the Indian Museum.

The Bellary Door (Chalukyan and Dravidian, Plate No. 30) is
one of the most dignified structures in the Exhibition. It was
made at the writer’s rcquest by a carpenter whose ancestors had
made nearly all the beautiful doors of Bellary city. He was found
atwork on parts of the door and was simply required to devote a
little more care and attention to it than he had originally in-
tended. It will be seen to consist of three frames—one within the
other—the innermost bearing the double-headed goose whose tail
has given birth to the elaborately interwoven scroll of the frame.
The charm of the door lies in the refinement given through the
portions left without any carving and in the ogee-like pattern
running round the double curved smooth frames of the door
panels. It will thus be seen that this door manifests both
Dravidian and Chalukyan feeling in its construction and ornamen-
tation. It is thus hardly correct (as has been done inad-
vertently on the plate) to describe the Bellary Door as Dravi-
dian. The tail-piece of page 169 shows one of the border
patterns and another will be discovered as largely used by
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DIVISION 18. the copper and brass smiths of Calicut in their embossed and
CAmRs.  pierced caskets.

Malabar.—The Cannanore Central Jail has for many years
cnjoyed the reputation of turning out some good wood-work
as also charmingly engraved cocoa-nuts. It would appear from
the character of the carving that the inspiration must have come
from Burmese prisoners since the style might be spoken of as
a greatly modified form of Burmese carving. The design is
first decply incised then the cdges of the floral scrolls and figures,
thus brought into low relicf, are rounded off and their surfaces
scratched in imitation of vcins, shadows, etc., This somewhat
resembles the old fashioned “Bombay black-wood furniture”
but is much fatter and never under-cut, so that m reality it
more ncarly resembles the wood-carvings of the aboriginal tribes
of Fiji or- New Zcaland. It is distinctly quaint. A writing
table is for sale (Rs. 250), and also a stationery holder (Rs.
31).

The Travancore House. -This beautiful and instructive ad-
dition to the Exhibition has been furnished by His Highness
the Maharaja of Travancore. Ithas been constructed against
the castern wall of the Main Gallery alongside of the Jodhpur
Jhéroka or projecting stonc window. Travancore House is in-
tended to depict one of the most striking features in the houses
of the well-to-do inhabitants of that State. The gable ver-
andah (if it may be so described), is truec in cvery detail to
those commonly seen in Travancore. It is richly carved, the
rafters and purlins being developed into a special type of
ornamentation quite unknown in any other part of India. This
may be said to be first met with in the porches or outer
corridors of the Dravidian temples, to the extreme south,
such as at the great temple of Tinnevelly. It recalls forcibly
the similar corridors and carved passages around the pagodas
as also the verandahs and open gable rooms of the monasteries
of Burma.

His Highness the Maharaja has also contributed a model in
carved wood of a temple. This is intended to exemplify the
leading decorative features of Travancore wood-carving.
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10th :—Burma Wood-carving.—(Plates Nos. 31 and 31-A.)

IExcept in the construction of religious buildings, such as the DIVISION 13.
pagodas, masonry edifices have from time immemorial been cff?ﬁ%},,
practically prohibited to the Burmans. This circumstance has
led to a great development of all the arts available for the
ornamentation of wood-work. From the palace of the king or the
priest, to the hut of the peasant, the Burmese people live, and
have done so through all past ages, in wooden houses. Like
Solomon’s house made of the cedars of Lebanon and the palaces
of Nineveh and Persepolis, they are perishable edifices, which by
a few hours’ conflagration or a few years’ neglect, may be re-
duced to dust and ashes.

It has already been observed that, from the wooden character
of most of the ecarly stone excavations and Luildings of India, it
may be inferred that they arc repeating structures that had
attained popularity and almost inseparable association with certain
religious aspirations in wood, long anterior to their being con-
structed in stone. In this view, therefore, Burma can be accepted fooden
as carrying down to us some conception of the conditions that
very possibly prevailed in India prior to the dark ages. We can
imagine, for example, the fringe of palaces and monasteries that
may have surrounded the topes and rails of Bharhut, Sanchi and
Amravati, as we are forced to believe that the ruined pagodas
that skirt (for 8 miles) the tongue of land within the great bend
of the Irrawaddy river at Pagan (in Burma itself) must at one
time have been dispersed through a populous city, of wooden
palaces and houses, long since completely effaced.

The admirable nature of the very abundant teak wood of
Burma naturally aided the aspirations of the people for artistic
houses, while the wealth of the soil admitted of a large percen-
tage of the population being released from agricultural labour and
thus free to satisy the sumptuary desires of the wealthy. In Sumptuary
consequence it is hardly a matter for surprise that wood-carving
should have advanced beyond both suitability and necessity. It
has in Burma become an art in which superfluity of wealth has
dictated exuberance in treatment. The deep under-cutting of
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wood-work that can depict faithfully a triumphal arch covered
with a profusion of vines and other flowers, with bLirds and
squirrels resting on the twigs within its tracery, and which can
be looked at not only on both sides but along the edge and
through and through and still every detail remain vivid and life-
like, can alone be compared with that profligacy of human labour
already mentioned in connection with the Dravidian arts. Im-
mense sums have, and are still cxpended on wood-carving in
Burma, with, in consequence, exceptionally high wages paid to
the most skilled carvers. It is not, however, alone in the extra-
vagance in detail that a parallel may be drawn between the work
of the Burman and that of the Tamil and Telugu people of Madras.
There are so many striking similarities in the form of their sacred
edifices, that one is disposed to think these can hardly be coin-
cidences. They in fact challenge comparison not only with
South Indian to Burman art, but with these collectively to
Assyrian and Babylonian. The prevalence of radiating and
pointed arches in certain of the brick buildings of Pagan, long
anterior to the introduction of a true arch in India, is most signi-
ficant. So again the great human-headed and winged lions of
Burma might be looked upon as the lineal descendants of those
that adorned the portals of Nineveh, Bul underneath all
Burmese art and Burmese Buddhism there is a strong vein of the
ancient demon worship, now a deep-rooted superstition. The
distortions and twistings of the floral carvings in wood and ivory,
of the chasings of metal ware, of the draperies of the sculptures,
of the painted cloud eftects, of the attitudes and expressions of
the human figures, each and all are tainted with the é:s/x or
demon. So all-important is this feature that without a knowledge
of its existence, most of the designs are inexplicable.

In Burma there may be said to be three very distinct styles
of wood-carving—the bold massive form seen on rudder chairs
of boats, etc., the deep and elaborate under-cutting of the screens
at the pagodas and monasteries and the simple incised carving
of the Louse-doors and window-shutters. The writer desired to
have these three forcibly demonstrated at the Exhibition and
accordingly sccured the rudder chairs of threc ordinary river
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boats. These have been turned on end and fixed against the pivision 13.
south wall of the Refreshment Room (Plate No. 19) thus forming  WOOR®
a simple and effectivc ornamentation. Near the floor and consti-
tuting a sort of basement panel, where the extremities of the
rudder chairs converge and unite, have been placed two pairs of
window-shutters. The originals from which these were copied
were found on a house at Toungoo, the replicas being secured
through the kind offices of Mr. C. R. Wilkinson, the Deputy
Commissioner, Toungoo. Mr. H. L. Tilly, Chief Collector of
Customs, Rangoon, having been instructed to supervise the pre-
paration and despatch of goods for the Delhi Exhibition, from
that town, was good enough to accompany the writer on a visit to
the workshops of the chief carvers, viz., Maung Po Thit, Maung
Kaung Biu, Maung Po Nyun, and Maung 'Than.

Arrangements were thereafter made for these craftsmen to screensat

. . e Exhibi-

. copy two of the screens in the Shweydagon pagoda and to pre- tion.
pare certain gong-stands, wooden statues, rudder chairs, etc., for
the Exhibition. The head-pieces to Chapters V and VI show
certain features of this kind of Burmese wood-carving.

MANDALAY.—Subsequently, while on a visit to Mandalay,
arrangements were entered into by which certain screens, doors,
tympanums, etc., after the pattern of those in the Salin Kyaung,
should be copied by Saya Khin, the most famous carver of Amara-
pura.

The series of Burmese wood-carving was thus organised with
the object of presenting examples in its original form, rather than
in the frequently putrid adaptations of it that are prepared for the
European market, It was believed the finer and more elaborate
work might be directly used for wall decoration, in the interior
of houses, and the bolder and stronger work for out-door orna-
mentation, such as garden houses, band-stands, etc.

CHIEF EXHIBITS ON VIEW.

The splendid series of Burmese wood-carvings thus secured
will be found in the Refreshment Room, in the Burmese Room,
(on the leflt of the transept), and in the Main Gallery—the portion
devoted to wood-carving. They also form a screen across the
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Mandalay and the two side ones from Rangoon. The central
arch was specially prepared from a selection of designs from the
great pagoda in Rangoon and also the beautiful but little known
Salin Kyaung of Mandalay. It has been purchased by His High-
ness the Maharaja of Ncpal.

In the Refreshment Room will be found the large rudder chairs,
Rs. 100 the pair; certain carved doors, supplied by the Local
Government {rom their annual competition for good workmanship,
these cost Rs. 431 each ; and the four window shutters, Rs. 50.

In the Main Gallery have been placed six half life-sized statues
admirably carved and sold for Rs. 73 each. Also two small
figure gong-stands, Rs. 25. These were specially made to order,
the idea being taken from two figures in the appliqué-work of one
of the pagoda screens.  Across the transept have been carried the
three arches already mentioned ; the left-hand screen by Maung Po
Thit, has been sold for Rs. 1,500; the middle screen by Sayo
Khin, for Rs. 2,000, and the right-hand screen by Maung Po Thit,
for Rs. 1,500. They are good examples of their kind of work.

In the Burmese Room will be discovered an exquisite gong-
stand by Maung Po Nyun, Rs. 1,500, a charming rudder chair by
Saya Taung, Rs. 513, and two more rudder chairs boldly cut by
the same maker, Rs. 50 each. A pair of tympanums, reproduced
from those in the Salin Kyaung; two doors by Maung Than,
Rs. 431 each ; a door one quarter natural size from the Salin
Kyaung, Rs. 250; and lastly a frieze copied from parts of the
monastery near the great pagoda of Prome, Rs. 125.

A good collection of miscellaneous wood-work is contributed
by Messrs. Beato & Co., of Rangoon, and may be said to con-
stitute the furniture in the Burmese Room. This comprises
amongst other things a carved screen (No. 37), price Rs. 250,
a gong stand, Rs. 250, and an overmantel (No. 33), Rs. 187.

AWARDS FOR WOOD-CARVING UNDER DiVISION 13
(ARCHITECTURE AND FURNITURE).

First Prize with gold medal awarded to His Highness the
Maharaja of Bhavnagar for Architectural wood-carving as seen
in Bhavnagar House. (Plate No. 28.)
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First Prize with gold medal awarded to the Mayo School of pivisioN 13.
Art, Lahore, for wood-carving shown on the balcony of the Pan- cX‘{g,‘}ga.
jab Room. (Plate No. 21.)

First Prize with gold medal to the School of Art, Bombay,
for its room furnished and decorated in Gujerat style. (Plate
No. 2.)

First Prize with gold medal for Burmese Princess in carved
wood made by Maung Than Yegyan of Rangoon. (Plate No. 6..)

First Prize with silver medal to the Madras School of Arts
for the carved doorway at the entrance to its Dravidian Room.
(Plate No. 1.)

Second Prize with silver medal to the Madras School of
Arts for a sideboard in Dravidian style (No. 6.44).

Second Prize with silver medal to the Bombay School of
Art for a sidcboard.

Second Prize with silver medal for sideboard made by the
Mayo School of Art, Lahore.

Second Prize with silver medal for Burmesc gong-stand
made by Maung Po Nyun of Rangoon. (Plate No. 31-A.)

Second Prize with silver medal for Burmese archway made
by Saya Khin of Mandalay. (Plate No. 31.)

Second Prize with silver medal for bracket in black-wood
(No. go6) made by Panachand Bhagwan of Ahmedabad. (Shown
in middle of Plate No. 27.)

Third Prize with bronze medal to Messrs. Beato & Co., of
Rangoon and Mandalay for furniture in Burmese Room.

Third Prize with bronze medal for balcony made under the
supervision of the State Chief Engineer of Baroda.

Third Prize with bronze medal for a doorway made by
Surjan Singh of Saharanpur. (Plate No. 23.)

Third Prize with bronze medal for replica of a door in the
old palace of Mysore made by the Executive Engincer of the new
palace. (Plate No. 29.)

Third Prize with bronze medal for a carved door made by
Hussain Perasaib and Peeransahib, carpenters, Bellary. (Plate
No. 30.)

Third Prize with bronze medal for replica of a pillar (No. 503)
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made under the supervision of the Principal of the Technical
School of Madura. (Plate No. 63.)

Third Prize with bronze medal for carved table (No. 3804)
and another table (No. 3867) in black ebony made by Abdulla,
Mistri, of Nagina in Bijnor (shown in Plate No. 24).

Third Prize with bronze medal for a bracket (No. 4652)
made by Somnath Bhadar Das of Panchpati, Ahmedabad.

Third Prize with bronze medal for two reproductions in
wood of certain architraves in Hallabid temple, also carved door-
way in Hardwickia binnata wood (No. 3348); made under the
instructions of Mr. J. Cameron, Superintendent of the Bangalore
Museum. (For former, see Plate No. 29.)

Third Prize with bronze medal to Barkat Ali, of Jallandhar,
Panjab, for overmantel (No. 836), panel (No. 830), tablc (No. 835),
and table (No. 838). (See Plate No. 22, fig. 1.)

Commended for old carved doorway purchased through the
Collector, made by carpenters in Mainpuri in the United Prov-
inces.

Commended for carved overmantel exhibited by Messrs.
Davee Sahai Chamba Mull of Amritsar.

Commended for carved walnut tray (No. 2766) made by
Habib Joo of Srinagar, Kashmir.

Commended for carved walnut screen (No. 2870) made by
Jabbar Khan of Srinagar, Kashmir.

Division 14.—Inlaying.

The subject of wood-carving having been dealt with more or
less in detail, there seems hardly any occasion to cevote to the other
Divisions of wood-work so much consideration. Inlaying, for
example, is an art rarely practised by itself. There is no special
craft devoted to it, and the designs adopted differ in no essential
from those of carving. It may accordingly be regarded as an aid
to wood-carving and one resorted Lo mainly for special effects.
At the same time there are a few centres that have for long years
past enjoyed the reputation of having expert inlayers, hence
certain styles of wood-work may be instantly recognised by the
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peculiar form of this art which they adopt. Inlaying may be DIVISION 14,
accomplished by other woods, by ivory, by bone, by mother-of- INLAYING.
pearl or by metals. It may be in large pieces or in fine wire, the Vaterials
former becomes a kind of encrusting and the latter a form of
damascening. At times marquetry and veneering come to re-
semble inlaying, owing to a ribbon or veneer, composed of many
parts and materials, being first separately prepared then inlaid
cn masse as may be desired. When simply fastened to the sur-
face this becomes appliqué or veneering proper. (See Plate No,
37.)
The following are the chief Indian centres of inlaying :— Centres of
Hoshiarpur and Jallandhar (with Simla as a summer rcsort),

where ivory or bone and also brass are inlaid on shisham
Chiniot, where brass alone is used—both towns of the Panjab.
Mainpuri, in the United Provinces, where copper or brass wire are
employed. Recently (and in questionable taste), Nagina, in Oudh,
has made a bid for inlaying its ebony work with ivory or bone,
Mysore, where ivory on skiskam, rosewood cr ebony, is the form
of the art adopted. Monghyr, in Bengal, where ivory or cbony is
practised. Some beautiful inlaying is also turned out both at Rat-
nagiri and Aurangabad, but apparently at the Industrial Schools of
these places only. Lastly, in Nepal, ivory is inlaid on black-wood.

Plate No. 32 shows a group of inlaid wood-work, those from
Mysore being to the right, thosc from Northern India to the left.
The art has for long been followed in Mysore. His Highness the
Maharaja has recently given great encouragement to its cxten-
sion by having many of the doors and articles of furniture, required
for the new palace, done by the inlayers of the State. The chief
firms that turn out this class of goods, may be said to be Messrs.
Abamed Ali and Mahomed Mukhdum, Ganesiam & Co., and
Yusuf Ali & Sons. The last mentioned have sent only a few
samples, but these perhaps the best finished of all. One of the
most beautiful and perhaps also ancient examples of Indian in-
laid work may be said to be the door from the Palace of Bikanir
shown to the extreme right of Plate No. 32

The method of inlaying is practically the same in all parts of Process of
the world. The ivory or bone is first formed into long strips of a
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DIVISION 14, required shape, then cut transversely into a number of thin slips.
INLAYING. . . .

These are laid on their places and the outlines of the spaces re-
quired, scratched on the wood. These are then cut out and the
ivory imbedded with glue or other cement as required. A peculi-

Chief Charac- arity of Mysore work and the one that gives it its great charm, is the
fact that the surface of the ivory is ornamented with black designs.
This is accomplished by scratching a pattern on the surface of the
ivory, then smearing over with black lakh (lac), fused by mcans of
a hot bolt. The excess of lakh above the surface is next removed
by scraping with the edge of a flat knife. The black ornamenta-
tions thus shown below the surface are, in the case of large pieces
of ivory, done before being inlaid, but with the small pieces may
subsequently be accomplished. An even more important featurc
of the superiority of Mysore work over that of Hoshiarpur, Jallan-
dhar, etc., may, however, be said to be the more artistic designs
adopted, the better workmanship displayed and the more durable
wood employed. The surfaces are not overloaded with ivory and
the articles havs a finish and style about them that is most pleasing
and exceptional with Indian work, while the price is not materially
greater than that of Hoshiarpur and other localities. These intro-
ductory ohservations should be compared with the remarks
below on lvory.

CHIEF EXHIBITS ON VIEW.

Ivory and Bone Inlaying.—It may perhaps serve a useful
purpose to discuss cach of the centres of inlaying a little more
fully and to indicate the collections now on view, under two sec-
tions, viz., inlaying with (&) ivory, bone and other woods, and
(8) with metals.

1. HOSHIARPUR and JALLANDHAR (Plate No. 32).~ The art of
inlaying has been long practised in these towns, to meet certain
native requirements. ‘] o Mr. Coldstream must be attributed the
honour of having inspired the present trade in European furniture.
For many years low settees (chaukis), used by the natives, also
pen-cases, walking-sticks and the like have been regularly pro-
duced but recently the shops of the Indian art-dealers have been
flooded with tables, cabinets, etc., elaborately spotted all over
with ivory or bone. The absence of any dcfinite scheme of orna-
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mentation and the overelaboration usually pursued, are the chief pivision 14.
faults of this style of work, together with an inherent tendency to INLAYING.
the cheap but nasty.

The best examples in the collection may be said to be the
almirah from Lahore; the looking-glass from Hoshiarpur made
by Jeyram Das and Karam Chand, price Rs. 115; some three or
four smail tables from Lahore and Hoshiarpur, Rs. 30 to Rs. 50; a
work-box from Hoshiarpur by Atma Ram and Ganga Ram, Rs. 75;
and a looking-glass from Amritsar, Rs. 110. It seems necdless to
specialize further the numerous exccllent examples displayed
on the tables of thc Exhibition, All or nearly all are made
at or near Hoshiarpur, those from Lahorc and Amritsar being
sent by dealers are in all probability Hoshairpur or Jallandhar
work.

2. NAGINA, in Oudh, has for some time past taken to pro-
duce inlaid work. It is doubtful if ebony inlaid with ivory can
be made attractive. In the case of the Nagina work it is over-
loaded with minute spccks of white, Only a few pieces have
been shown—a scrcen valued at Rs, 2,000 and a bracket at
Rs. 983 arc those best descrving of mention,

3. MONGHYR.—For many ycars this town has been famed
all over Bengal for turning out black ebony work-boxes, inlaid
with ivory. These are known to the trade as “ Monghyr boxes.”
The pattern of ornamentation was formerly a minute spray of
flowers in stiff conventionalism. Recently the inlayers seem to
have got a new conception. They turn out cabinets, card-tables
and other such articles in response to the universal modern de-
mand for articles of quasi-European household furnishing, The
style of ornamentation has also changed and perhaps improved
though it is difficult to form an opinion as to the origin of the de-
sign or its possible future developments. Three circular pieces
of ivory, one larger than the other two, are inlaid at fixed in-
tervals, while the interspaces of ebony are incised and punched,
thus giving an effective back-ground to the diaper of ivory, Of
this kind of goods may be mentioned a cabinet, Rs. 125, a card-
table, Rs. 62-8, a tea-table, Rs. 31, and a work-box, Rs. 25. As
compared with other ebony work this is remarkably cheap and
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DIVISION 14.: serviceable, though monotonous' when more than one sample is
INLAYING. o cen. All these articles have been made by Kali Charan of
Monghyr.

4. NEPAL.—The inlaying of ivory on black ebony seems to be
practised to some extent in this State. The picturc frames
supp lied will be doubtless much admired. They display a neat-
ness in execution and elegance in scroll ornamentation that will
be a surprise to most persons who are accustomed to associate
quaint appliqué rather than finished inlaying with Nepal.

5. RATNAGIRI—Has contributed two writing tables produced
by the pupils of the local Industrial School. Although these are
European in feeling both in construction and ornamentation they
are good examples of inlaying in which two or three shades of
wood have been carefully selected so as to produce a desired
effect ; price Rs. 375 and Rs. 335 each.

6. AURANGABAD.—A somewhat similar style of coloured wood
inlaying to that of Ratnagiri is practised at this town, one exam-
ple of which, a small glove-box, price Rs. 50, mayv be discovered
in the Exhibition : it has been purchased by His Excellency the
Viceroy. This is ornamented with three shades of wood in-
terspaced with brass.

7. MYSORE.—The best specimen of inlaid work shown in the
Exhibition, will doubtless be admitted to be the door from the
palace of Mysore which has been placed in the Loan Collection
Gallery. (See Plate No. 32.' In the Main Gallery will be found
numerous fine examples, all for sale. Among these may be speci-
ally mentioned the splendid drawing-room cabinets (Rs. 950 to
Rs. 1,150) made by Ganesiah and Co.; the lady’s writing table,
Rs. 458, from the Mysore Museum ; the large assortment of small
tables, mostly in quaint octagonal forms, Rs. 25 to Rs. 60; the
miniature doors, Rs. 250, made by Messrs. Ahamad Ali and
Muhamad Mukhdum ; the stationery racks, Rs. 65 to Rs. 150;
lastly a charming casket (spoken of as an address box), by
Messrs. Ahamad Ali and Muhamad Mukhdum, ebony inlaid with
ivory and silver, price Rs. 625. One or two rosewood writing
tables, with 1oll tops, inlaid with white woods, have also been
contrihuted by Ganesiah and Co., of Mysore, at a cost of Rs. 340
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MAIN OR SALE GALLERY, Wood-
Work.
each. Messrs. M. Yusuf Ali & Sons, Artware makers of Mysore, Dl&lSlot:Nl:.
. . . AYING,
have sent a few admirably finished articles such as a vase, Rs. 75, LAY

a small work-box, Rs. 55, and a walking-stick, Rs, 100, (Conf.
with Class V.)

Metal Inlaying.—Turning now to Metal Inlaying, there are
two or three centres where this is practised, the chief being
Chiniot and Lahore in the Panjab and Mainpuri in the United
Provinces. Of course in many other places metal may be and is
used to a limited extent. For example, both in Hoshiarpur and
Jallandhar the art is an old one, but these towns can hardly be
regarded as having evolved features in metal inlaying that are in
any way distinctive.

CHINIOT.—The art of inlaying with brass, as practised in this
locality, would seem to have originated with the preparation of
camel-panniers (kajawas). It has recently, in the hands of
Muhammad Hussain, risen to a higher order. Some of the screens
turned out by that carpenter are exceedingly beautiful and
remarkably cheap. His usual charge for a four-leaved screen is
about Rs. 150, but if finished on both sides, Rs. 200 or Rs. z3o0.
With one or two exceptions the examples shown in the Exhibition
are not up to his best standard. Chiniot work is bolder, freer
and better in design than the inlaying of Hoshiarpur or Jallandhar
and the contrast of the metal with the darker wood used in
Chiniot is distinctly superior to that with the wood employed in
Hoshiarpur. The best example is the screen shown in the back-
ground of Plate No. 33.

LAHORE and AMRITSAR.—Sant Ram of Lahore has contri-
buted a few small screens, prices Rs. 43 to Rs. 88, and there will
also be found various drawing-room tables more or less inlaid
with brass, at prices from Rs. 30 to Rs. 50. (To left of Plate
No. 33.)

MAINPURTI in the UNITED PROVINCES.—This District has for
many years been noted for its beautiful wood-work inlaid with
brass-wire, Mr. Percy Brown’s sketch (Plate No. 34) shows the
Mainpuri operator at work and Plate No. 33 gives a selection of
the metallic inlaid wood-work of India, Mainpuri being represented
by the wall-cabinet and card table. In anissue of the /ndizn Art
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DIVISION 14,
INLAYING.

OFFICIAL CATALOGUE,
Fournal (1887), Mr. F. S, Growse, C.LE., told the story of the fz¢-
kashi (wire-work) of Mainpuri. It can alone be done on the best
seasoned black skiskam wood, the copper being beaten into very
thin sheets, then cut into fine wire. The pattern is first drawn on
paper, then stencilled on to the wood. It usually follows a more
or less geometric conception, but is finally evolved into an end-
less profusion of winding and encircling golden lines. The pat-
tern is scratched or incised on the wood and the wire hammered
within the hollowed lines. The dots that diversify the design
run up to many thousands, in aspace of a few inches. Theseare
minute coils of wire twisted up on the point of a needle. They
are made by little boys. The card table shown on Plate No. 33
is a beautiful example of this style of work and has been pur-
chased by His Excellency the Viceroy.

Until comparatively recently the #ar-kashi produced con-
sisted of sandals (£%arauns) used while bathing, pen-cases, work-
bozxes, etc. ; these and such like small articles are apparently made
at other centres besides Mainpuri (and Pilibhit may possibly be
one) since there is hardly a local fair in the United Provinces,
Behar and even Bengal that they are not offered for sale. To
Mr. Growse more espccially and to one or two other officers
stationed in Mainpuri, has to be attributed the expansion of the
craft to its present more important position. The art is best
exemplified by plates or trays. A plate 12 inches in diameter will
‘occupy one workman for 20 days. This circumstance conveys a
fairly accurate idea of the cost of the work. Speaking of doors,
Mr. Growse observes that the application of wire inlaying to
architectural purposes was his own conception, no doors of the
kind having ever yet been set up in any Native house. The door
sent to the Indian Art Exhibition from Mainpuri while a fine old
bit of work displays no far-kashi as was hoped it might when
ordered.

TRAVANCORE.—In the Exhibition a most admirably finished
piece of inlaying work will be found in the form of a work-box.
This was made at Travancore and is for sale, price Rs. 310. It is
beautifully inlaid with copper, the design being quite unlike any-
thing shown from other parts of India.
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MAIN OR SALE GALLERY. - Wood--

Work.
AWARDS FOR WO0OD-WORK UNDER DIVISION 14 (INLAYING). DIVISION 14.
. . . . . INLAYING.
First Prize with silver medal to Ganeshiah of Mysore for AWARDS,

a cabinet inlaid in ivory.

First Prize with silver medal to Kanhaiya Lal Madan Mohan
of Mainpuri for a table inlaid with metal.

Second Prize with silver medal to Ahmed Ali and - Maho-
med Makhdum of Mysore for a cabinet inlaid with ivory.

Second Prize with silver medal to Atma Ram and Ganga
Ram of Hoshiarpur for two boxes inlaid with ivory.

Third Prize with bronze medal to Maula Baksh and Dost
Mahomed of Chiniot for a screen inlaid with metal.

Third Prize with bronze medal to Alleppy of Travancore for
a box inlaid with metal.

Third Prize with bronze medal to the Industrial School of
Aurangabad for box inlaid with wood and metal.

Third Prize with bronze medal to Kali Charan of Monghyr
for a cabinet of ebony inlaid with ivory.

Commended for cup inlaid with ivory, Yusuf Ali & Sons.

Commended for table inlaid with metal, Bhagwan Singh of
Jallandhar.

Commended for screen inlaid with metal, Muhammad Hussain
of Chiniot.

Commended for almirah inlaid with ivory, exhibited by
Mr. G. B. Bleazby, of Lahore.

Commended for screen inlaid with ivory and ebony by Jeyram
Dass and Karam Chand of Hoshiarpur,

Division 15.--Sandal-wood.

Sandal-wood is the most popular and most expensive of all
woods. It ijs with the Natives of India engraved, inlaid or
veneered and made into a variety of most beautiful and artistic
articles. Of chandan (sandal-wood) it might in fact be said
that after ivory it is the material best suited for ornamental
treatment. It is utilized at many localities, remote from the,, . .. -
regions of production, such as Cuttack in Bengal; Delhi in the Manufacture.
Panjab ; Indore and Alwar in Rajputana; and Ahmedatad and
Surat in Bombay. The chief centres of sandal-wood carving are,
however, Sorab and Sugar in Mysore ; Travancore, Trichinopoly,
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DIVISION 15. Tirupati, Madura and Coimbatore in -Madras; and Kanara, Surat,

SANDAL-
'WOooD,

Tools used
and Mode of
Operation,

Characteris-{

tic Features.

Ahmedabad and Bombay in the Western Presidency. There are
said to be three qualities of the wood dependant on the age of
the tree, the locality of production, and the position in the stem
from which derived. As a rule the darker the colour the better the
quality,

The art of sandal-wood carving is usually confined to one or
two families. In Mysore, in the Shimoga District, the most
important centre of the craft, there are, for example, not more
than eight families with 35 artizans in all. These are known
as gudigars. They claim to have come from Goa and to owe
their name to the circumstance that they were originally the
hereditary carvers and painters of the temple (or gud?). The
resemblance of the name gudigar to kondikar (the ivory carvers
of Bengal) suggests a possible caste identity. The instruments
employed by the sandal-wood carvers are extremely simple, viz.,
a saw, a plane, a mallet, a hone or fine-grained hard stone, and
an assortment of various kinds and sizes of chisels and a few
engraver's tools—some extremely minute and delicate. The
operation is started by either drawing the pattern that is
intended to be produced on the smooth and white-washed sandal-
wood, or on a piece of paper pasted over its surface. This
is then engraved or outlined in every detail ; the interspaces be-
tween the lines are next cut away, thus leaving the pattern in
low relief; and lastly the design itself is carved in the minutest
detail by chisels fine and still finer, as the work progresses. In this
way every effect of light and shade, every curve and expression,
and every texture that may be desired is fully portrayed.

The minuteness and intricacy in elaboration aimed at are
alone equalled by the results attained by the ivory carver. The
chief and only flaw in this most charming craft is the fact that
the joinery is unsatisfactory and the fittings worthless. With
truly artistic indifference to minor details the sandal-wood carver
will devote days and weeks to the carving of panels or figures
on a block composed :of several small pieces stuck together by
glue while he is fully conscious this will give way and thus ruin
his work in a few months’ time. This defect can alone be
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MAIN OR SALE GALLERY, Wood-
Work.

remedied by the sandal-wood work, when produced, being taken to pivision 1s.
pieces and reset by a professional cabinet-maker. No persuasion Soon
and no inducement has ever succeeded in remedying these defects,
The artizans are profligate, apathetic, indigent and of intem- pabits of the
. . . Craftsmen.
perate habits. If their work be not desired they are ready to
starve ; but to change their social position, their modes of life or
their craft customs, they will not. "the number of good artists
is extremely limited and a rule is carefully observed, wviz., that,
if a youth does not show natural aptitude, no attempt is made to
train him to the higher flights of the carver's art. Accordingly a
large percentage of the sons of carvers become carpenters or even
agriculturists and do not learn their ancestral trade. These con-
siderations thus naturally narrow the possibility of any great
expansion, the more so since no person outside the caste is ever
admitted to the fraternity. The cheap, ordinary goods, that can paying Goods.
be produced by indifferent skill, are those that pay. It accord-
ingly amounts to a favour to undertake the more expensive and
more troublesome work. Under these circumstances it is useless
to explain the possible ncw markets and high prices that might
be secured for good and conscientious work.
SURAT, AHMEDABAD and BOMBAY.—(Plate No. 35-A.)—San- Chief Styles.
dal-wood carving has one constant characteristic, v¢z., its application
to small objects. It is accordingly elaborate and minute but while
that is so there are several well marked types. In the Bombay,
Surat and Ahmedabad work, for example, there may be traced
a strongly Jaina tendency. The branches of the trees con-
stantly assume the encircling fcature of the Ahmedabad window
panellings. The foliage is large, bold, deeply and freely cut,
with the individual leaves having upturned tips and coarsely
serrate margins. Interspersed with the foliage, a profusion of
temples, also human and mythological subjects occur, but these
display remarkably little conventionalism and artistic grouping
and no trace of perspective. Reliance is apparently placed upon
massiveness, As a rule the houses and figures are jumbled
together without any study of effect. In fact the sandal-wood
work of Gujarat, as a whole, bears evidence of having been adapted
from a previous art, most probably cbony-carving, there very
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DlVISION 15 largely practised to this day, rather than of being an original

SAN

Chalukyan
Style.

woon. conception in direct adaptation to the possibilities of the material.

KANARA sandal-wood work on the other hand is much
nearer in art feeling to that of Mysore than to Bombay. Hindu
mythological subjects occur in profusion but in artistic assem-
blages, the surfaces ornamented being as a rule panelled or reces-
sed for the idols and the foliage much more minute and more
sharply cut than in Bombay and Surat work. '

MysoRE sandal-wood carving follows closely the type of
stone carvings of Hallabid and Belgavi and the floral ornamenta-
tion is of the nature already fully dctailed in conncction with
Chalukyan wood-carving. The foliage, for example, is pinnate but
thrown out in fan-like sprays with the tips of the individual por-
tions rolled up. The mythological figures are invariably placed
within canopied panels, assorted between floral scrolls, which
follow some fixed and highly actistic plan. The elephant-headed
animal, with foliated tail, or the goose carrying in its bill a spray
of flowers are ever present and rccurrent features (see Plates Nos. 29
and 30). The style has in fact been fully and beautifully adapted
to sandal-wood and there is no trace of the make-shift treatment
of the Surat and Ahmedabad work.

CHIEF EXHIBITS ON VIEW.

MysORrE.—In the Loan Collection Gallery there will be found
what is perhaps one of the most perfcct samples of sandal-wood
ever produced. This is intended as a spandril for a door-way
in the Darbar Hall of the new palace at Mysore. I’late No. 36
gives a fair impression of this wonderful piece of wood-carving,
It depicts the incident in the life of the youthful XKrisina when
he stole the garments of the gopis or milk-maids while they
were bathing. Nature seems to rejoice with the advent of the
god on earth; every bough of the tree, every bird and anima
as also the fish in the waters, sing his praise, while the
contentment of the trooping homeward of the cattle is simply
admirable.

In the Sale Gallery will be found a unique series of mytho-
logical sandal-wood sculptures, a few of which have been given
in Plate No. 35. There are representations of the three families
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Wor’fo

of gods, 4 being Shivite, 13 Vishnavite and 1 Brahma. They mv;s}}gr‘:[‘i_s.
were made under the supervision of the Executive Engineer in “woop.
charge of the new palace works at Mysore. The following are a

few of the more commendable pieces :—

(e) chamundi— (late No. 35).—An emanation of the god-
dess Durga who was sent to destroy the demons Cidnda and
Munda and who subsequently bore their conjoint names. The
carving is simply wonderful, every detail being faithfully brought
out ; price Rs. 255.

(6) Brahma—(Plate No. 35).—The first member of the
Hindu triad and the supreme creator of the universe ; Rs. 184.

(¢) Krishna—(Plate No. 35) as the cow-keeper playing on his
lute and charming the cattle; Rs. 266.

(d) Iswara—wthin the mantle formed of a skin which he
stripped from Asura, a demon disguised as an clephant ; Rs. 186.

(¢) Lakshmi—the goddcss of wealth with two attendant
elephants throwing water ; Rs. 2309.

(f) Saraswati—the goddess of learning playing on the
vina ; Rs. 184.

Amongst the very large series of admirable caskets, cabinets
and other articles procured from Mysore, the following may be
specially mentioned :—

(¢) 4 cabinet (scc Plate No. 35) made by Mudgod Heran-
nappa of Surat, price Rs. 1,500, This is one of the most carefully
prepared specimens of this work ever exhibited.

(A) Work-box by Shapur Subbrayappa, Sugar Dudda Put-
tappa, Ganapati Kesarappa, M. Puttappa Thimmappa and Veer-
appa. This was specially prepared at the writer’s request, and
by the most expert carvers of the State. The cabinet work was
done with extra carc and the carvers were instructed to produce
the very best article that it was possible to accomplish, no parti-
culars as to the ornamentation having been given. The panels
on the four sides will be seen to depict hunting and forest scenes
with much feeling, in a style that recalls the ivory carving of
Japan and China, while the border patterns are charmingly
beautiful examples of Chalukyan ornamentation ; price Rs. 1,438,
Plate No, 36-A shows a portion of the top of this box.
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DIVISION 15.
SANDAL-
WOoobD.

AWARDS.

(1) Kheda Elephant-catching—(Plate No. 35).—This repre-
sents a sylvan scene in the Mysore elephant-catching operations ;
Rs, 115,

(£) Sandal-wood temple sent by the Bangalore Museum,
price Rs, 408,

(/) Work-box made by Banarsi Subhana of Sorab ; Rs. 1,000,

(m) Album boards by Jade Gopalappa of Sorab ; Rs. 138.

BoMmBAY (Plate No. 35-A, fig. 1).—A miniature three-folding
screen of exquisite workmanship done by Doolab Rai Gullab Rai,
price Rs, 625, purchased by His Highness the Nizam of Hydera-
bad.

SURAT (Plate No. 35-4, figs. 3 and 4).—A large selection of
this class of goods will be found of which the following may be men-
tioned as representative :—Combination jewel-case and glove-box
by Jamsetji Nasarwanji Petigara, Rs. 156 ; a shawl-box Rs, 156 ;
a glove-box Rs. 81, and a charming picture-frame by Harkison
Parshotam, price Rs. 150, (Fig. 3.)

BARODA has sent a few unimportant examples of sandal-wood,
such as glove-boxes and the like, by Hurgovind Hira Dabhoi.

AHMEDABAD (Plate No. 35-4, fig. 2) contributes a large and
selected assortment of this class of goods such as cabinets, glove-
boxes, book-covers, book-holders, panels (fig. 2), etc., by Parbhudas
Rughnath Petigara.

It would take many pages to enumerate even the most note-
worthy of the admirable collection of sandal-wood carving on
view, The above by no means mentions even the names of all
the commendable articles to be seen, though it may serve the pur-
pose of this publication, namely, to direct attention to the display
under the heading of carved sandal-wood, the chief types of that
work that may be studied, and the better known carvers.

AWARDS FOR WOOD-CARVING UNDER DIVISION 15 (SANDAL-WOOD).
First Prize with gold medal for the work-box (%) to Mistris
Shapur Subbrayappa and Sagar Dodda Puttappa and to Carvers
Ganapati Kesavappa, M. Puttappa Thimmappa and Veerappa of
Mysore. (Plate No. 36-A.)
First Prize with silver medal for a figure of /swaraz exhi-
bited by the Executive Engineer of the Mysore Palace,
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MAIN OR SALE GALLERY. Wood-

B o Work.
Second Prize with silver medal to Banarasi Subhana of Sorab DIVIsioN 1.
for a Mysore cabinet. (Plate No. 35.) "f;‘,ff,“{{,‘g'

Second Prize with silver medal to Doolabhdas Ghellabhai of MARQUETRY.
Bombay for a photograph frame in the form of a table screen.
(Plate No. 35-A, fig. 1.)

Third Prize with bronze medal to Harkison Parshotam of
Surat for a photograph frame. (Plate No. 35-A, fig. 3.)

Third Prize with bronze medal to Mudgod-Herannappa of
Surat for a cabinet,

Third Prize with bronze medal to Jamsetji Nasarwanji Peti-
gara of Surat for a writing box.

Commended for photograph frames, Parsotam Narbharam of
Surat.

Commended for a carved panel, Parbhudas Rughnath of
Ahmedabad. (Plate No. 35-A, fig. 2.)

Division 16.—Veneering, A ppiique’, Marquetry, Lattice
(Pinjra) work, etc.

1. Veneering, as applied to the furniture and the cabinet-
makers’ trades in Europe and America, is fortunately at present
hardly if ever practised in India.*¥ The economy secured by glu-
ing to the surface of articles made in cheap wood, a veneer (or
paper-like sheet) of a more expensive timber, would, if applied to
every-day articles, be quite unsuited to the transitions of tempera-
ture and humidity to which most parts of India are subject. But
the art of veneering is by no means unknown to the Indian crafts-
men. Sandal-wood, tortoise-shell, horn, porcupine-quills and ivory
are regularly veneered and fixed by glue, or pegged down by nails,
to the surface of articles made of a cheaper material. This art
has attained high proficiency in Vizagapatam where chess-tables
and men, dressing cases, work-boxes, tea-caddies, jewel-cases,
glove-boxes, picture-frames, etc., have for many years past been
extensively manufactured in sandal and other woods, veneered
with tortoise-shell or bison and buffalo-horn and these again over-
laid by delicate fret-work and carved ivory.

During a recent visit to VIZAGAPATAM, the writer inquired characteris-
carefully into the origin of the floral designs employed. These He Featuras.

# Conf. with remaiks below on Mysore Ivories and mother-of-pearl inlaying.
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DIVISION 186.
VENEERING,

APPLIQUE,

MARQUETRY.

Chairs and
Howdahs.

Lakh
Ornamenta=
tion.

came into existence apparently with the fathers and grand-
fathers of the present craftsmen. The flowers usually depicted
are the European eyebright, the convolvulus, the rose and other
flowers with which of course the operators are quite unfamiliar
and simply copy blindfoldly, the one from the other. But on
further inquiry, older designs of an indigenous or Hindu origin
were discovered, in the possession of the master craftsman. The
art is thus by no means a modern one, as commonly affirmed,
and this may be scen by some of the examples in the possession
of the Raja of Vizianagram. It would seem possible that it
originated with the desire for State chairs, howdahs and the like,
and was diverted into its present form at the suggestion of Eu-
ropeans who very possibly furnished the rustic and foliar decora-
tion that has characterised the goods produced for the past fifty
or sixty years. The older samples (such as certain chairs in
Government House, Calcutta, and in the palace of Vizianagram)
are mostly ornamented by pale green or blue and pink lakh, not
by black alone, as in the more recent goods.

The restriction of the craft to three or four workshops in one
town, that give employment to perhaps 6o persons in all, once
more illustrates the cxtremely local character of many of the
crafts of India. A large percentage of the display of Vizaga-
patam work, on view at the Exhibition, has been specially pre-
pared and the designs selected by the writer. It is believed that
some of the older patterns may be recognised as superior, both
in artistic merit and finish, to the goods usually procurable. The
surfaces of the ivory veneers have, as just stated, patterns etched
or engraved upon them. By a process of what might be called
sgraffito, lakh variously coloured is fused over the surface of the
engraved ivory, The etched portions are thus loaded or charged
with colour.  The superfluous lakh is then scraped off and
the ivory surface polished. The coloured ornamentation is thus
shown on a white ivory background. This exceedingly simple
and beautiful art is capable of considerable development and
expansion, into many other branches of wooden and metallic
decoration since, where pure lakh and metallic pigments (not
aniline dyes) are used, it is more permanent than paint or
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even some forms of enamelling (minikari). At the present
day it is practised by the inlayers of Mysore State and the Vizaga-
patam and Kota State veneer box-makers and by the metal
workers of Moradabad, Jaipur, Peshawar, and Kashmir.

The appliqué ivory is, however, at times simply carved, not
lakh-coloured, and the caskets and boxes thus ornamented come
to resemble solid not veneered ivory, ‘T'his is perhaps the most
desirable form of Vizagapatam ware. Her Excellency Lady
Curzon having admired a casket in this style of work in the
possession of the Indian Museum, Calcutta, a competition
between the three chief craftsmen in Vizagapatam was instituted,
the result being the six exceedingly beautiful and carefully finished
caskets, now on view at the Exhibition (Plate No. 43, fig. 3).
The writer is much indebted to Mr. W. B. Ayling, the Collector of
the District, for the great personal interest he took in seeing that
the Calcutta model was shown to the craftsmen and faithfully
followed. In consequence certain improvements have been
effected, a fact which shows that the skill for fine work has not
died out in India; skilled labour is being starved through the
modern demand for cheap goods, but it is not dead.

CHIEF EXHIBITS ON VIEW.

A large jewel case with arched lid, made by Ganugula Rama-
lingram, price Rs. 875. A smaller jewel-case with massive ivory
[ret-work by Lala Venkata Das, price Rs. 312. A carved ivory
cabinct with coronation of Rama on lid panel, by Ganugula
Ramalingram, pricc Rs. 625. Carved ivory cabinet with elephants
on top panel by Lala Venkutu Das, Rs. 625. A jewecl-box on
buffalo-horn and fret-work ivory by Golti Lakshmaya, Rs. 375 ; the
same with tortoise-shell, Rs. 437. An ivory etched cabinet with
Rama’s coronation and swémis by Lala Venkata Das, Rs. 187.
A sandal-wood box with etched ivory gods and goddesses by
Ganugula China Veerama, Rs. 312. Handkerchief-box with solid
ivory central lid panel by Ganugula China Veerama, Rs. 82.

2. Appliqué work has incidentally been mentioned in the
above passages, that deal with the special craft of Vizagapatam.
Variously ornamented thin sheets of ivory are fastened, by ivory
or silver pins, over the surface of the boxes and other articles,
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DIVISION 16. previously veneered with sandal-wood, with tortoise-shell, or with

VENEERING

apPLIQuUE, horn. At times the ivory simulates the brass bindings of trunks,
MARQUETRY. at other times becomes panels and medallions in the scheme of

Centres of
Production.

ornamentation. But appliqué in wood-work assumes in many
parts of India much greater importance, as a decorative art, than
is exemplified by the Vizagapatam box trade. In Plate No. 32
has been shown to the extreme right a door which His Highness
the Maharaja of Bikanir allowed the writer to remove from one
of the oldest portions of his ancestral palace. It is believed the
door dates from the 17th Century. The top triangular portions
show inlaying with ivory, the lower portions appliqué of ivory over
wood, while the frames are charming examples of ivory-carving.

Plate No. 25 gives a representative series of the wood-
carving of Ncpal. It has already been explained that one of
the most striking features of the wood-work of that great Himala-
yan State is the extensive use made of the art of ornamentation
by appliqué. The trunk seen in the plate is one of the most
fascinating examples of this art cver shown, two colours of
pale wood having alonc been employed. It is strongly Chinesc
in its designs, but nevertheless it exemplifies the degree of
knowledge in this art that prevails in India. Brass and Copper
are largely overlaid on wooden structures, such as on some of
the finest of the ancient doors on the forts and palaces of India.

3. Marquetry (Plate No. 37, also Plate No, 61, fig. 4),
erroneously spoken of as inlaid work, is largely practised in India.
It has been placed, as a malter of convenience, under this Divi-
sion, It is known locally as Sade/s work, and the chief centres
of the craft are Ahmedabad, Baroda, Bombay, and Surat. It
would appear that the art came to India from Persia (Shiraz)
through Sind, perhaps 300 years or so ago. Certain of the doors
in the old palace of Nurbar near Jaipur are ornamcated in this style.
(1630 A. D.) It.was first acquired by the Hindus and then sub-
sequently taught to the Parsis. The so-called “ Bombay boxes ”
were apparently “Saedeli boxes,” though the expression was early
made to embrace carved wood or ivory boxes as also boxes
partly of sandal and partly of Sadelz, or simply of carved-wood
and sadeli mixed, provided they were made in Gujarat.

156



r~
“

(‘jjiom weiedeSezip pue ‘jeing ‘Aequog) BuUlIIIUSA pue Ananbiel ‘oN 22ld

=l

AT XX L
XX

L HR
-
-]
-
41
22







Wood-
MAIN OR SALE GALLERY. Work.

The materials employed are ivory and horn (plain, or col- l:g:{s;gglég.
oured green and blue) black ebony, red-wood and tin or silver. APPLIQUE,
These are cut into long thin strips of various shapes and are MARQUETRY.
glued together in such a manner as to show, on transverse section,
geometric patterns of rich and varied design, believed to be
traceable to an original floral conception. Thin strips or veneer-
ing ribbons are thus made by transverse section on a series
of parellel strands and these ribbons are then glued to the
surfaces of the boxes, cabinets, etc., as desired. Sometimes panels
of richly carved sandal-wood or of black ebony, are framed
in sadelf ware, or at other times the surfaces of the cabinet or
other article are entirely covered with sedels.

CHIEF EXHIBITS ON VIEW,

A fairly comprehensive series of sadeli work will be found
in the Exhibition. Of these may be mentioned the chess-table
exhibited by Framjee P. Bhumgara of Bombay, price Rs. 375.
The erect cabinet shown by Muncharam Govind Ram of Bombay,
price Rs. 625. The shawl box by Verji Vandas Sedasive of
Bombay, price Rs. 187, The writing-desk by Kachra Doola-
bhram of Mangrol, Rs. 125, and the black ebony tea-caddy with
borders of sadeli by Jamsetji Nasarwanji Petigara of Surat.

4. Kota Marquetry.—[Plates Nos. 32,37, 42 (fig. 1) and 42-A
(fig.1).]—AtEtawa in Kota State, Rajputana, is produced a charm-
ing manifestation of anart best described as a form of marquetry.
Special veneers of horn are built up by pieces of ivory and mother-
of-pearl being inlaid on the horn. These veneers are then affixed
to boxes of sandal or skiskam woods, or to natural horns (used as
powder flasks) and other such articles. Occasionally direct inlaying,
in certain portions of the design, is practised, but usually strips of
ornamented buffalo-horn are veneered to the surfaces of the
boxes or other articles. Instead of veneering ribbons another
method is sometimes pursued, namely, to form small diamond-
shaped pieces of horn and to ornament these with ivory or
mother-of-pearl and when ready, to piece them together in a
quaint diaper fashion. (Plate No. 42, fig. 1.)

The ivory’employed in Kota work is richly elaborated with
floral designs in black lakh and the mother-of-pearl may also
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DIVISION 16.
VENEERING,

APPLIQUE,

have a few colour spots or lines imparted to it, in order to bring
out the flower or leaf intended to be portrayed. This, so far

MARQUETRY. 55 the writer is aware, is the only fairly extensive use of mother-

Description.

of-pearl as an ornamental material in inlaying or marquetry, prac-
tised in India on wood, though a corresponding industry exists
both in Bhera and Agra in inlaying mother-of-pearl on stone
(see the article “ Shells ” below).

Although the art as seen in Kota has not risen above that
of the production of small articles, it has a charming individuality
in its methods and designs. It is an illustration once more of the
spontaneity and isolation of the Indian crafts which recalls the
somewhat parallel case of the Dacca manufacture of bangles
and other ornaments from conch shells in the heart of Bengal—
and thus several hundreds of miles from the sea—the source of
the materials of the craft. So in the same way it recalls the
Nagina ebony-carving and the Pali ivory-turnery.

CHIEF EXHIBITS ON VIEW.

The following are some of the better examples of Kota work
in the Exhibition:— A stationery-holder, Rs. 62; a jewellery-
box, Rs. 50; a pen-holder, Rs. 16 and a powder flask, Rs. 17-8.

5. Lattice (Pinjra) Work.—(Plate No. 38.)—So much has
already been said regarding the various styles of lattice work in
India and their possible historic sequence, that it may be regar-
ded as hardly necessary to devote a special section of this work
to the subject. But on the other hand the art gives so much
character to the carpentry and cabinet work of certain locali-
ties that it may help to elucidate these, if the subject be dealt
with separately, even if very briefly. By pinjra is meant lattice
work built up of minute laths arranged in geometric forms so as
to display their edges. They are held in position by the pressure
they exert one against the other, by certain main lines being
dowelled together and by the frame of the panel within which
assorted. They are rarely if ever glued together and in good
work are so accurately fitted and balanced that they do not fall to
pieces even when the frame is removed.

As with inlaying, so with pimjra work, there is no separate
craft devoted to thisart. It is resorted to by the carpenters and
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cabinet-makers to secure certain effects, but proficiency is not pivision 1.
attained by every carpenter. There is in fact as much skill and V::I:Iﬁl;l:g,
artistic fecling required in designing and making a p7njra panel MARQUETRY.
as in carving or inlaying. Certain localitics have attained a great

reputation for their piujra. In some the massive and bold style

of former times is still preserved, but in others a minute kind has

taken its place. Of the Punjab, Peshawar has a great reputation

for delicate and intricate p7uj7a and Lahore and Chiniot for bold,

massive work.

CHIEF EXHIBITS ON VIEW,

There are two sets of examples, the one from Peshawar, the
other from Lahore and Amritsar. Of the former special attention
may be drawn to the large three-fold screen in which walnut,
sandal, ebony, and olive woods have all becn used to produce the
charming assortment of colour in elaboration of the design. This
was made by Mull Chand & Sons and is priced at Rs. 625. (See
Plate No. 38 to left of wall bracket.) Another screcn of a bolder
and simpler though more effective kind, by the same maker, is
placed to the left. Numcrous tables also in pinjra work, are
shown, prices Rs. 50 to Rs. 80. The small square ones have the
feet in curved olive wood and the pinjra panels backed by boards to
give greater stability. They are priced at Rs. 50. Picture frames
in many sizes and forms are also on view and thesc run from
Rs. 11 to Rs. 25.  On the wall ncar by has been hung a bracket,
made of walnut, which like all the above is by Mull Chand &
Sons. This, while perhaps less successful than the screens
and tables, is a good example of Peshawar minute pinjra
work.

Turning now to the second series, »7z., those from Lahore and
Anmritsar, it will be observed that the pinjra work of these towns
is not only more massive, but constructed primarily on a rectangu-
lar rather than a circular conception. The individual lakhs are
at the same time notched on the surface, a circumstance that
greatly enhances their beauty. Messrs. Davi Sahai and Chamba
Mull of Amritsar have cxhibited a most admirable screen of this
kind, Rs. 600 ; and Thaker Singh, also of Amritsar, shows another
admirable piece that has many charming features of special
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interest, especially the rich carving on the one side and inlaying
shown on the other. This is on sale, price Rs.625. (Plate No. 38
to right.)
AWARDS FOR WOOD-CARVING UNDER DIVISION I6.
(VENEERING, APPLIQUE, MARQUETRY.)

First Prize with silver medal to Ganugula China Veerama of
Vizagapatam for veneered ivory casket.

First Prize with silver medal to Lala Vankata Das of Vizaga-
patam for a casket of veneered ivory and tortoise-shell.

First I'rize with silver medal to Ganugula Ramalingram of
Vizagapatam for caskets veneered in ivory and tortoisc-shell.

Second Prize with silver medal to Golti LLakshmaya of Viza-
gapatam for caskets veneered with sandal-wood, ivory, and
buffalo-horn.

Second Prize with silver medal for wooden appliqué box
exhibited by H. E. the Prime Minister of Nepal.

Second Prize with silver medal to Mull Chand & Sons of
Peshawar for pinjra screens.

Third Prize with bronze medal to Oukar of Etawa, Kota
State, for marquetry powder flask.

Third Prize with bronze medal to Muncharam Govindram of
Bombay for a cabinet.

Third Prize with bronze medal for a pinjra screen by Thaker
Singh of Amritsar.

Third Prize with bronze medal for a pinjra screen by Davi
Sahai Chamba Mull of Amritsar.

Commended for a marquetry chess-table by Framjee P.
Bhumgara.

Commended for a pinjra screen by Palla Singh of Amritsar.

Commended for a pinjra fire-place by Dastkhat Mistri of
Peshawar.

Commended for four pizjra overmantels by Sant Ram of
Lahore.
Divisions 17 and 18.—Painted Wood-worlc,, Papier Mache',

and Imitation Papier Mache.

When the classification of Indian Arts, adopted for the Exhi-

bition, was being framed, it was not known how far some of the
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Divisions then entertained might be represented by the collections DW‘{%’?“: 17
ultimately brought togethcr. The expericnce since obt:%med has VNTED
shown that the painted wood-works of Barcilly and Tilhar, for ~ PaPIER
example, have either entircly disappcared or become so poor in ~ MACHE.
quality that they arc unworthy of a place in an Art Exhibition.

So in a like manner somc of the industries have been materially

changed, within the past few years, and their classification become

an impossible task. The so-called papier maché of Kashmir, is

nowadays very largely painted wood-work, hence more than one

half the goods produced in Kashmir and popularly spoken of

as papier maché would have to be transferred from Division 18

to 17. Bearing these circumstances in mind it scems the prefer-

able course to deal with painted wood, papier maché and other

kindred methods of ornamentation collectivcly. It may, however,

be convenient to refer the rcmarks that follow to the two sec-

tions 1~

(@) Painted Wood-work.

SAVANTVADL—(Plate No. 39 to lefl.)—Perhaps the most
striking cxample of painted wood met with in India is the very
peculiar art that has for long existed in thc Native State of
Savantvadi. That intercsting and almost inaccessible State has,
until quitc recently, preserved its crafts remarkably free from
Western influcnce.  lts painted wood-work has, however, becn peseription.
largely degraded by wholesale adoption of European designs
and colourings, the result being that the art has lost its special
charm. The wood-work is painted in oil paints, with red or black
as a background. It has borders of brilliant green leaves and
pink flowers and in the centres of the pancls mythological groups
boldly painted. The supports and feet of the brackets or tables
are usually done on the turning-lathe and display a most delicate
and charming touch in lac line colouring. This circumstance
has probably suggested the description of Savantvadi work as
being a form of lac-ware. Its chief feature is the oil-painted flat oy painted.
surfaces, not the small turnery details. The rims of Savantvadi
tables, etc., are usually fringed with the sweetly smelling kas-
khas matting, ornamented with beetle wings and gold braid.
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Kamangiri,

tables, caskets, shrines for the family deity in which numerous
folding doors display the various incarnations of the god. Among
the specimens on view, the following may be specially mentioned.
A wall cabinet in black with brilliant red and green floral
decorations and mythological subjects, Rs. 75 ; octagonal table with
turned and lac-coloured feet and crimson top with mythological
figures, Rs. 19. These and many other examples of this art are
made by Narayan Ramchandra Kelkar,

MUZAFFARGARH in the Panjab has been famed for its painted
bows and arrows (—#kaman—a bow). These are often extremely
beautiful and the art designs shown on them may be viewed as
having been the originals of much of the wood-painting of the
Panjab. In consequence wood-painting in this district is com-
monly spoken of as kamangiri.

JHANSI turns out boxes, trays and the like painted black and
with dull green and red floral designs—the box to left bottom
corner of Plate No. 39. They are not of a very artistic order
and the carpentry is so poor that they cannot be handled without
falling to pieces.  The trays are designed, moreover, on a modern
European pattern as if in imitation of common japanned metal
ware,

GWALIOR has a fair amount of painted wood and basket-work,
the latter being quaint and original but hardly worthy of a place
in an Art Exhibition. A few examples have been furnished and
will be found in this Division,

BIKANIR.—Gilded and painted wood and stone form a strik-
ing feature of the house-decoration of Bikanir. In the Loan
Collection Gallery and also in the Bikanir Window on the north
wall of the Main Gallery, will be seen several painted doors. As
the designs in these have been built up by mud or other materials,
and after being picked out with colour, have been varnished over the
surface, these doors, and the art they exemplify, fall under Division
28. But there is much of what must be treated as pure wood-
painting in the houses of Bikanir and of other towns of Rajputana
generally, The writer asked that a portion of the wall paintings
in the old palace of Bikanir should be copied, These will be
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seen on two boards. They represent a heavy thunderstorm with pivisions 17
lightning flashing through the clouds, while down below and nearer ,ﬁ'},’},‘g’i,
the earth storks may be observed. This most curious and beauti- WoID AND
ful wall decoration has a strongly Chinese feeling that it is difficult  MacH&.
to account for. The same form of clouds will be seen onthe Tonk
hide-shields and observed to recur now and again all over

Rajputana and Central India. In fact, the method of painting and

varnishing Tonk shields is so very like Japanese work that the

shields have been spoken of as illustrative of a knowledge (in India)

of the Japanese art of lacquering.

(8) Papicr Maché and Imitation Papier Maché.

Although practised here and there all over India by Kashmiris
or Persians settled in various localities, papier maché is produced
on a commercial scale in Srinagar only. In Lucknow, for example,
a Persian who has settled there turns out admirable work, and at
Muzaffarnagar a fairly extensive papier maché industry exists but
it may suffice for the purpose of this work if attention be chiefly
directed to Kashmir.

Sir Walter Lawrence in his Valley of Kashmir makes some
trenchant observations regarding the Art Industries of that
State (page 373 et seq.). “Iam afraid,” he observes, ‘ that the in-
fluence of the outside world on the art wares of Srinagar has not
on the whole proved salutary. The citizens of Srinagar have a
common saying to the effect that when the taxation went the
prosperity of the city went also, and they explain this by the fact
that the removal of taxation led to the breaking up of what were
practically guilds sanctioned and protected by the State. Wher
the taxation was removed, outsiders rushed in, and competition at
once reduced prices of art wares. Copper work which sold at Rs. 7
per seer in the days of taxation now sclls at Rs. 3, and this
is the case with many other art wares. But in arguing that
the prosperity of the city has departed, the citizens omit
sometimes to explain that in the days of taxation the State exer-
cised a vigorous supervision over the quality of the raw material
and of the manufactured articles. In the good days of the
shawl trade no spurious wool was brought in from Amritsar to be
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the weaver who did bad work or the silversmith who was too
liberal with his alloy.

“Therc is no such supérvision nowadays. Competition has
lowerced prices, and the real masters of weaying, silver, papicr
maché and copper-work have to bend to the times and supply
their customers with cheap inferior work. Ask an old artist in
papier maché to show the work that formerly went to Kabul, and
he will show something very different from the miscrable trash
whict is now sold.

‘“ But the Pathans of Kabul paid the price of good work : the
visitors to the valley want cheap work, and they get it. Itis very
difficult to arrest the deterioration of art work., The Kashmiris
have the artistic instinct, but artists must live, and their livelihood
depends on the market for art wares.” ‘“ The surroundings of the
Kashmir artisans ” concludes Sir Walter Lawrence ‘* are miserable
and squalid, and it is sad 1o contrast the beauty of the art work
with the ugliness of the workmen's lives. They are, however, a
difficult people to deal with, [or they will make no cffort to help
themselves.”

Until quite recently there may be said to have been only two or
three fairly distinctive patterns employed by the papier maché
workers of the “ Happy Valley.” The modern stuff has multiplicd
with cach step in its downward career. The writer was much
surprised to find while in Kashmir that ncither in the Palace nor
in the State Muscum, have there been preserved samples of the fine
old forms of Kashmir papier maché, so much appreciated by
collectors of Indian art. The two chief forms of the old school
might be said to have been the minute rose pattern and the pale
coloured shawl pattern. So completely have these disappeared that
it would not be far from correct to affirm that when Kashmir
thinks of reviving its former beautiful art of papier maché, it will
have to go to the Muscums of Europe and Amecrica for the
most desirable models. Another and even more serious fact may
be mentioned, namely, that by far the major portion of the papier
maché of Kashmir at the present day is solcly and entirely painted
wood. This has chcapened the cost of production and altered
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the entire character of the goods. But this change had been pivisions 17
fairly established by the time of the Panjab Exhibition in 1864 PANTED
and the downward career of the industry seems to have quick- WOOD #ND
ened since, with each decade. Kashmir papier maché in its true  MACHE.
form differs considerably from that of Europe. The paper is
never exactly reduced toa pulp. It is simply softencd and
pasted together, layer upon layer, within a mould until by re-
peated slow drying and replacing within the mould while additions
are made the article attains the correct shape and desired thick-
ness.  While moist it is wrapped round with a thin muslin rag
and covered with alayer of a dressing material said to be
plaster-of-paris (or gack). The article is next smoothed and
rubbed down till it is given the required uniform surface to al-
low of the ground colour (samin) being imparted.  When this is
dry the pattern is painted in water colours and when thoroughly
set is glazed by the purest and most transparent varnish g, .0
procurable.  This is usually made from copal (sundras) dissolved used.
in turpentine, not boiled in oil,
Jut Kashmir papier maché is at present practically a name
for a class of wooden goods with certain designs painted on a
light coloured ground and coated with a special varnish. As
just stated it has been cheapened in every possible direction,
the substitution of wood for pulp being the most disastrous.
This has altered the entire character of the goods. The charm-
ing coffee-sets so admirably linished that the warmest coffee
might be drunk with impunity from them, are no longer pro-
curable.  The many-cornered trays, too troublesome to be made
of wood, have all but disappecared. The swrdkis and numer- painted
ous other quaint vesscls that might be moulded of pulp readily Wood.
cnough but which could not be produced without much labour
and expense from wood, have been steadily displaced.  Flat goods,
such as picture-frames, screens and the like, are now almost
the only articles produced and in these cven, the precaution to
coat the wood with a thin layer of pulp or to dress the surface
in the manner followed with papier maché proper, has practically
been abandoned so that the Kashmir papier maché has come to
mean a particular kind of painted and varnished wood-work.
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CHIEF EXHIBITS ON VIEW.

The following may be given as indicative of the chief decora-
tive methods at present pursued and as denoting the most com-
mendable examples of this ware on view at the Exhibition :—

(1) The Shaw! Pattern—(Plate No. 39-A, fig. 4)—Onc of
the most noteworthy examples of the series is doubtless the
rectangular table which the writer discovered in the State
Toshakkhana of Kashmir and which has been placed in the centre
of the articles that are more or less in the same style of orna-
mentation. (Plate No. 39.) Itis made of wood but has been
fairly liberally coated with pulp and the surface-dressing material
preparatory to being painted. The ground colour, unlike the
lampblack generally employed in Europe, is pure white, and
seems to consist of the specially smoothed and dressed surface
material usually employed before the designs are painted in water
colours.

This beautiful old table has been purchased for the Lahore
Museum. Placed around it will be seen an assortment of small
tables, trays, etc., all in the shawl pattern (Plate No. 39-A, fig. 4).
These are priced at from Rs, 20 to Rs. 40 and are made by
Jabbar Khan of Srinagar,

(2) Rose Pattern—(FPlate No. 39-A, figs. 2 and 5)—Some
years ago a beautiful style of work was largely turned out. This
consisted of bunches of small red roses and birds clustered
gracefully together, all over the surface, according to some
scheme of shape and colour. This has almost entirely dis-
appeared and in its place has come the modern rose pattern with
separate sprays of flowers that look as if culled from the family
herbalist or the child’s scrap book and stuck down here and
there without any purpose except, perhaps, a display of colour.
The flowers most popular in this work are the cherry blossom,
the double anemone, the tulip, the hyacinth, the rose, etc., flowers
with many of which the Kashmiris arc most probably quite
unfamiliar. As illustrations of this modern rose pattern the
following articles may be mentioned, viz., the large screen (to the
extreme right of Plate No.” 39) that forms the centre of the sct,

~ price Rs. 100, the pair of square flower vases, price Rs. 37-8 each,
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the pair of teautiful swrdiis, Rs. 5 each, and the Persian pivisioNs 17
-octagonal table, Rs. 37-8, all the work of Jabbar Khan of 1{4’{311386

WO00D AND

Srinagar. Lastly a fine old example in the form of a pen-holder, 'prper
Rs. 16 (Plate No. 39-A, fig. 2). This has the minute rose MACHE
pattern with birds within the twigs. Though small and dull
coloured, this is perhaps the best piece in the whole series.

(3) Gold Arabesque Pattern—(Plate No. 39-A, centre of
tray, fig. 4).— One of the old designs still occasionally produced
is a gold arabesque design. This is rendered on a dull gray or
brown ground colour. The best example of this is a small
octagonal table with central arabesque gold design and shawl
pattern border made by Jabbar Khan, price Rs. 37-8.

(4) Yarkand Pattern—(Plate No. 39-A, fig. 1).—This has
a dark background with gold rosettes arranged spirally, from
numerous scparate centres all over the surface, and white flowers
drawn as it were on the tops of the golden foliage. It is a
beautiful old design rarely produced at the present day. In the
collection a small octagonal table of this style will, however, be
found, price Rs. 37-8, as also a pair of vases one of which
obtained the first prize and is shown as fig. 1.

(5) White and Gold Pattern.~—~Formerly a large percentage
of the Kashmir work consisted of articles painted in a cream white
and gold scroll with bright border patterns, usually in pale blue.
There is but one sample in the collection namely a small paper
rack {No. 2555).

(6) Handkerchief Pattern~—This is very rarely seen nowa-
days. It might be described as a reproduction in shades of red
and orange of the embroidered handkerchiefs produced in Kashmir,
Chamba and Kully, in which human figures and hunting scenes are
portrayed. Inthe more modern examples of this class a Hindu feel-
ing has been given by the introduction of mythological subjects.

(7) Lastly the Modern Stuff—Mostly pale coloured and
with realistic photo-transfers or coloured life-sized flowers stuck
down over the surface of the white, pink, pale blue and gold
ornamentations, the wood having received little or no previous
dressing. There are many examples of this kind too numerous
to be mentioned.

(8) Lhassa Table.~From Kashmir has been procured an ex-
ample of the folding table characteristic of Ladakh and Thibet. The
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country, namely in gold, red and green medallions, piice Rs. 17-8.

(9) Lahore Painted Wood or Papier Maclhi.— Before leaving
this subject it may be mentioned that a small oclagonal table
has becn sent from Lahore by Sant Ram, price Rs. 27. This
closely resembles the Kashmiri so-called papier maché but
the design on the top is very peculiar and unlike anything sent
from Kashmir. It consists of closely compacted circles of white
and dark blue on a pale bluc ground with floral elaborations
across and connecting the circles together.

(10) Papicyr Maché proper—Is represented in the Exhibi-
tion by a few good examples such as the following : —A coffee set
and tray in Yarkand Pattern, price Rs, 40; a large trayin hand-
kerchief (#umal) patlern, price Rs, 43; atray, Kabul shape, and
in arabesque design of decoration but with shawl border pattern,
price Rs. 19 ; ashawl pattern tray of good workmanship and design,
Rs. 37-8; a many-angled tray in recent rose pattern, Rs. 37-8;a
pair of small boat [#4¢s/¢s]-shaped trays in arabesque designs,
Rs. 6 each; and port-folio boards in modern flower pattern,
Rs. 25. These are all the work of Jabbar Khan of Srinagar.
Some fine old samples of papier maché have been received from
Bikanir that were probably made there. These are shown on-.
Plate No. 39, figs. 3 and 5.

AWARDS FOR PAINTED WOOD-WORK, PAPIER MACHE AND IMITA-
TION PAPIER MACHE, UNDER DIVISIONS 17 AND 18,

First prize with silver medal for a papier maché table exhi-
bited by Kashmir Darbar.

Second prize with silver medal to Jabbar Khan of Srinagar
for papier maché collection.

Second prize with bronze medal for a papicr mach? box
forwarded through the Collector of Bareilly.

Commended {or a papier maché box by Masitulla of Mozaf-
farnagar.

Commended for a corner cabinet in painted wood b
Narayan Ramchandra Kelkar of Savantvadi.

Commended for two painted wood panels by Shah Mahomed
of Bikanir.

y
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Work.

Divisions 19 and 20.—Minor Wood-works, such as Toys,
Models, Engraved Fruits.

For the reasons already given these two divisions may be dealt DIVISIONS 19

with conjointly and very briefly since there are few articles of “miNoR
sufficient merit to be classed as art manufactures in this position. VV(?I?I?S-.
Sola Pith Models.—At one or two localities remote from each
other the material employed in the manufacture of “Sola topis”
is worked up more or less artistically. In Dacca in Bengal, and in
Rangoon and Mandalay in Burma, it is made into artificial flowers
and in Trichinopoly in Madras into models of temples. Pommu-
sami Pillai exhibits a model of Tanjore temple, price Rs. 100.
Carved fruits.—An extensive collection of carved cocoanuts
and other fruits have been obtained from Cannanore, Travancore
and Mysore. The more interesting specimens may be said to be
the carved double cocoanut, price Rs. 100, made by the Cannanore
Central Jail; “not at home” boxes, Rs. 18-12; salt and pepper
stand, silver mounted, Rs. 32.
From Travancore a cocoanut vase, Rs. 13-8 ; a silver mounted
sugar basin and spoon, Rs. 44. From Mysore a powder box, price
Rs.7. From Savantvadi a carved cocoanut teapot decorated
with amalgam of mercury, Rs. 3-12.

AWARDS FOR WOOD-WORK UNDER DIVISIONS 19 AND 20 (MINOR
WOOD-WORK MODELS, ToYS, ENGRAVED FRUITS).

Third prize with bronze medal to Narayan Ramchandra AWARDs.
Kelkar of Savantvadi for hukka.

Third prize with bronze medal for a collection of carved cocoa-
nuts exhibited by the Superintendent, Central Jail, Cannanore.

Third prize with bronze medal to Pommiswami Pillai of
“Trichinopoly for a pith model of Tanjore temple.
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DIVISION 21.
IVORY
CARVING.

Animal
Products.

Class V.—IVORY, HORN, TORTOISE-SIIELL, BONE,
LEATHER AND SKINS, FEATHERS, Etc.

HIS large and important
class comprises the art
manufactures that fall
under one of the threc great
assemblages of products de-
rived from the Animal King-
dom. The classes, that em-
brace the remaining art
manufactures derived {rom
animal products, zre those
shortly to be dealt with,
namely Classes VI and VIIL
Of the articles assigned to
the present position, Leather
and Skins are by far the
most valuable, though ivory
is unquestionably the sub-
stance that lends itself most
readily to artistic treatment.
When the religious pre-
judices and sentiments of
the Hindus are borne in
mind, no great surprise need
be felt regarding the com-
parative insignificance of the
available information (in the publications of the ancients) regard-
ing the art industries that largely depend for their existence on
the taking of animal life, This is, however, a subject that has
been so fully commented on by numerous writers that it need
hardly be more than alluded to in this place; the contention
has been advanced that these industries are in India of recent in-
troduction.
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Horn, etc.

The domination of the Muhammadan faith most certainly ex- piviston 21.
tended their importance, as it largely removed the objection ci‘;’{%&{g
that may be assumed to have existed against undue prominence, History of
but that the Muhammadans did not introduce these industries '
can be abundantly demonstrated. Siva, for example, is universally
represented either dressed in or seatcd on a tiger’s skin,
Deers’ skins were regularly used by the Brahmans in ancient
times, In the Rig Veda mention is made of leathern water
buckets similar to those employed at the present day. In fact
it might safely be inferred that the objection to animal products
or even to animal matter as food, crept into the later Aryan times
when these invaders had settled down in India and had become
severed into inimical races who contested territorial possessions,

So again in the Rig Veda the king is spoken of as riding
on an elephant and Indra’s Vahan is the elephant Airavat. In
the wars of the Ramayana and the Mahabharata clephant corps
were employed, so that it is thus a fairly justifiable inference
that when the elephant was thus regularly caught and tamed,
during these remotc periods, the uses of ivory could hardly have
been unknown. In fact in the Ramayana mention is made of
the ivory carvers along with the other guilds—-a circumstance
of considerable interest since at the present day there is no
special caste devoted to the art of ivory-carving. But that the
craft is not wholly of modern origin, still less a product of English
influence and trade, may be conclusively inferred from the writ-
ings of the early European travellers in India. Terry in his
Voyages to the East Indies (1655) makes mention of the skill
of the Indian craftsmen in making * cabinets, boxes, trunks and
stand dishes, curiously wrought within and without ; inlaid with
elephant’s teeth or mother-of-pearl, ebony, tortoise-shell and
wire, etc.” Although there are not many examples of authentic
old ivories to be found in India, sufficient exists to justify the
inference that from about the time of Terry’s visit, if not from a
considerably earlier period, ivory-carving was as skilfully ac-
complished asat the present day. The more interesting examples
of old ivories will be found discussed below, under the names of
the provinces of India from which they have been procured.
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Class V.—
DIVISION 21.

ORY
CARVING.
Shells.

Unimportant
Position.

No Antiques.

OFFICIAL CATALOGUT,

But to return to the assemblage of products placed under the
present class, the conch shell (sankla) and the ammonite (shal-
grama) are sacred emblems with both the Hindus (Vishnu) and
the Buddhists, and in some of the most ancient topes that have
been opened and their relics examined large quantities of cowrics,
identical with those used as coins at the present day, have been
found. Bracelets made of the conch shell are frequently worn by
newly married females. They are presented by the bride's father
on the occasion of certain preparatory festivities to the wedding

ceremony.

Division 21.-- Tvory-Carving, Painting, Staining, etc.

Position of the Craft.— While touring through India, in con-
nection with arrangements for the Indian Art Exhibition, the
writer had occasion to visit ncarly all the best known centres of
ivory-carving as also to inspect the palaces of a large percentage
of the most important princes and nobles of India. Certain cir-
cumstances were forced on his attention that may be usefully men-
tioned. Of these the firs, that nowhere was ivory-carying found
to occupy the prominent position that it might have been anti-
cipated to hold in a country where ivory has heen known and
apparently artistically worked up for many centuries. The in-
junctions that are believed to prohibit the use of ivory as a
material in the counstruction of idols for the public temple or the
private sanctuary, may be held as largely accounting for this
circumstance. But that ivory should not take a more honour-
able position in the furnishing and ornamentation of the palaces
of the rich is, to say the least of it, significant. Ilere and there
fabulous sums have been expended on special chairs, howdaks
and thrones, made of ivory, or in weaving rugs and fans of threads
cut from the tusk of the clephant, but ivory ornaments or ivory
as a decorative material was found to be, comparatively speaking,
rare. In the second place even where ivory was fairly exten-
sively used no antique examples were discovered.  Perhaps the
most intcresting old ivorics of undoubted Indian origin were three
charming pieces from Orissa which will be alluded to below in
connection with the province of Bengal,
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Materials used.- A (hird circumstance may be mentioned, DIVISION 21.
namely, the very extensive use of a substance that must be char- cf{',g}‘,}'m,
acterised as an ivory substitute. In nonc of the cxtensive series Ivory e,
of monographs on ivory (rccently published by the various Govern-
ments and Administrations of India) is any mention made of this
material and yet therc is hardly an armoury or a centre of ivory
work where it is not to be scen in fair abunlance. TIvory is in
Indian as in Europcan commerce spoken of as the “elephant
tooth ” but a sccond substance is called the " fish tooth ” (machli-
ka-danl). This is always of a dirty (oily) yellow colour with the
texture looking as if crystallized into patches. The significance
of being called in every language and dialect of India “fish tooth
at oncc suggests a common and, most probably, forcign origin for
the material.  Upon inquiry it was found that it was more highly
valued for sword and dagger hafts and more extensively used for
these purposes than is ivory. It is put through an elaborate and
protracted process of curing before being worked up.  The crude
“fish tooth ™ is wrapped up in a certain mixture (masala) and
retained in that condition for various periods, the finer samples
for as long as 50 years. The advantages are its greater strength,
finer and smoother surface, and greater resistance (less liability to
slip in the hand) than is the case with ivory.

So far as the writer has been able to discover, the “ fish tooth ”
of Tndian trade is mainly, if not cntirely, the so-called fossil ivory
of Siberia—the ivory of the Mammoth—a substance that has lain Mammoth
for countless ages in the frost-bound drifts of Liakoff and New o
Siberia. It is also possible that a fair amount of hippopotamus

or “sca-horse ivory”

and even of the “walrus ivory” finds its
way to India by passing like the Siberian ivory by land routes
to India. And from the antiquity of some of the swords, found
in the armouries of the princes of India with ¢ fish tooth” halts,
it would seem possible that there has existed for centuries a traffic
in carrying this material to India.

Forms of Tvory.- There are two well marked forms of ivory=— Forms of
the African and the Asiatic. As a general rule the nearer the fvory:
equator the larger, finer and more cxpensive the ivory, but there
are many local manifestations that arc best accounted for very
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DIVISION 21, possibly by thc food on which the.animals have fed. For some
m?,‘},}'c unaccountable reason Ceylon ivory has been for years past
becoming shorter and less valuable than the Indian. African
ivory is closer in grain and not so liable to turn yellow as the
Indian, but the ivory of the East Coast of Africa is superior to
that of the West. By “dead ivory” is meant ivory that has
been stored for a considerable time until it has lost the oil or
gelatine that gives elasticity to “ green ivory.” To in part restore
this lost property the ivory carvers keep the samples upon which
they are engaged carefully wrapped up in damp cloth, overnight
until the carving has been completed. While this saves the ivory
from chipping off in the carver’s hands, it causes it to warp and
split soon after and to rapidly lose colour—defects that seriously
retard the Indian Ivory-carving Art.
A large percentage of the Mozambique and Zanzibar ivory
Uses of finds its way to Bombay and is re-exported to Europe under
X:ﬁ?ﬁgs. what is spoken of as the East Indian trade. TFrom this African
supply the Indian carvers draw their most prized ivory. It is,
therefore, perhaps only a repetition to observe that the Indian
carvers recognise a vast difference between the Bombay (mostly
African), the Deccan, the South Indian, the Assam and the
Burman ivories, and an expert worker will point out the particular
styles of work for which each quality is suitable. In Hoshiarpur,
for example, the hair-like lines of inlaid work are invariably done
in the bluish white African ivory procured from Bombay, but as
this is morc expensive than the Indian dull opaque or chalky
ivory, it is most sparingly employed. The purity, opacity and
stability of the Travancore ivories when compared with the flimsy
brittle goods of Murshidabad, are doubtless largely due to
the superiority of the green ivory invariably employed by the
workers in the former, over the old brittle ivory of the latter,
locality.
Centres of Centres of Production.—There are four localities in India
theeraft:  .nd one in Burma that have come to be spoken of as famous for
their ivory manufactures; these are DELHI in the Panjab,
MURSHIDABAD in Bengal, MYSORE and TRAVANCORE in South
Indja and MOULMEIN in Burma.
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In the PANJAB the other centres are Delhi, Amritsar, Patiala, Dl‘l"lls(}gg 21.

Ludhiana, Multan, Dera Ghazi Khan, Gujranwala, Hoshiarpur and  cARVING.
Lahore. In LUDHIANA an extremely modern traffic has assumed Panjab
some importance, w¢z., the manufacturc of billiard balls. In
PATIALA a fairly old industry exists in shallow surface floral
tracery—a minute and elaborate style in which, although the designs
are good, the workmanship and joinery are very bad. In the Fatlala
palace thereis a sowdal that is perhaps one of the oldest authen-
tic samples of Panjab ivory-carving. The Darshani Door at the
Golden Temple, Amritsar, is inlaid with ivory, much of which
is stained in the characteristic way, »iz, with green and red.
These doors probably date from Ranjit Singh's restoration of the
temple in 1802 A. D. Among the loan collections obtained
from the Victoria and Albert Museum of South Kensington,
there is a cabinet described as 19th Century Cingalese work.
This is exceedingly like much of the Patiala ivory of to-day. It con-
sists of a minute design, the branches of the floral scrolls being
open, and profusely encircling, while the twigs may be described
as thin, rounded and lying on the surface of the smooth field.
Plate No. 40, fig. 5, shows a camel made in Patiala.

From Mir Muhammad Hussain Khan, miniature painter of
DELHI, has been reccived a small casket carved in a remarkably
flat style, the foliage being exceptionally large for the size of the
design. The surface is broken up into distinct sections demarked Mughal
by cuspid medallions and alternate straight lines formed through
the stalks of rosettes of broad leaves. This is almost identical in
every detail with a small box sent from the Victoria and Albert
Museum of South Kensington, and which is said to be carved in
“Persian style with conventional floral ornaments in foliated medal-
lions: Mughal of the 17th Century.”

In DELHI and AMRITSAR the industry would appear to have
originated with the requirements of the grandees of the Muham-
madan Court and subsequently with those at the Sikh Court. The
Muhammadan feeling of the older Delhi work is its most striking
peculiarity. The modern work has absorbed all styles and become
mainly Hindu. It consists of a rich flat arabesque tracery with
lace-like perforations arcading mythological or animal panels. In
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IVORY
CARVING.

Sikh Style.

No upecial
Caste.

Modern
Trade.

OFFICIAL CATALOGUE.

former times the articles usually produced were bed posts, chawuris,
surmadanis, back-scratchers, bangles, ctc.  With the Sikhs, on
the other hand, the use of a comb, tobc worn in the hair, became
almost a matter of faith, and as the Sikhs were not restrained from
life portraiture, to them very possibly may have to be attributed
the introduction of relicf work and statuary. It has been suggested
that “the absence of any living tradition of its antiquity in the
Panjab is due to the displacement of the old Hindu kingdoms by
the Delhi Empire.” But so little absolute proof have we of the
patronage of Ilindu kings in this direction and so essentially
modern are the existing records of the craft, that, if speculation be
permissible at all, it would scem in more accord with the facts to
affirm that the modern art of Panjab ivory-carving originated, if
not by, at least contemporaneous with, the Delhi Empire.

It is, however, somewhat remarkable that the chief artistic
workers at the present day, are Hindus. In the now famous
Lala Fakir Chand Roghu Nath Dass’s shop at Delhi about 20 or
30 hands are cmployed and the majority are Brahmans. Ivory-
carving is as a rule hereditary. The sons of carvers begin to be
instructed when little more than ten years of age. For some
time they are kept engaged on drawing, then from one stage to
another they are progressed until they become master craftsmen.
The average training for ordinary work takes about seven years
but for the higher flights (assuming the possession of natural
talent) the apprenticcship may be extended to 25 years. There
is, however, no special caste identificd with the craft like that of
the somdrs or silversmiths, In some parts of the country the
ivory carvers are carpenters by caste; in others silversmiths and
in a third Muhammadans, as for example, those of Ludhiana,
Dera Ghazi Khan and many other centres. The absence of a
recognised caste of ivory carvers is one of the strongest points
in favour of the contention that thc industry. as it exists at
present, is a comparatively modern one. In further support of
this view it may be said that in Delhi, some 40 years ago, there
hardly existed an ivory-carving industry while to-day Delhi is
one of the chicf centres of the craft in India. This remarkable
development is doubtless entirely the result of the great influx

176



MAIN OR SALE GALLERY. Ivory,
Horn, etc.

of sight-seers, hence the goods turned out are mainly such as D“gsggg 21.
meet the requirements of the European demand. Richly designed CARVING.
and carefully finished caskets, glove boxes, table ornaments,

{in the form of elaborately caparisoned elephants, camels, horses,

etc.), also model carts, carriages, etc., paper cutters (some of

monster size with elephant handles, Plate No. 40, fig. 3), and a large
assortment of card cases, whist markers, chessmen and the like. It

has been observed that in the figure carving of the Panjab there

is always a stiffness, a want of flexibility and a clumsiness that is

most reprehensible. ‘It is often a little exasperating,” writes Mr.

Ellis, “ after admiring the perfect symmetry of the tracery designs,

tobe confronted with an animal round which these designs are

worked, apparently taken out of a child’s “ Noah’s Ark,” with-

out joints, and with its left side invariably concave and its right

convex.” The figure work is certainly much inferior to the rich

tracery and complete perforation practised, It might be spoken

of as perspective sculpture that is truc to nature when viewed

from one position only. All the same it is clever because it is an

artistic adaptation to the necessity for economy and the diffi- Forspective
culty to obtain blocks of the required size and thickness. The

economy effected by perspective work has, doubtless led to

the formation of panels and canopies of gods such as the Durgas

turned out in Murshidabad (Plate No. 43 to the extreme right,

also Plate No, 40, fig. 6) and imitated at Delhi and Patiala.

CHIEF EXAMPLES ON VIEW OF DELHI WORK,

The splendid series of samples shown by Lala Fakir Chand
Roghu Nath Dass of Delhi, secured a gold medal as the best
collective display of ivory at the Exhibition. Some of the pieces Delhi work,
are remarkably fine and most have been sold—perhaps the best
proof of their high merit. “Plates Nos. 40 and 61 give some of
the best examples. In the former, fig. 3 shows a large paper cutter.
This splendid piece of work took three years to make. The
handle represents an elephant standing on a pedestal of admirable
relief foliar carving; the scroll on the blade is bold Mughal
work. Fig. 7 shows an elephant loaded with guns, camp equipage,
etc., each article including the chains cut from solid ivory. This
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m%sggn 21. is a marvellous piece of work, more wonderful than artistic, but it
CARVING. shows the great skill that has been attained when the links of a
chain, each not more than the size of a pin’s head, can be
cut from solid ivory so that they are distinct and within each

other.

Ivory Mats. This has its parallel in the equally absurd feat of weaving
mats from threads of ivory. This is done at various centres and
in the Exhibition some half a dozen mats are on view from Delhi,
Bharatpur, Murshidabad, Tipperah, etc. Two of these have been
hung up so as to form the background of the series of ivories
shown on Plate No. 43.

Plate No. 61, though intended to display miniature painting on
ivory—an art that has attained marvellous perfection in Delhi—
represents three caskets that might be said to be each of its own
kind a triumph of Lala Fakir Chand Roghu Nath Dass’s skill.
Fig. 1 shows a large box richly chased in foliated scrolls; fig. 2
a small casket perforated until its ;#/7 work has reduced the
ivory to lace; lastly, fig. 3 shows a glove box that was much
admired by the Judging Committee. In this a combination of all
the styles of carving in Northern and Western India may be said

Wornrated 5 be displayed. The large panels depict mythological scenes,
the upright panels are in Ahmedabad style and the scroll work, in
bold floriation of Mughal pattern. The painted medallions repre-
sent the more noteworthy buildings of Agra and Delhi.

In the UNITED PROVINCES there can hardly be said to be an
industry in ivory. Small articles are turned out by the carpenters
in most large towns, especially of Agra, Gonda, Lucknow and
‘Benares. The Maharajas of Benares have always retained
Court carvers who have made fairly creditable work, but no
historic examples have been as yet discovered in these provinces.
Lala Heera Lal of Lucknow has sent to the Exhibition a set of
chessmen about 4 inches inheight. These are realistically carved
in the form of kings, knights, etc., dressed in the 14th or r5th
Century costumes of England and coloured green and red.

Centres. In RAJPUTANA and CENTRAL INDIA there are numerous cen-
tres of ivory turnery and carving. Of these special mention
may be made of Jaipur, Ajmir-Merwara, Alwar, Bikanir and the
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village of Pali in Jodhpur where there has been developed an D‘VIS“’“ 21.
extensive manufacture in bangles, surma-ddnis (antimony boxes) CARVING.
chessmen, etc. Figures of animals are made in Rewa and paper
cutters, sword hilts, combs, etc., at Ratlam, Dhar and Alipura.
JODHPUR.—As a curious instance of the tendency of Indian art Isolation of
trades to be isolated and local, the Pali (Jodhpur) craft in ivory-
carving and turnery may be given. Situated on the old trade
route from Bombay to Dclhi /@ Ahmedabad and Ajmir, that little
town has for centuries absorbed a large proportion of the im-
ported ivory. This is worked up into bangles of graduated sizes
so as to cover the arm almost from the shoulder to the wrist.
They are usually so elaborately coloured and ornamented with
lac, beads and gold leaf, that a chcaper material might easily be
substituted. The colours most fashionable, as with ivory staining
and colouring in nearly every part of India, are red and green
with black lines and circles. Such bangles are largely worn in Bangles.
Western Rajputana and are exported all over India. It is an
old custom for the maternal uncle to present the bride with
ivory bangles which are worn for the first year after the wed-
ding. This practice prevails all over India except perhaps in
the United Provinces and Oudh, in the Deccan and Madras.
Ina set of chessmen from Jodhpur, the raja and wazier take
the place of the king and queen, the elephant of the castle, the
horse of the knight, and the camel of the bishop, with human
heads as the piadas or pawns. In another set all the pieces are
like salt and pepper boxes, and differ from each other only in
massiveness or length. One of the most striking peculiarities of
Jodhpur (Pali) ivories is the manner in which they are ornamented,
namely, by circles and lines loaded with pink, green or black lac.
JArPUR.—Certain doors in the Amber Palace which date from
1630 A. D,, are inlaid with ivory and sade/s work similar to
that described at page 156. These are infact the oldest examples
of this work in India.
ALWAR STATE has sent to the Exhibition several miniature mintature
. . . . tatues.
ivories, for example, a camel with driver, the rope being a fibre
of ivory not thicker than a 'human bhair; also a cow and calf,
less than half an inch in length.
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nngsggg 21, BIKANIR.—In the old palace of Bikanir the writer discovered

CARVING. certain doors richly inlaid and overlaid with ivory that very
Bikanir old  ,0ssibly are 18th Century style of work. One of these has been
shown to the extreme right of Platc No. 32. In the same palace
the walls are painted in a curiously Chincse design of clouds and
thunderbolts with storks circling below (see initial illustration to
this Chapter, page 170. The carved ivories, vencers and over-
layings, while no doubt Mughal, have a Chinese feeling about
them, In fact throughout Rajputana and Central India there
is a Chinese taint in thc art that brings to mind the tradition
of Chinese teaching in the pottery of Sind and the Japanecse or
Chinesc character of the Tonk shiclds, presently to be described
(Division 28).

From UDAIPUR has been securcd, for the Loan Collection
Gallery, a delightful scries of thumb guards (ungof dins), used
in shooting with the bow and arrow. Most of these are made
of ivory, others rock crystal and still others of metal. They
are richly coated all over with pale green, or dark claret red, or
deep brown or other colour of lac. Through this and on to the
white below a delicate design has been scratched which usually
depicts some hunting scene, such as a fight between two elephants,
or a sportsman spearing a tiger while in the act of seizing its
kill. In other instances the pattern consists of oriental floral
scrolls, fthe white flowers having a rich effect imparted to
them by the margins of thc petals or leaves being gilt. The
designs on many of these thumb guards are so essentially
Chinese that it is difficult to suppose that they could have been
made in India. The feeling and touch are essentially Chinese
but not more so than are the illustrations of a copy of the
Shahnamah in the Loan Collection Gallery, said to have been
painted in India in 1616 A. D. The doors of the Bari Mahal are
overlaid with ivory that has been coloured with lac etchings,
The date of these doors has been given as 1711 A, D,

BENGAL—has several centres that turn out ivory-carving
and ivory inlaid work. These are Murshidabad, Rungpur,
Dacca, Tipperah, Chittagong, Monghyr, Patna, Calcutta,
Dumraon, Durbhanga and Orissa. Mr. G. C. Dutt has written
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a most excellent monograph on the ivory work of Bengal. He mvxs(}g 21.
there narrates the tradition of the introduction of the craft into carvine.
MuRrsSHIDABAD. This, it would seem, came from Delhi, in con- Historyof
nection with the demand for back-scratchers. A Hindu having ivories.
seen the Muhammadan artist at work was induced to produce
copies of his wares and so successful was he, more especially his
son, that the industry soon changed hands and has been confined
ever since to a small community of the baskar (kondikars) caste
of Vaisnavs who in many respects recall the gudigars of
Mysore and Kanara (page 148). Both are the hereditary idol
makers, the one working mostly in ivory and the other mainly
in sandal wood.

While the Bengal ivory workers have produced for some
years past a large assortment of table ornaments, such as ele-
phants, models of bullock carts, processions, marriage ccremonies,
and such like, for the European market mainly, they seem, at a
still earlier date, to have almost cxclusively turned their attention
to the possibility of being able to meet a local demand for certain
representations of the gods. For example, the popularity of the
festival of Durga and the large demand for the characteristic Durgas.
groups of idols used on that occasion, doubtless suggested the
flat panel of deities with an encircling canopy, borne on classic
pillars, Though made in ivory, it is identical with that produced
in clay or in sola pith and worshipped during the great festival
season of Bengal. In the centre of the entablature is the consort
of Siva in her incarnation of the warrior who slew the demon
or giant Mahisha and thereafter took the name of Durga
(Chamundi, page 150). She has ten hands and with one is
represented as thrusting the spear into the demon and with
another holding up by its tail the cobra seen stinging his face.
Around her are grouped Lakshmi, Saraswati, Kartikiya and
Ganesa.

This flat and flimsy style of ivory work was first made in Flat sculp-
Murshidabad but it is now copied in Delhi and Patiala and finds "
a market all over India. Without fear of contradiction it may be
characterised, from the art point of view, as a modern abomina-
tion that could hardly have originated in any other province
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than Bengal, where a distorted conception of Doric architecture
has passed current as indigenous art for at least half a century.
In the background of Plate No. 40 (fig. 6) will be seen por-
tions of an ivory panel of Durga and another on the extreme right
of Plate No. 43.

ORISSA.—It is therefore pleasant to turn from this feature of
Bengal ivory-carving to that met with in Cuttack and Puri.
That ivory-carving has been long known in Orissa may be
inferred from one of the inscriptions on the walls of the audience
hall of the temple of Jaganath in Puri—a temple that very
possibly was originally Buddhist. The presentation to the temple
of couches, c/auris, bangles, all made in ivory, is there recorded.
So also it is well known that the Rajahs or Chiefs of the Tribu-
tary States have for many years retained carvers and that through
these a high proficiency has been attained in ivory work.
Amongst the many beautiful samples of ivory-carving, sent to the
Delhi Exhibition, few are more interesting than three fine old
bits contributed by the Chief of the Nayagurh State. ~ The letter
that accompanied these most admirable samples statcs that they
were made by one Gobind Ratan of Nayagurh about 50 years ago.
They are as follows :—

(a) A splendid tortoise (possibly representing Kirma as
Kasyapa). It consists of 4 pieces of ivory and is 8 inches long by
6 inches wide. Plate No. 77 shows two positions. The body of
the animal is represented as wreathed and garlanded with flowers
held in the mouth while entangled within these floral ornamenta-
tions are two charmingly carved and cleverly stained paraquets.
The floral work is deeply cut, is liberally dispersed with large
composite flowers that look like moon-stones or lotus-leaf discs
and the deeply under-cut foliage recalls very forcibly the sandal
wood work of Mysore. The shell of the tortoise is removable
and from the photograph will be seen to be richly and deeply en-
graved. The zones of scroll work and the garlanding of the body
of the animal are strongly suggestive of Chalukyan art. The
outermost scroll is a beautiful example of the forward and upward
flow, alternated and rarely inverted, but often with a double
scroll in opposite direction, that is so commonly met with in
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this school of early Indian decoration. In consequence of the
direction of the scroll a meeting and starting point is almost indis-
pensable. The former becomes an arbitrary line and the latter
takes the form of a double-headed yd/i, from the mouth of
which the scroll is seen to flow. In the idol canopy from Mysore,
shown on Plate No. 13, will be seen a good example of the
grotesque animal heads, so often introduced at the meeting or
starting points of decoration of this kind.

But to revert to the Nayagurh tortoise, the life-like texture
and anatomy of the legs and ncck of the animal, raise the artist
who produced this wonderful creation to a position of equality
with the ivory carvers of Europe, Japan or China.

(6) A statuette of Krishna (Plate No. 76). The drapery and
ornaments of this exquisite piece of work indicate the locality of
its production. Moreover the designs shown on the girdle and
lotus pedestal so closely resemble the scroll work of the tortoise
already described, that there would have been no difficulty in
affirming that the two pieces of ivory were made by the same
person, had this circumstance not been known. The method of
dressing and ornamenting the hair, while it still lives to a certam
extent in Orissa and along the mountainous tracts between the
Mahanuddy and the Kistna, has practically disappeared from the
rest of India and is only seen in fairly ancient idols of Krishna.
In the more recent statues the hair is tied in a knot and is not left
as a jewelled pendant hanging to the waist.

(¢) The third sample from Orissa is a beautiful piece of solid
ivory measuring 8% inches in length and 3} inches in thickness.
It represents the infant Krishna kissing his toe, but there is
a peculiarity not often seen in recent representations of this
popular subject, namely, the hair is shown as in a profusion of
short curls.

TipPERAH—has enjoyed the reputation (along with Sylhet)
of being one of the most ancient seats in Bengal of the art of ivory
carving and ivory mat-weaving. Certainly one of the most
beautiful pieces of ivory work in the Indian Art Exhibition is the
ivory chair furnished by His Highness the Maharaja of Tipperah.
This is a splendid piece of massive and graceful work. It is said
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amusement by the ladies of the Court. The gold brocade with
which the ivory chair has been upholstered was woven in the palace.

NEPAL.—Ivory-carving is carried onto a limited extent as also
inlaying of wood with ivory. The work is very neatly finished,
is strongly Chinese in feeling and usually assumes the form of
figures of gods, combs, chop-sticks, etc. There are two charming
picture frames among the set obtained from Nepal at the Exhibie
tion and a large punkah with an exquisitely carved handle in
quaint diaper design.

AssAM.—Ivory-carving in the times of the Ahom kings was
an important craft. Only two or three persons are now known to
practise the art, the best being Fiznur, a Muhammadan of Jorhat.
He makes back-scratchers, salad spoons and forks and the like.

BoMmBAY and SIND.—Mr. C. L. Burns has written a mono-
graph on the ivory work of this Presidency. He tells us that the
art is little known. A certain amount of turnery and carving
may, however, be scen in Poona, Kanara, Surat, Baroda, Karachi,
Halla, Kathiawar and Kach. The samples sent from Bombay to
the Indian Art Exhibition are in the Loan Gallery mainly. Mr.
Burns observes that ‘it must be confessed that compared with the
work produced during the middle ages in Europe and in Japan
before 1860, the old Indian work is childish in its technique and
poor in design. It has none of the exquisite fecling and beauty
of workmanship of the former, nor the complete craftsmanship,
humour and insight of the latter.” This opinion may be true of
the work turned out in the Western Presidency, but it would
seem too sweeping a generalization when applied to India as a
whole, more especially Travancore and Mysore.

Many writers have alluded to the fact that one of the most
interesting discoveries, regarding the ivories of India, was made a
little more than half a century ago when a set of ivory chessmen
was discovered during the excavations on the site of the city of
Brahminabad in Sind. That city was destroyed by an earthquake
early in the 8th Century. If it may be accepted that these ivories
were made in Sind or even in India and were of the period
suggested through the locality of discovery, then they would
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very likely have to be accepted as the oldest examples of Indian DIVISION 24
ivory at present known. They have been deposited in the Victoria carvine.
and Albert Museum of South Kensington, London. Although
that institution has sent to the Indian Art Exhibition some ex-
ceedingly interesting Indian and Ceylon ivories, the Sind chess-
men have not been received. Perhaps the next oldest authentic
example of ivory work in India is the inlaid door-ways of the
Ashar Mabhal of Bijapur, made in 1580 A. D.
MADRAS PRESIDENCY :—TRAVANCORE.—The ivory carvings
of Travancore and Mysore must be given the very foremost posi-
tion among the ivories of India. The sets of samples sent to the
Indian Art Exhibition by His Highness the Maharaja of Travan.
core and His Highness the Maharaja of Mysore, while at once
the most artistic and most interesting on view at Delhi, are hardly
sufficient to justify the expression of definite opinions nor the
production of an essay that could be accepted as giving a fair
conception of the art feelings and instincts of these master carvers.
To accomplish this it is essential that the methods of work and Defoctiva
the decorative designs, not only of Mysore and Travancore, but of
each and every one of the numerous minor localities of ivory-
carving in the Presidency, should be critically studied and the
stories they have to tell linked up with those of all other parts of
India. This has not been done and is of urgent importance if the
craft is to be guided into higher flights than it has as yet attained.
During the rapid tour through South India, made in connection
with the Indian Art Exhibition, arrangements were entered into
for collections from Travancore, Mysore, Godaveri, Tirupati, Vizia-
nagram and Vizagapatam, and not a few antiques were thereby
brought to light that have hitherto escaped notice. But it is
believed, were a protracted inquiry instituted, the missing links in
the history of Indian ivory might be forthcoming. From the Vic- P
toria and Albert Museum, South Kensington, London, have been tions from
received some half a dozen South Indian ivories, presumed to date
from the 17th and 18th Centuries (Plate No. 79). These abun-
dantly confirm the impression left in the writer’s mind, from the
study of the beautiful collections procured direct from Travancore
and Mysore, that the art conceptions of the ivory carvers, like
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kyan and Buddhistic traditions rather than the more recent
Dravidian and Indo-Aryan schools of South Indian decoration.
There is something about the ivory work of the Southern Penin-
sula that at once brings to mind the complexity and intricacy
of the pinnate and palmate floration (interspersed with grotesque
animal forms) met with in the wall ornamentations of the temples
of Baillur and Hullabid or even of the ancient Jaina temple of
Mudbidri, rather than of the swdmi style of the Tamil country
proper. In other words the ornamentation that it is desired to
urge as more immediately associated with the ivory of South India
would secem to link together the people of the Eastern and West-
ern Ghats with those of the Deccan. But, when the country indi-
cated fell under Hindu influence, it doubtless became strongly
Dravidian and hence manifested the Burmese tendency that is so
striking and unexpected a peculiarity of the artof the Tamil-
speaking people.

EXAMPLES OF SOUTH INDIAN, (MOSTLY TRAVANCORE AND
MYSORE) IVORIES ON VIEW,

The beautiful ivory statuette of Krishna (Plate No. 76), dis-
cussed above in connection with the ivories of Orissa, belongs to
this Deccan series. It manifests in a most striking manner the
fantastically twisted, pointed and rigid draperies, the massive ear
ornamentations and the many-storied form of the head-piece of
Burmese sculpture. This many-storied form may be recognised
in the figures of the casket shown on Plate No. 79 (fig. 1) ; also the
jewelled, tasselled and plaited hair (forming a long tail), on the
casket (fig. 2) and the human figures in the central floriated
portions of the comb (fig. 3) may be admitted as vividly bring-
ing to mind the silver ware of the Godavari (Plate No, 8, fig 11),
In all these examples the peculiar foliage and the nature of the
grotesque animal forms that are seen to give birth to the scroll
work (Plate No. 79, fig. 4) are almost precisely that seen on Hullabid
and on the wonderful sandal-wood carvings of Mysore.

The casket (fig. 4), according to the label attached to it by
the authorities of South Kensington, is supposed to be Cingalese
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and of the 1gth Century. That may be so, for it is more difficult DI‘II‘II%I&}(I 21.
to separate the Ceylon from the Travancore and Mysore ivories CARVING.
than these from the purely Dravidian work. The Madras Museum
possesses two pieces of old ivory (Plate No. 79, fig. 5) that are QId samples
almost identical with several bits sent from the Victoria and Albert
Museum, and said to be Cingalese of the 17th Century. But
these Madras and South Kensington Museum old ivories collect-
ively recall very forcibly the designs on the embossed and perfora«
ted brass caskets from Calicut, figured in the Album of Madras
and Burmese Avt Wares (Plate XXI), published in 1886 by
the Madras Government. Through these brass wares the link is
next made to the designs on the Bellary Door (Plate No. 30 and
tail-piece page 169) as also to the kinkhdbs of Tanjore (Plate No,
81). It may thus be safely inferred that designs that occur again
and again in the wood, metal, ivory, textiles, etc., have morc than
a purely accidental or recent association with the people by
whom they are produced.
Turning now from these historic cxamples of South Indian,
possibly Travancore ivories, it may be useful to rcfer briefly to
some of the more remarkable examples of recent work sent to
Delhi by His Highness the Maharaja of Travancore. Plate No. Recent Work,
41 gives a sclection of these. In order that the designs might be
seen more clearly the selection was made, however, from the
smaller pieces in the collection. One of the most beautiful ex-
amples (but unfortunately for the reason given, one that could not
be reproduccd) is a hexagonal shrine with idols placed within
the six triangular niches thus formed. This is shown in the
middle of Plate No. 43. The pillars, canopies, spandrils, roofing,
etc., of this beautiful piece of work are admirable and manifest, in
a forcible way, the great peculiarities of this style of ivory such as
its massive form, purity in design and excellence in finish. But
the shrine or Rama mandar here described is much more Dravi-
dian in form than is commonly seen in the work of Travancore.
This was made in the School of Art, Trevandrum. The stand is
in buffalo-horn and all the structure including the idols in the
purest and best ivory.
The hand lookingsglass (Plate No. 41, fig. 1) is a clever
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DIVISION 21. example of the adaptation of Chalukyan foliage to a small object.
cﬂ’g‘;}(w, The drawing is perfect, the curves graceful and the feeling, that
of astyle of ornamentation that has borrowed nothing from
forcign influence. The massive idol (fig. 2) represents Vishnu
scated on the snake with a canopy formed by a five dog-headed
hood. This is illustrative of the greater attention that is paid to
statuary in Travancore than in any other centre of Indian ivory-
carving. Instead of being in perspective and such that it must
be placed against a flat surface it is as fully devcloped behind as
in front and can be viewed from all sides.

Brush-back. The brush-back (fig. 3), is solid ivory with a boldly drawn
floral scroll, interspersed with animal forms, seen to originate and
receive the floriation. From the standpoint of design this is per-
haps the most admirable and perfect of the many beautiful works
received from Travancore. In order that it may be more {fully
appreciated it has been shown a second time (Plate No. 42, fig.
2) alongside of a loan collection brush-back obtained from the
Palace of Mysore. These remarkable pieces of work admirably
illustrate the two great styles of South India—Travancore, true
to its ancient conventional designs, Mysore (fig. 1) modecrn
jungle scenery, in which a high proficiency has been attained
both in sandal-wood and ivory.

The money-counting board (Plate No. 41, fig. 4) is another
splendid achicvement of decorative art, which demonstrates the
purity in design and fecling that is so remarkable a fcaturc of
these Travancore ivories. The small circular holes are intended,
when filled, to count 100 cZukrams. The handle consists of dig-
nified floriations proceeding from lion griffins.

Casket. The casket (fig. 5) was awarded a gold medal by the Judg-
ing Committee of the Exhibition. This is a piece of work of
which Travancore may be justly proud, but it is very much more
Dravidian (swdm?) than are most of the other ivories of the State.
It represents, by its twelve panels round the sides, the various inci-
dents, in regular historic sequence, of the story of the Ramayana,
while on'the lid is carved the final scene—the coronation ceremony.

Doorway. Lastly the doorway (fig. 6) is a delightful model of the ap-
proach to a temple or house in Travancore, showing a flight of
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steps and moon-stone that strongly recall the similar structures in DIVISION 21.
the ancient Buddhist pavilion of Anuradhapura in Ceylon. It carvin.
illustrates all the peculiarities of the quaint style of wooden archi-
tecture, met with in the extreme south—its Dravidian double yd/i
pillars, its floral scrolls, suspended like draperies from straight, not
curved, eaves and its great claboration in detail of beams, joists,
etc.,—peculiarities that in some respects give an aboriginal (or
pre-Dravidian) turn to the art and architecture of Travancore.

MyYSORE and COORG .—From the Palace of Mysore have been
received several very charming ivories. The settee back-rest (Plate
No. 78) is believed tobe early 17th Century work. It might be de- Bragon
scribed as a tympanum-shaped and perforated panel of intertwined
four-footed and feathered dragons, of all shapes and sizes, richly
carved, gilded, stained and lacquercd. Underneath is a band of
cuspedly arched panels each filled in by perforated ivories, depicting
trees with birds on the boughs and animals resting beneath. The
frames of the whole structure are elaborately vencered with ivory
every portion of which has been engraved and loaded with pig-
ment (most probably lac), the colours being, as with all modern
Indian work, pale green and a delicate magenta. This very remark-
able piece of ivory will be seen to possess a strongly Burmo-Chi-
ncse feeling, but that it was made in Mysore there seems no occa-
sion to doubt. It was copied some years later in a second back- Antique Back-
rest (seen to the left of Plate No. 43), which in some respects rests:
may be regarded as an improvement on the original. It is made
of more massive ivory but is spoiled by having iron rods driven
through it, to bind the pieces together, in place of the gilded
bands placed on the outside of the original. The ivory of the new
copy has been discoloured by the iron, it has not been gilded or
stained, and it has been framed in wood, in place of ivory
veneers.

From the Palace has been received the brush-back shown on
Plate No. 42, fig. 1. This has been already alluded to briefly
but deserves further recognition. It is perhaps one of the most
perfect pieces of realistic carving in the Exhibition. It portrays Jungle
practically every feature of jungle life and sport. The foreground,
middle distance, distance and clouds, are all faithfully treated and,
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in a manner that is most surprising, every detail is shown and
still the atmosphere of high class painting has not been materially
disturbed nor the picture overburdened. On the reverse is an
exceedingly clever modern design. The £arela gourd is the sub-~
ject.  The composition, balance and harmony raise this little
sketch to that of the highest decorative art.

The Palace of Mysore has next contributed a charming casket
(Plate No. 4o, fig. 4). This is bound in richly repousséd gold.
It is understood it was prepared as a gift to a Royal personage,
but owing to the death of the Prince was never presented. The
side panels depict jungle life and sport, one of the most beautiful
showing elephant catching. The panel on the lid is a mythologi-
cal subject. The floral ornamentation is in the characteristic style
discussed in connection with the sandal wood of Mysore.

One of the most important trades of Mysore town may be
said to be that of inlaying wood with ivory. The skill displayed
by the Mysore inlayers far excels that of Hoshiarpur and other
localities in Northern India. This subject has already been al-
luded to (pages 141-144) and Plate No. 32 shows a large assort-
ment of the work. The two best samples are the cabinet and the
door. The latter has been lent by His Highness the Maharaja
and is one of those to be used in the new palace. Mysore inlaid
ivory is richly loaded with black lac after the fashion practised
in Vizagapatam (see page 142).

But a comparison of the modern with the old samples of in-
laying is greatly in favour of the former. From the Victoria and
Albert Museum of South Kensington has been received a panel
showing old inlaying, presumed to be Indian. This will be seen
on Plate No. 43-D, fig. 2. It consists of a veneer of sisham
wood inlaid with ivory. But instead of cutting the openings
to the exact size and shape of the stalks, leaves, birds, etc., to be
inlaid, larger openings were made, the ivories were placed
within and the remaining spaces filled up with molten lac
coloured to imitate as closely as possible the surrounding wood.
This method should be compared with the account of inlaying
alrcady given (pages 141-144) and with veneering (page
153).
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VIZAGAPATAM.—Turning now to the Madras Presidency pro- pivision 21.
per, there are several centres that have a fair trade in ivory. cu?\;{mc
Vizagapatam is the centre of the veneered ivory work of India.

This has already been fully discussed above (page 154) and need

not be more than incidentally noticed in this place. Some of the [ag;ecloured
finest examples seen by the writer are the howdahs and chairs in

the possession of His Highness the Raja of Vizianagram. These

are carved in a low flat style very much like the ivory-carving of
Patiala and with none of the exuberance of the Travancore and
Mysore styles. They are coloured with lac, mostly in shades of
green and blue, and are identical with a sofa and set of chairs in
Government House, Calcutta. In Vizagapatam a large amount of
ivory-carving, as well as ivory-staining, is practised but mostly as
veneers or appliqués over sandal wood, horn or tortoise-shell arved
boxes. In addition to the assortment shown on Plate No. 37 one IVory-

of the characteristic caskets made in Vizagapatam has been shown

on Plate No. 43-A, fig. 3. It will be observed that the delicate

trellis of ivory thrown over the tortoise-shell is richly carved as

well as perforated, the designs being in graceful geometric scrolls,

with medallions of mythological and animal subjects thrown within

the floriation. It differs widely from the scroll work described

and figured (Plate No. 79, fig. 3), in connection with the ivories of

the Deccan and Travancore.

TIRUPATI and GODAVERI—Have a fair amount of traffic in Mintature
ivory but mainly in the production of miniature idols. The skill
of these carvers seems to have gone forth more in the direction of
the production of marvels than of art treasures. It is not un-
common to find an idol of Krishna playing on his lute, either
cut from a grain of rice or a seed of the tamarind or a fragment
of ivory so minute that the aid of a magnifying glass is required
to discover the good or the bad points of the work. Mangu
Kotilingam of Masulipatam has shown miniature statues of this
kind both in tamarind seed and ivory, one of the latter represent-
ing a horse with rider, the entire size being under }-inch in length.

So also tamarind seeds in the form of elephants, camels, etc., made
by Ramaswami Naidu of Tirupati have been sent to the Exhibi-
tion, some of them being remarkably clever.
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BURMA.~The traditions of Burmese ivory-carving would
seem to point to the art having come from India. There are said
to be three centres of this carving, v72., Moulmein, Pyinmana and
Rangoon. The articles chiefly turned out are handles to swords,
(das), daggers and knives ; picture frames ; -paper cutters; stands
for silver bowls; chessmen; chairs; images of Gautama Buddha,
etc. Whole tusks arc carved with as many as 20 to 30 statues
shown within a trellis-like covering of pierced ivory to which the
tusk has been reduced (Plate No. 43).

The marvellous is a distinct feature of both the wood and the
ivory-carving of Burma, so much so that it may be remarked
that artistic composition and adornment of structure are alike
disregarded and substituted by incredible details often extremely
beautiful in themselves, but superfluous and in bad taste when
seen collectively, But it is somewhat significant that the
design and pattern used in ivory-carving is the bold massive work
seen on boats, not the more delicate lacc-like fringes of the spandrils
of pagodas. When done in ivory the parts are of course much re-
duced, but the pattern is there all the same, its large undulating
foliage and rosettes of flowers taking the place of the vine leaf and
tendrils of the more elaborate and less artistic work of the
pagodas.  This may possibly be accepted as indicating a greater
antiquity and purity than is generally supposed, for there is
nothing to show that the ornamental wood-work of the boats
has been imported or modified by recent changes and influences.

From MOULMEIN has been received a good series of ivories
though none of an exceptionally fine type. The best piece is a
half tusk carved by Maung Po Hlain the form of an erect orna-
ment standing on a silver pedestal. This has been shown on
Plate No. 4o, fig. 1., It portrays the birth, conversion, flight
and life of the founder of the Buddhistic faith. As is usual with
this style of work a floral trellis has been thrown over and
around the chief sculptures and panels.

Other specimens worthy of special notice are the series of
large tusks by Messrs, Beato and Company, RANGOON, priced at
Rs. 1,000 each. In these a double layer of trellis work has been
carried round the idols. Special mention may next be made of
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the separate idols and statues of ivory made by Maung Po Hla of
Moulmein. Perhaps one of the most graceful samples of Burmese
ivory sent to Delhi is the picture frame, also by Maung Po Hla,
(seen on Plate No. 43). In this a trellis work of foliage has been
thrown over the statues that are within the texture of the frame,
This beautiful piece is priced at Rs. 75.

AWARDS FOR DIVISION 21.— IVORY-CARVED, PAINTED, STAINED, ETC.

Ivory,
Horn, ete.

DIVISION 21.
IVORY
CARVING.

First Prize with gold medal to Lala Fakir Chand Roghu Nath AwARDSs.

Dass of Delhi for collection of carved ivory.

First Prize with gold medal to School of Art, Trevandrum, for
a carved ivory casket.

First Prize with silver medal to Maung Po Hla of Moulmein
for scries of Burma ivories.

Second Prize with bronze medal to Messrs. Beato & Co.
of Rangoon.

Third Prize with bronze medal to Nilmani Bhasker of Murshi-
dabad, for an ivory casket.

Third Prize with bronze medal to Girish Chandra Bhasker of
Berhampur, Murshidabad, for a carved ivory procession.

Third Prize with bronze medal to Murari Mohan Bhasker of
Murshidabad, for a carved ivory “ Durga.”

Commended for a carved ivory elephant with kowdak by
Nimai Chandra Bhasker of Murshidabad.

Commended for a carved ivory boat by Durlari Chandra
Bhasker.,

Divisions 22 and 23.—IHorn, Antlers, Bone, Porcupine
Quills, Tortoise-shell, Feathers, Feather Quills,
Horrse-hair, etc.

There is perhaps hardly any great advantage in keeping
these various materials distinct in this work, though separate
places have been assigned to them in the Exhibition, In fact
it will be found that the exhibits that might be dealt with under
these various divisions overlap each other as well as the manu-
factures of still other divisions. For example TORTOISE-SHELL
is in India not as a rule manufactured by itself but is mainly
employed as a vencer by the Vizagapatam fancy-box makers.
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pIvisioNs 22 It has therefore been dealt with under Division 16, "To a very

AND 23,
HORN, ETC,

Camel Bone.

small extent the Céylon art of making combs, paper cutters, etc.,
from pure tortoise-shell is practised but not as a regular industry.
In Bombay and spme of the towns of Gujarat tortoise-shell is
occasionally made into ornaments, card-cases, etc., but the trade
is very unimportant except as a veneer on fancy boxes. So in
the same way, though there is a fairly extensive traffic in the
manufacture of combs, buttons, shoe-horns, walking sticks and
the like from pure BUFFALO-HORN, the chief use of the material
in the Indian Arts is as a veneer. PORCUPINE QUILLS are to
a small extent employed in South India mainly in veneering fancy
wares, and PEACOCK QUILLS are similarly utilized in embroidering
leather. BONE is extensively used as a substitute for ivory in
inferior inlaying, but in Peshawar surma-dénis (antimony boxes)
arc artistically made from camel bone and thc same material is
used for the white bosses shown on the lac work of Dera
Ismail Khan. (Plate No. 44-A, fig. 7.)

Horse-hair.—This is woven into small baskets and boxes in
Burma, but as these are coated with lacquer they have to be
treated as examples of lacquered ware (sec Plate No. 41, fig. 5).
It thus comes about that the majority of the art manufactures
derived from the animal products, mentioned above, can hardly
be dealt with in this position. The following may suffice :-—

Bufyalo-horn.—The chief forms of horn used in the Indian
Art Industries are buffalo and bison, since there are religious
objections to the use of cow-horn. A cup made of rhinoceros-
horn is much prized by Ilindus, but that material is too scarce
to be of much value. BUFFALO-HORN is by far the most largely
employed but the least beautiful. It is made by the Indian
workers in horn (kangi-siz) into cups, tumblers, combs, musical
instruments, work boxes, powder-flasks, bows and arrows, iutka
mouth-pieces, scent bottles, snuff-boxes, pen-holders, walking
stick and umbrella handles, sword, dagger and knife handles,
and many other such articles. The centres of the trade are
Cuttack, Monghyr, Satkhira (Khulna District), Hooghly and
Serampore in BENGAL, where combs, brooches, necklaces, snake
bangles and the like are made. In BHUTAN large horns, often
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richly ornamented, are used for carrying milk; and in NEPAL the DIVISIONS 22
rhinoceros-horn cups used in oblations to the gods are produced. HORN, ETC.
In AssAM, Sibsagar turns out salad spoons of buffalo-horn with
quaint elephant handles. Of RAJPUTANA, mention may be made of
the JAIPUR bows, ornamented in diaper pattern, and of the KOTA
veneered work (page 157 —Plate No. 37 and Plate No. 43-A, fig. 1.)
The RAJKOTE combs, BARODA spoons, KATHIAWAR knife handles
and the SURAT and AHMEDARAD boxes veneered with horn are
all well known and are mostly of so little artistic merit that they
hardly deserve a place in this work. BARODA sometimes, how-
ever, attempts articles'of a higher character, such as the chameleon
with scorpion in its mouth, made by Jagjivan Narbheram, carpen-
ter of Nandod, Rajpipla, price Rs.10 (Plate No. 43-A, fig. 4).

So much has already been said of the extensive use of buffalo-
horn by the fancy-box makers of V1ZAGAPATAM, under the divi-
sion devoted to veneered wares (page 153) that nothing further
need be said. A good example of this work, richly overlaid with
carved ivory, is shown on Plate No. 43-A, fig. 3. But from Homn s
MADURA has been received a large assortment of most admirably
made and life-like animals in horn. Of this special mention may
be given to the blood-sucker, the crab and scorpion, made by
Pomusawmi Sary of Therkuvaral Street, Madura. They have
not only the life-like expression of the animals but are cleverly
jointed. The scorpion was so highly thought of by the Judging
Committee of the Exhibition that it reccived a bronze medal. In
this instance the horn is cleverly stained and polished so that it
looks like jet.

In MYSORE umbrella handles, powder boxes, buttons and
other such articles are made of buffalo-horn and often richly in-
laid with ivory and copper. Curiously interesting money boxes
are constructed in this way at a cost of from Rs. 2 to Rs. 1o,
according to the richness and quality of the inlaid work. The
best makers are Ganesiya and Yusaf Ali & Sons of Mysore. In
COORG knife and £zk#: handles are made of buffalo-horn.

Bison-horn—is a more artistic material than buffalo and lends
itself better to treatment. In RATNAGIRI and SAVANTVADI a
fairly large trade exists in working up bison-horn into ornamental
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wares. In the Agricultural Ledger (No. 10 of 1897), Mr.
E. II. Aitken published a most interesting account of the
Ratnagiri work. The following passages may be extracted from
that paper :—“The art of making ornamental articles in bison-
horn is carried on by a very small number of men, who are also
carpenters and metal workers, especially at Viziadrug. It does
not appear tobe an ancient art: they state that it has existed for
four or five generations, and has been handed down from father to
son in the few families which practise it.” “The reason given
for working in bison-horn is that the articles for which there is
most demand are small stands for offerings, and other things
which are used by Brahmans, and if they were made of cow-horn
the Brahmans would have nothing to do with them. The horns
are mostly procured from Malabar, and cost as much as Rs. 1-8 or
Rs. 2 for a single horn.”

“ The process of manufacture is as follows:—A portion of horn
is kept moist with cocoanut-oil and heated before a fire until it
becomes almost as soft as wax. This may take an hour or more.
It is then worked, or pressed, into the required form, either with
the hands or by means of moulds made of hard wood, and finished
off with scraping tools and a small lathe. It remains to polish the
whole and ornament parts of it with simple but graceful designs.
The ornamentation is done in line with a fine, double-pointed,
stecl graving tool. The tools used in this work are indeed all
extremely simple, and there are not many of them. A small, rude
lathe, a fine saw, a few triangular blades, without handles, for
scraping and polishing, a pair of compasses or callipers, three
or four graving tools of sizes, with perhaps a file or rasp, and
moulds made for the occasion, complete the necessary equip-
ment.”

“It does not appear that the men work from any models or
designs. Most of the figures arc traditional. Perhaps the com-
monest article made is a nandi, or sacred bull, supporting a flat
tray about seven inches in diameter, with a cobra rising out of
the middle of it and rearing over it with expanded hood. The
bull is in one piece, made from the solid half of the horn, which
is always black. A hole is drilled in the back of the bull, in
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which is fixed the pedestal of the tray. This is another piece,
and consists of a simple stem of solid horn, turned on the lathe.
The tray is made from the base of the horn and is almost
transparent. This is always made in a mould, after the horn
has been thoroughly softened, and a good deal of labour is
expended on it, the edges being scolloped and the border ela-
borately ornamented. But, alas, it is fastened to the stem with
a common screw nail. The cobra is also made from the trans-
lucent section of the horn and must be moulded into shape with

Tvo
Ilom’:ye’tc.

DIVISIONS 22
AND 23.
HORN, ETC.

Moulded
Trays.

the hands. It is fixed so that the head rears over the middle Transparent

of the tray, while the tail, passing through a hole in the bottom,
twines round the stem. The eyes and mouth of the cobra
and the scales on its back are most minutely worked out. It will
be observed that this is all line engraving. There is scarcely
anything that can be called carving in the whole work. Mould-
ing and scratching are the only processes to which the material
lends itsclf.”

“Other articles commonly made arc small ornamental cups,
covers for tea-cups, buttons and beautifully translucent, round
boxes or caskets for holding tooth-powder or other toilet requisites.
Some of the best workmen, however, design and make much
morc ambitious works than these. A candelabrum, or lampstand,
of most artistic design and claborate workmanship, was lately
sold in Bombay. But even original and complicated pieces of
work like this appear to be carried through without any model
or design. The idea is in the workman’s head, and the details
grow under his hand. The figures employed in ornamentation
arc of a kind familiar to us in brass work and embroidery, and
even rustic mural decoration, consisting of circles with regular
and undulating circumferences, radiating lines, loops and rings
arranged in graceful, conventional patterns. As has been said,
the principal purchasers of this ware are Brahmans, but the liner
picces of work arc hawked about among Europeans, or wealthy
natives, until a purchaser is found.”

In the Exhibition a very large assortment of bison<horn
manufactures will be seen. The most beautiful sample (Plate
No. 43-A, fig. 2) was made to order for a distinguished official
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DPIvIsIONS 22 Whose death occurred immediately preceding the Delhi Darbar.

},3}3}, 233{0. It is perhaps one of the finest specimens of this ware ever seen.
It was made by Vithal Gangaram Wadaya at a cost of Rs. 650.
Many of the other cxamples shown were made by Gopat
Shiveram Wadaya, and a third maker, Bhikkoo Vishram Wadaya
—also of Ratnagiri—has sent excellent horn wares.

Antlers such as those of the black buck are largely made
into knife and dagger handles and sometimes mounted in silver
as pen-holders. They are not artistic and only a very few have
been shown at the Exhibition.

Feathers.—It is perhaps hardly necessary to allude in this
catalogue to any other than that of the peacock. This is largely
used in ornamental work, for example, in the manufacture of fans,

Fnos, morchals or chauris, and braids, etc., to be used for trimming
dresses and other purposes. The chief centres of manufacture
are Benares, Nepal, Jhansi, Aurangabad, Savantvadi and Mysore.

It is customary for fans to be made of the root of the sweet
smelling k/has-khas grass and to be ornamented with gold braid,
beetle wings or peacock feathers. The series of these beautiful
objects at the Exhibition will be found to be most varied, but
curious to say the demand for them has been very small indeed.

Chief The centres of production have each their own little peculiari-
Gentros. ties in methods of treatment. In JHANSI the fans are perfectly
circular and provided with a straight handle. The feathers are
methodically arranged in perfect and symmetrical zones and both
surfaces are completely compacted. Fans 3 to 4 feet in diameter
of this kind may be had for Rs. § to Rs. 10, those smaller for Rs.
1 to 2 or 3. In MYSORE the fans are kidney shaped (see Plate
No. 43-A, fig. 5) with a flat handle within the notch. The
middle of tte fan is built up of 24as-khas with a fringe of peacock
feathers given on the surface. In SAVANTVADI fans are kidney
shaped, but with a central prolongation from the middle of the
notch to give attachment to the handle. They usually are made
to revolve around the handle and are elaborately ornamented with
gold braid and spangles, beetle wings and tufts of dark claret
coloured silk. Lastly, the fans from NEPAL are like those of
Savantvadi, in shape and in the peculiarity of revolving around
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the handle, but they arc elaborately embroidered in gold, a spray
of gold spangles being shown in the middle of the eye of each
feather. Medallions of idols, carved in wood or ivory, are also
let into the fan and form centres around which the design in
gold embroidery is developed. The whole interior of the fan is
composed of feathers and the embroidery is so arranged as to

Tvory.
Iorn, ei‘c.

DIVISIONS 22
AND 23.
HORN, ETC.

show the blue cyes through the design. Lastly, and doubtless to Fans.

give a dclicate finish, white quills, bound together with gold
wire, are employed as dividing lines or bands in the scheme
of colour thus supporting the delicately carved ivory handle.
Fans in this rich style cost about Rs. 300 each, but they are
distinctly much more artistic than one is accustomed to think
possible with an Indian fan.

AWARDS FOR DIVISIONS 22 AND 23,— HORN, ANTLERS, FEATHERS, etc.

Third prize with bronze medal to Vithal Gangaram Wadaya awarps.

for a candelabrum.

Third prize with bronze medal to Malai Kan Asary of Madura
for models of reptiles, etc., in horn.

Commended for horn work-boxcs, etc., inlaid with metal and
ivory, Gancshia of Mysore.

Division 24.—Leather and Skins,

Leather holds an important position in the industries of India
but in only a very few instances can it be regarded as rising to
the position of a material that is used artistically. The follow-
ing may be given as the chief artistic purposcs to which leather
and skins are put :—

Shoes and Sandals (chaplis) have been used from the

most ancient times. We read, for example, of Bharata having Historic

placed the shoes of his step-brother Rama on the throne of Oudh
as a symbol of the rightful heir to the throne. Coats and
trousers of skins are also frequently mentioned. In fact it seems
likely that from Buddhism came the injunction against taking
animal life and consequently the prejudice, such as it is, against
leather.

Shoes are often elaborately embroidered and even jewelled and
some of them, therefore, become art manufactures. The places
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DIVISION 24. most famed for artistic shoes are Cuttack, Patna and Saran in BEN-
Aﬁ%‘g,{',ﬁ‘; GAL ; Rampur, Lucknow, Agra, Jhansi and Saharanpur in the
Shtet UNITED PROVINCES ; Kohat, Rawalpur, Peshawar, Bhfa.\YaIpur,
Dera Ghazi Khan, Batala and Hosiharpur, also Kashmir in the
PANJAB ; Chanda in the CENTRAL PROVINCES ; Jaipur and
Bikanir in RAJPUTANA ; Surat, Ahmedabad, Poona, Ratnagiri
and Hyderabad Sind in BomBay; Raichur, Salem, Trichino-
poly, Madras and Mysore in SOUTH INDIA. These are the
chief centres of the native trade in artistic shoes, but of course
CAWNPORE stands out pre-eminently as the commerical centre
of the modern trade in boots, shoes, saddlery and trunk manu-
facture.
Belts, Powder-flasks, Pen-cases, etc.—Very many artistic
articles are made that would fall under this section. The
ggg&fie" sword-slings and belts from PESHAWAR, Bannu, Kohat, Dera-
jat and Quetta are often very beautiful, being richly embroidered,
These are in the trade spoken of as “ Frontier Belts.” In QUETTA
the leather used is of a dark red colour, ornamented with green,
and then embroidered in minute circles, compacted between
paralle! lines ; this work is in golden yellow silk and in a minute
form of chain stitch, The kator-ddn is also similarly and richly
embroidered, only that a fair amount of magenta silk is cmployed
and the roscttes are larger. In DERA GHAZI KHAN (Plate No.
43-B, fig. 2) the leather used is thick soft strips of sambar skin
ornamented with green leather and coarse chain stitch needle-
work, in red and yellow wool. The postin-dos (or fancy leather
worker from Peshawar to Quetta) makes pocket-books and water
bottles (ckagul) but he never touches shoes. The powder-flasks,
bullet-cases, flint and stecl pouches, attached to the frontier belts
Embroldered (kamy-khisa), are often very neatly made and beautifully embroi-
dered. The powder-flask has a curved neck and may be either
moulded from one piece over a clay block, subsequently washed
out, or it may be built up of pieces, each richly embossed or
engraved after having been beaten into the required shape.
Water bhottles of some interest come from MADRAS and in
LAHORE, Sirsa and Hissar leather bowls for Aukkas are made
and richly encased in brass or silver and ornamented with green
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leather. The leather is sometimes smoked, before being finished, DIVISION 24.

. . . LEATHER
with a view no doubt to colour and at the same time harden the AND sKINs.
bowl. In that condition it may be given a rich polish. Small
boxes, such as pen-cases, cigar-boxes, dressing-cases, ctc., are
produced at BILASPUR and at ANANDPUR in Hoshiarpur District,
as also in NEPAL. These are in black leather ornamented with
green and other coloured portions sewn on the surface with
peacock quills which are in addition made to embroider the surface.

Gloves, Socks, Trousers, Coats,—From many parts of

Northern India articles of the above mentioned kind are procured.
The socks (buskins), trousers and coats made at KANGRA and
HOsHIARPUR (Mahalpur and Lalwan) are famed all over the
Panjab and are made of deer skin leather (samébar) resembling
dark chamois. AFGHAN postins or coats of skin with the wool Postins
turned inwards are richly embroidered. BANNU buskins, in soft
red leather, are also well known. The hood placed over the head
of the hawk is made of leather and is often very elegantly
embroidered in gold. These come mainly from HOSHIARPUR.

Saddlery, Saddle Cloths, Mats, etc.—Cawnpore is famed all
over the East for its saddlery, but it is not ornamented in
any way. Ornamental camel trappings are made at KHERI in
Jaipur State. BIKANIR also has a good reputation for its camel
saddles, water bottles, etc, KuNpLA in Kathiawar produces curis
ously interesting horse trappings. In SARAN in Bengal saddlery
is produced overlaid with velvet and richly embroidered in gold
wire. One of the most striking features of the goods thrown into
this position is doubtless the manufactures of INDORE. These
are made of green and magenta silk or cotton velvet, fastened on
the top of leather by a multitude of small brass or sometimes gold
nails arranged so as to elaborate a certain design. But from the
art stand-point a position of far greater importance would have gmproidered
to be assigned to the embroidered leather sheets of HYDERA- SMo¢*™
BAD, SIND (Plate No. 43-B, fig. 1). These consist of sambar
leather and have central medallions, borders and corner pieces
done in appliqué with black, red or green leather, claborately em-
broidered over the surface, in chain stitch and with silver and
gold wire judiciously intermixed. ‘The designs are bold and
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DIVISION 24. effective but the scheme of colour barbaric, ziz., yellow field,

Aﬁ%‘;&iﬁ, green foliage and magenta flowers—the prevailing features.

The Chiefs in some parts of UDAIPUR STATE wear broad belts
that completely envelop the whole of the body. These are made
of sambar skin with red, yellow and black cloth patch-work
and satin stitch embroidery over the surface. They are ex-
ceedingly curious and must be viewed as the survival of a costume
that had its origin in the troublous times through which that State
passed many years ago.

Table covers. GORAKHPUR in Oudh turns out a fair amount of saddle
cloths, table covers, etc., in the form of embroidered sambar
leather, in satin stitch, CHANDA, in the Central Provinces, was at
one time a town of large size that did a considerable trade in
leather manufactures, It was the capital of one of the aboriginal
dynasties— that of the Gonds. Its embroidercd leather has been
spoken of as the last rclic of its past magnificence.  This is donc
on a beautiful deep dark Indian red skin, mostly as sheets or table
covers. It is embroidered in gold-wire laid in parallel lines and
intermixed with green silk, the designs being largely conventional
forms of fish within dog-tooth borders. (See Plate No. 43-B,
fig. 8.)

Table Mats. In NossAM, in the Karnul District of Madras Presidency, small
table mats of leather are prepared and quaintly painted. These re-
present women grouped in fantastic attitudes so as to collectively
form the outline of a horse, an elephant, etc. In JAIPUR and

Playing elsewhere playing cards (instead of being made of fish scales as

Gards. is usually the case) are often made of thin pieces of leather
elaborately painted and lacquered.

0il Bottles (Kopis).—These are generally made of sheep or
camel skin. The skin is first’ softened, then stretched over a
clay mould of the cesired form and when set the clay is washed out.
They are of all sizes, from the small flask used to oil the wheels of
country carts to the large jars in which oil is carried. In
LAHORE and elsewhere they are ornamented with bits of paper
pasted on the skin before it is varnished, and in BIKANIR with a
paint made of fine brick dust, subsequently coloured and var-
nished. (Sce Plate No. 43-B, fig. 4.)
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Embossed and FEngraved Leather and Skins.-—The pIVISION 24.
position of first importance in this division must of course be A&.’iﬁ{(’ﬁ}‘s_
assigned to the skill attained by the book-binders in embossing and
engraving leather. There are several minor centres where this
art is practised to-day, but for centuries it has been a special
feature of the State of ALWAR in Rajputana and is still
accomplished by the binders of that Statc in a manner that has
called forth the admiration of all lovers of Indian art. There
seems little doubt, however, that proficiency was attained at
many localitics, during the Mughal dynasty, since the beautiful
books that have been handed down, with the greatest care, in the
libraries of the nobles, display a skill and artistic feeling as
superior to that attained by the Alwar workers of to-day as these
are to the book-binders of AHMEDABAD and PESHAWAR.

It would be indeed a task of no ordinary kind to compress ancient

into a few scntences a conception of the beautiful designs met Book-binding.
with on the older books found in the libraries of India. Several
papers on this subject have, however, becn given in the Fournal
of Indian Art, and to that publication the rcader is referred. The
tail-pieces of the present and two succeeding chapters have been
traced from the design on one of the book covers shown at the
Exhibition, and on Plate No. 43-B (fig. 9) will be seen a
book-cover—the famous Gulistan from the Alwar Library. That
exceedingly beautiful volume, which has been valued at £13,000,
was re-bound some few years ago in the style shown in the photo-
graph. It has been embossed, then coloured in blue and gold.
But many of the finer old examples show the leather richly
engraved, the field below being usually in pale blue and the
elevated floral design in gold and white. In Plate No. 43-B
(fig. 3) will be seen a picture frame done in Alwar in stamped,
stained and gilded leather.

Embossed leather, in the form of powder-flasks, is produced Embossed
at PESHAWAR and BIKANIR. In the former a modern develop-
ment has taken place in the production of book-covers, blotters
and such like articles, in response to the requirements of the
European residents. In ANMEDABAD a considerable trade used
to be carried on in embossing long strips of dark red and gold
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DIVISION 24. stained leather to be used as book covers for the narrow sale-books

LEATHER
AND SKINS.

Carved
Rhinoceros-
hide.

Transparent
Shields.

AWARDS.

kept by the shop-keepers in Gujarat and Bombay. These were
often very beautiful, but the trade in them has sunk to insignifi-
cant proportions or been entirely discontinued, since the writer
failed to procure, for the present Exhibition, a set of book-covers,
similar to those supplicd in 1884 to the Indian Museum,
Calcutta, Recently a European manufacturer (Mr. A. Leslie
of Bombay) has startcd a business in the production of
embossed book-covers, blotters, etc.  Although the designs
cmployed are Oriental, the method of treatment is essentially
European. .

Carved Shields, Work-boxes, etc.—Onc of the most artis-
tic articles made of skin may be said to be the carved rhinoceros-
hide shields, boxes, etc., that are produced at AHMEDABAD,
SurAT, BARODA and KACH. An example is shown on Plate
No. 43-B {fig. 7). The designs most gencrally used are
panels showing intricate and elaborate carving after the windows
of the Said Sibi Mosque, with dividing and elevated gilded lines
between the panels, or the designs are bold floral scrolls derived
most probably from the rosc and run round the shicld as a
broad border pattern without any dividing lines.

Instead of being carved the skin is sometimes so carefully
cured as to become almost transparent.  Large shields without a
flaw or discoloration and pale amber coloured are very expensive
and accordingly are often richly jewelled. The sample shown on
Plate No. 43-B (fig. 6), lent by His Highness the Maharana
of Udaipur, has emerald bosses, A large assortment of such
shields will be found in the Loan Collection Gallery, many of them
not only triumphs of thc skin-curer’s art but of the jeweller’s
skill.

AWARDS FOR DIVISION 24.—LEATHER AND SKINS.

Second Prize with silver medal for illuminated and tooled
Look-binding to Qari Abdul Salam of Alwar,

Third Prize with bronze medal to Parshotam Das Narbherain
of Surat for carved rhinoceros-hide casket.

Third Prize with bronze medal to Bhagwan Das Khashial of
Ahmedabad for carved rhinoceros-hide shield,
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Third Prize with bronze medal to Mukhtiorkar of Hyderabad, DIVISION 25.

HELLS AND

Sind, for embroidered leather camel saddle covers. MOTHER OF-
PEARL.

Commended for embossed leather, Mr. A. Leslie of Bombay,

Division 25.—~Shells, Mother-of-Pearl, etc.

Conch Shell—Bracelets and armlets or charms made of conch
shell have been in usc in India from time immemorial, and recently
a further trade has originated in the manufacture of table-napkin
rings, brooches and crude cameos, for the European market.

Shell Bracelets—are known as sankhas and the workers Bracelets.
sankharis. The shells cut into amulets, are richly carved,
coloured with lac or decorated with bands of gold let into
specially drilled grooves. Large fully formed shells are necessary
for the best bracelets and as a rule only one can be cut from each
shell though two or threc small bracclets or rings, suitable for
children, may be made from the same shell.

In Plate No. 43-C, Mr. Brown shows the Dacca sankharis
cutting and carving the conch shells. What strikes the onlooker
is the seemingly unnecessary large size and unwieldy form of the
saw that is employed. The ease with which this is handled,
however, shows that its weight and shape may represent a saving
of power. At all cvents the shells held by the feet as in a vice
are cleverly cut to the required shape by these expert workers.

A common design shown on these wares is a chain of fish or
of doves or a conventional design evolved from these, in which
the body of the animal assumes the form of a fan or wing,
alternately on one side and the other of the bracclet. Another Designs cut,
design consists of a series of conch-shells boldly carved on the
surface of the bracelet and still a third of a chain, the links of
which are completely perforated. Some bracelets are very broad
and thick, others delicately formed and neatly ornamented with
notches on the edge and diamond shapes along the centre.  The Colours used,
colours most generally used are shades of red and green, forcibly
recalling the ornamentation of ivory, The process of application
is the same, namely, coloured lac fused within an engraved
pattern, by means of a hot bolt, the excess being removed by the
subsequent dressing and polishing of the surface.
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The chief centres of the trade are Dacca, Pabna, Dinajpur,
Rungpur, Burdwan, Balasore, Bankura, etc.,, in BENGAL, and
Sylhet in ASsAM, but nowhere else in India—a further illustration
of the remarkably local nature of many Indian Art industries.

Other Shells.—According to Coloncl Hendley { Four.
Ind. Art, 1886), aqua-marine shells are carved into ornaments,
but although special inquiry was made in connection with ar-
rangements for the Indian Art Exhibition, no samples of these
could be procured from Jaipur. Cowrie and other shells are
often made into fancy boxes, menu-holders and such like
trinkets at Diamond Harbour in Bengal and at Pondicherry
in South India. Cowrie Shells are largely used in the manu-
facture of camel galubans or ornamental trappings hung around
the neck of the animal. Thcy may be described as broad
ribbons of coarse cloth ornamented with shells and small
metal or mirror bosses with, at their extremities, large tassels
of coloured wool. They have been used as curtain fastenings.

Mother-of-pearl is procured in connection with the Pearl
and Chank fisheries of South India. The article penetrates all
over the country but curiously enough is not worked up to the
extent that might be anticipated, though a fairly large trade
exists in exporting the shells.

AHMEDABAD INLAYING.— Sir George Birdwood (/ndustrial
Arts of India, p. 282) makes a briel reference to the art of
ornamentation with mother-of-pearl. “I was not aware,” he
writes, “ of the existence of any remains of this beautiful art in
India until I read Mr. Lely's report on the wood canopies
over the Shrines of Shah Alam ¥ at Sarkhej, and on a stone in
the marble tomb of one of the Sultan Ahmad’s qucens.
‘The simpler designs,” writes Mr. Lely, ‘ were formed by filing
pieces of mother-ofspearl ‘to the required size, and letting
them into the pattern cut in the block of wood. The
more elaborate designs were with fragments of different
coloured mother-of-pearl worked into cement, and laid on
the surface to be ornamented. Of the coarser and commoner
kinds of inlaying a little is still used for the frames of

# Shah Alam’s Tomb dates from 1475 A. D,
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tamburas, rubabs, and othe: guitarsand violins. No one now DIVISION 25.
. . . SHELLS AND
practises the former kinds of inlaying, and only one man MOTHER-OF-
supports himself by inlaying musical instruments.’” But PEARL.
examples of old mother-of-pearl work are much more frequent
than the above passage might lead one to suppose. Perhaps the
best of all is the canopy over the tomb of Salim Chistiat Fatehpur
Sikri (1581 A. D.).
KoOTA STATE.—But at Etawa in Kota Statc and here and Kota o
there throughout Rajputana inlaying with this material is met
with, In Plate No. 43-A (figs. 1 and 6) will be seen illus-
trations of Kota work, This has already been briefly alluded to
(p- 157) and need not be further detailed except to enforce
observation on a point of some importance, namely, that in all
the modern work the pieces of mother-of-pearl are imbedded in
coloured and sand-hardened lac and within much larger spaces Imbedded in
than therc would appear any occasion to have to cut for their
reception. Occasionally they arc built up as a separate veneer,
the parts of which have been consolidated by lac-cement
BHERA and AGRA.—In these centres of lapidary work Used In
pidary.
mother-of-pearl is largely used and has been so from time im- "
memorial. In Platc No. 43-D (fig. 4), the portion of a walking
stick, made at Bhera, will be seen. This is composed of Indian
jade, but it may be observed that at certain intervals it is
ornamented with gracefully formed black bands (made of lac-
cement) with, imbedded within these, pieces of mother-of-pearl.
So also on the same plate (fig. 3) there will be recognised a
Purbeck marble surdki, similarly ornamented with bands of
black lac-cement, with mother-of-pearl sunk within them as if
inlaid. It will thus be seen that instead of cutting out spaces, Imbedded in
the exact size of the mother-of-pearl, and filling these up
without showing any trace of the cement, it is customary for
the cement itself to be treated as an ornamental feature and
doubtless it is much easier to cut out bold lines to be loaded
with lac and mother-of-pearl than to cut a multitude of small
recesses for each piece of the shell. But why this habit should
only prevail with mother-of-pearl and never with coloured stones
it is difficult to comprehend.

207



Class V.=

DIVISION 25.
SHELLS AND
MOTHER-OF-

PEARL.

Imbedded [n
ac,

AWARDS,

OFFICIAL CATALOGUE.

OLD WORK.—From the Victoria and Albert Museum of
South Kensington there has been received a cabinet supposed to
have been made in India. This is completely covered with a
rich Oriental design in mother-of-pearl (Platc No. 43-D, fig. 2),
but in this case instead of the shell being imbedded within
specially prepared recesses, the whole surface is coated with a
thick layer of lac-cement, so that the design is, as it were, vencered
on the surface, If this may be accepted as having been made in
India, it is an art that has entirely disappeared and is most nearly
simulated by the Burmese and Siamese as also the Udaipur glass
mosaics in which in the former the coloured pieces of glass are
sunk within the lacquer material (#4itsi) and in the latter
within a specially prepared ¢hundm (p. 96).

Reference has already been made to a second fine old piece of
inlaid work, sent to Delhi from the South Kensington Museum.
It is shown on Plate No. 43-D (fig. 1), and may be briefly
described as a veneer of shisham wood in which holes were
crudely cut in part conformation with a scheme of inlaying and
within these large openings, pieces of ivory or mother-of-pearl
were placed and finally fixed by means of lac-cement.

AWARDS FOR DIVISION 25.~SHELLS AND MOTHER-OF-PEARL,

Third prize with bronze mcdal to Dwarka Nath Nag of
Dacca for carved shell bracelets.

Commended for carved shell work, Prem Chandra Sur of
Dacca.

Commended for camel galubans decorated with cowries,

Messrs, Mull Chand of Peshawar.
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AFRIDI WAX-CLOTH, Etc.

IE major portion of the materials used in the manufacture DIVISION 26.
of the articles that have been arranged under this Class are  INDIA.
derived from the Animal Kingdom. DBut though they hold an
honourable position among the art crafts of India it may be said
that none of them assumes specific importance.  They have been
assorted under the following : —
Division 26.—Lac of India.
Division 27.— Lacquer-work of Burma.
Division 28.—Varnished wares
Division 29.—Wax and Afridi Wax-cloth.
Lac and Laequer.—A distinction between lac-turnery and
lacquer-ware, implied by the title given to this class, may pro-
bably be regarded as an innovation in nomenclaturc. Their
separation serves, however, both an industrial and an art purpose
while helping to remove many sources of ambiguity. Lac is an
animal resin applied either in the dry state, and distributed by Animal
the heat generated by friction, or in the form of a spirit varnish, Resin.

209 P



Class VI.— OFFICIAL CATALOGUE,

DIVISION 28. The craft of lac-turncery is cssentially Indian and it might be said
Ii%(l;)m that the resin—lac—in some form is used in almost every art in-
dustry of india, and in the form of bracelets it holds an honour-
able position in the domestic lifc of perhaps one-third of the
entire population of this country. Lacquer, on the other hand, is

Ypgetable  a vegetable oleo-resin which naturally exists in a liquid state, and
is either directly applied by a brush or is thickened by ashes into
a plastic material that may be moulded and, while still adhesive,
can be Japplied to surfaces in bass-relief ornamentation. The
various uses of this substance have originated with the Burmese
and Siamese art that more closely resembles Japanese lacquer
than Indian lac-work. One point in common may be here men-
tioned, namely, that with the exception of indigo, practically all
the other pigments used in the lac and lacquer-wares are metallic
oxides. .

Varnished Wares.—Various varnishes are used in India
(including copal) to give a gloss and finish to the painted wood
and papier maché (already described in Divisions 17 and 18).
In a few instances, however, varnishing rises to a separate and
special art conception that simulates indifferently Japanese lacquer
and Japanning.

Jametable Wazx-cloth.-The so-called Afridi wax-cloth has little in
common with the lac, lacquer or varnished wares. The chief
material is a vegetable oil, boiled until it assumes, when thrown
into cold water, a thick consistence which, with mineral pigments,
comes to resemble lacquer. Burmese lacquer and Afridi wax-
work are both of them coloured varnishes rather than paints.
The distinction, therefore, between painted wood-work and
varnished wares (especially when the former may to some extent
be encrusted with mud, brick-dust, paper pulp, etc.) is sometimes
a matter of uncertainty. It serves, however, the purpose of
emphasising the existence in India of special art conceptions (as
different from ordinary painted wood-work as from lac or
lacquer), to assign a separate place to the varnished wares
of India.

Beeswax. Lastly, Beeswax, though by no means extensively em-
ployed in India, is used as a resist in some of the most curious

210



MAIN OR SALE GALLERY.

Lace,
Lacquer,
ete.

and interesting forms of dyeing as also tinsel printing and, by the pivisio za.

Burmese, is largely employed in their brass (idol) moulding and
casting.
Division 26.—Lac-waere of India.

Materials.—It is probable that onc of the very earliest

LAC OF
INDIA.

utilizations of lac was the preparation of personal ornaments. At Ornaments.

the present day one of the most important uses of the resin is the
part it plays in the production of the bracelets of the peasantry.
These, while often extremely pretty, and, from the industrial point
of view, most interesting, were not thought worthy of a position
in this Exhibition. The designs met with in lac-turnery on the
other hand are frequently distinctly artistic and they have accord-
ingly been frecly admitted. The serics on view, while by no
means as good as might have been expected, is fairly representa-
tive of all the styles most worthy of study. But it must not be
forgotten that lac is extensively employed as a decorative material
in the metal and ivory crafts as well as in that of wood-turnery.
In connection, therefore, with the remarks that follow, the reader
should consult pages 18 to 21 and so also the various passages in
the chapter on Ivory, more cspecially the account given of the
Vizagapatam industry (page 191), which deal with the colouring of
that substance.

The turner (£Zarddi) with his lathe is met with in every
village of India and has an assured position in the community.
He prepares toys, nests of boxes, bed-posts, pdn dins, hukka
mouth-pieces, and the like. A long list of woods are mentioned
as used by the turner, the sclection depending upon the purpose
intended. For ornamental objects light coloured and uniformly
grained woods, that are not liable to warp or split, are indispen-

sable. The pigments employed are orpiment, sulphur, white pigments.

lead, red mercury, prussian blue, lamp-black and indigo., Re-
cently, however, aniline dyes have been almost universally adop-
ted with the result that the delicate artistic colours formerly pro-
duced have practically disappeared and the articles made at the
present day fade and tarnish to such an extent as to render them

no more desirable objects. Metallic effects are produced by Metanie

mixing the lac with powdered mica, with powdered tinfoil and
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DIVISION 26. imitation gold leal or with an amalgam of mercury, lcad and tin.

LAC OF
INDIA.

Coloured
ac.

Polishing.

These mctals, il used in large particles, give a quaint mottled
appearance that simulates the grain of stone and somctimes gives
arich cffect. Mottled metallic wares may be said to be a
peculiarity of Mysore State, while ornamented work such as the
better examples of various kinds presently to be described are
almost invariably Mubammadan,

Manipulation.—Shellac is melted by being held over the fire
until rendered plastic. It is then placed on a stone and a small
quantity of pigment (previously dissolved in water or oil) is
deposited within a hollow formed on the surface. This is closed
over and the lac vigorously hammered and pulled out with the
hands until the colour is uniformly mixed. The hammering
continues the heat, so that as the operation proceeds the mixture
gradually assumes the consistence of India rubber, The coloured
lac is then formed into sticks about the length and thick-
ncss of black-lead pencils or many times thicker, as may
be desired. These sticks of sealing-wax are known as dattis
and arc the form in which both the lac and pigment are applied
to the wood-work. After the article has been prepared and
smoothed, a stick of sealing-wax (bafti) is pressed against it,
as it revolves on thelathe. The heat gencrated melts the lac and
thus colours the wood irregularly. A small piece of hard wood
is next pressed firmly on the revolving article when the colour is
effectually diffused. Lastly, a cotton rag, dipped in sweet oil
(preferably scssamum), is held against the revolving object, when
the lac takes a polish that it never subscquently loses.

Obviously the first conception, in lac ornamentation, must be
a direct adaptation to a revolving object, hence the articles arc
either uniformly coloured in one shade or are ornamented by
rings and bands of different colours. In the higher flights of lac-
turnery, however, a diversity and richness in effect is produced
that it seems essential should be described bricfly in this place.

Chief Art Conceptions seen in Lac-turnery.

1. Plain Ornamentation.—This has already been indicated
by the few sentences given above. The chief centres are Patna,

212



“BIpu] JOo JIOAA O€7] ‘++ ‘oN 21eld







MAIN OR SALE GALLERY. Lac,

Lacquer,
' T T T T T T T T ete
Murshidabad, Birbhum in BENGAL; Sylhet in ASSAM; Saha- pivisioN ze.
LAG OF

ranpur, Agra, Lucknow, Fatehpur, Benarcs and Mirzapur (the inpia.
‘“ Benares toys " of trade) for the UNITED PROVINCES ; Shahpur, chiefCentres.
Ferozepur, Hoshiarpur in the PANJAR; Alwar, Jodhpur, Marwar,
Bikanir in RAJPUTANA; Savantvadi and Bombay town in the
BoMBAY PRESIDENCY ; Salem, Nandyal, Podanur in MADRAS;
and lastly Bangalore and Chenapatnain MYSORE. These are the
centres that turn out superior work in plain lac-ware, but practi-
cally every town of any note has its lac turners.

An article intended to be ornamented with lac is first turned
to the desired shape and polished with a fine powder made from
broken pottery. This polishing has the effect of filling up the
pores. Should cracks or joints exist, these are plugged up with
wood, waste lac or other materials, and at the same time pieces
of cloth arc glued across such imperfections.  Articles so treated
are again coated repeatedly with a preparation of glue and pot-
tery dust. They are polished after cach coating with a sort ppeparatory
of chiscl made from the leaf-stalk of a palm. All the imperfec- Troatment.
tions and joints arc thus made to disappear complectely and
a smooth and uniform surface is produced. This art is practised
all over India, especially in the ornamentation of wooden toys,
bed-posts, pdn-leal-boxes, etc. It is perhaps one of the most
ancient and widely known mecthods of wood ornamentation in
India. Certain towns are famous for the rich blending of colours, pypity of
the depth of tone, and the fine polish produced by the local Colour-
kharddis. This is, for the most part, duc to several layers of
colour and polish having been imparted, the one on the top of
the other.

2. Abri’or Cloud Work.—The turnery, after being polished
and glued in the ordinary way, has a coating of ycllow lac applied
all over.  The operator then takes in his hand a specially pre-
pared datti of red or orange colour. This is exceptionally hard,
sharply pointed and not thicker than a lead pencil. In some
cascs the pigments used in colouring these hard baftis have becn
dissolved in water, others in oil. By allowing the red hard spots
oil batti to tremble in the hand and to thus touch the revolving {mparted.
object interruptedly, numerous irrcegularly shaped spots are
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DIVISION 26. imparted. By next using a water-prepared black da#£ of large
INDIA.  size and soft texture, black borders are communicated to the
red spots. Lastly the interspaces are filled up by a white water

batti.

By various modifications of the process thus briefly indicated
are produced the pleasing cloud effects that have given origin to
the name @47 for this kind of lac ornamentation, It is practised
all over India, but seems tobe carried to the greatest perfection
in Hoshiarpur (in the Panjab), and in Bombay and Sind. (See
Plate No 44, fig. 12 and the pedestal of fig. 13.)

3. Atiéhi or Fire Work.—The peculiarity of this style may
be said to be that, after the article has been carefully prepared
and polished with pottery-dust, it receives a coating of finely
divided tinfoil made into a paste with glue, the coating being
cither uniform or made up of a multitude of minute dots after

Hiery the fashion of the d@bri work, Over the top of the tin, a layer
of red or yellow lac is next given, with the result that the
object obtains a rich fiery glow. It isthen polished on the lathe
by means of a stone known as the mokrd (a form of agate) ; this
communicates so much heat that the lac becomes more trans-
parent than is the case in the other mecthods of lac ornamecu-
tation.

Atishi is largely practised in Hoshiarpur, Jampur and Dera
Ghazi Khan, in the Panjab. Without exactly manifesting a
fiery glow, the lac toys and boxes of Indargarh, in Rajputana, and
of Podanur, in Madras, exhibit a depth of colour and purity of
polish that approaches closely to the dtishi style. (In Plate
No. 44 the circular box upon which vase, fig. 6, is standing, as
also the middle portion of the pedestal in fig. 13, are in this
style.)

4. Nakshi (or Pattern) Work.—Of this style there are two
well marked sections.

Etched (SECcTION A)—ETCHED NAKSHL—In this class of turnery the
object is coated with first onc colour, then on the top a second,
a third or a fourth, uniformly all over. The &dattis employed arc
for the most part soft and water-prepared. The first colour is
usually yellow, the next red, followed by green and last of all by
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black; but, of course, any assortment or number of colours may DlVéilggl‘gs
be imparted layer upon layer, the onc on the top of the other. Inpia.
With a fine chisel or style the lac-coated surface is now scratched,

the hand being made to move lightly or to press heavily as may -

be necessary to bring out the colour required from the numerous

layers beneath the surface. In this way, upon a black background,

yellow stems and leaf stalks, green leaves and red flowers with

yellow or parti-coloured veins and shadings may be claborated

in a manner analogous to the sgraffito of the Italians.

In PAKPATTAN, in Montgomery (Plate No. 44, fig. 6), the floral Yaclous Local
designs are usually produced in browns and reds and they
manifest a softening and blending of the colours that bespeak
geeat skill and delicacy of touch. In FEROzEPUR (figs. 4 and 5),
the fern-like ornamentation of red on a brown or gceen surface
assumes a geometric arrangement of spaces. IN DERA IswvalL
KHAN (fig. 7), ivory buttons or discs are given as centres for an
claborate and minute floral design. In JAIPUR (figs. 1 and 2),
hunting scenes are cleverly etched in which the shading and
colouring of the figures are attained through the varying degree of
pressure given to the chisel. In HOSHIARPUR (fig. 3), the floral
designs are largely in green with yellow and red flowers, but the
surface is usually panelled and has animal forms freely dispersed
amid the floral. In INDRAGARH, in Rajputana, the design is
yellow blending into gieen on a deep black background (figs.
8 and 10). And lastly, in BANNU, the pattern is bold and highly
artistic. It is in red flowers with yellow borders standing out
on a black background (fig. 9).

Throughout India this art of lac-etching is known and prac-
tised, the designs varying with the art instincts and religious
feelings of the people.~ Usually it is only resorted to for the
ornamentation of small portions of plain lac-ware. In other
localities plain lac-work seems never to be produced, and the most
ordinary articles of every-day usc are elaborately ornamented
with ctched ndkshi. The artistic workers in lac (more especially
the ndkshi form) arc invariably Muhammadans.

(SECTION B)—ScrAreED NAKSHL—An cxample of dtishi
warc polished with oil, has patterns, floral designs, or hunting
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DIVISION 26. scenes, etc., subsequent'y worked on the surface.  This is accom-

LAC OF
INDIA.

Scraped
Work.

Zig-Zag
Ornamen-
tation.

Painted lac-
ware.

plished by scraping off the lines, loops or patches of the oil-
varnish and then applying a water-prepared batéi as the article
revolves on the lathe,  The portions scraped off receive the new
colour, but nonc of the intervening oil varnished spaces do so.
The article is again oil-varnished all over and further portions
scraped off when these in turn are given the further colour
desired. This is repeated time after time until the floral and
other designs or pictures have every outline and detail of colouring
imparted to them. This art attains its highest perfection in
HOSHIARPUR in the Panjab (Plate No. 44, fig. 11), as also Jodh-
pur in Rajputana. It often happens, however, that the advantage
of the alternatc oiling of the surface and the use of specially
prepared battis is not understood. In that case the result just
described is more laboriously obtained by scratching off the
portions to which it is desired to impart colour, then coating the
whole surface with the new colour and subscquently removing, by
pumice stone, the surface coating until the new colour is alone
revealed within the places that had been etched for its special
reception. The box shown (fig. 11) had the mythological figures
and animals shown on it claborated while it was revolving on the
turning-lathe by onc or other of the methods here described.

But occasionally longitudinal and parallel lines are scraped
on a lac-coated surface, one after the other, and the superfluous
colour removed until the article is seen to have a ground colour
with a multitude of lines running along its length.  If now it be
desircd to cause these to become variegated, an  cccentric move-
ment is communicated to the lathe while a picce of hard wood is
pressed firmly against the lac coating.  The result of this is that
the straight lines are dragged into the zig-zag form shown on the
vase (fig. 13).

5. Painted Ornamentation.—In this class of work the arti-
cles to be ornamented arc repeatedly and carefully coated with
fine pottery powder. Thereafter they are claborately smoothed
and polished.  When a sufficiently good surface has been obtained,
certain portions (pancls or medallions) upon which bunches of
flowers, groups of animals or hunting scenes are to be shown,
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reccive a coating of white paint or chalk. The desired illumina-
tions are then made in water colours by a brush and, when quite
dry, arc varnished over with lac dissolved in spirits of wine. The
articles are again placed on the lathe and the designs completed
by one or all of the methods of ordinary lac ornamentation.

This art attains its highest perfection in Hyderabad (Sind) and
scems also to have been skilfully accomplished in Alwar. In
Benarcs and clsewhere crudely painted designs arc sometimes
given to otherwise plain lac ornamentation. Unfortunately,
owing to the rich glaze of the lac varnish, the delicate paintings
on the HYDERABAD (SIND) dish (Plate No. 44, fig. 14) have not
been brought out to advantage. The illustrations (Plate 65),
given in Sir George Birdwood’s Industrial Arts of India are,
however, admirable examples of the Hyderabad (Sind) lac-work ;
and Plate 66 is the form of ndé/ksii made at Jaipur and Plate 64
is Indargarh ndkshi, not Sind work as produced to-day. In fact

Lac,
Lacquer,
etce.

DIVISION 286.
LAC OF
INDIA,

Painted
Designs.

the beautiful art of lac painting has for ycars past been steadily

disappearing from Sind.  Only one or two persons now practise it
and according to the traditions they came originally from Zanzibar.
They could with difficulty be induced to make the articles shown
at the Exhibition.  One of the most striking peculiaritics of this
style is that no ground colour is given, so that the rich texture of
the wood shows through the transparent lac varnish. The borders
and certain restricted parts are colour-lac coated and scratched
(ndkshi) but only with a view to give panellings or borders and
rich contrasts. The result is indeed highly commendable and the
Sind lac-work descrves an honourable position among the Art
Crafts of India,

0. Tinfoil ornementation.—In many parts of India, the art
of preparing coloured tinfoil is fully known and largely utilized.
A fragment of coloured lac is placed on a sheet of tinfoil and held
over the fire until the lac completely covers the sheet, Tinfoil
coloured in this manner is regularly sold and largely employed in
the manufacture of imitation jewellery, in the production of tinsel
decorations and as an adjunct in ornamental turnery, In many
parts of India spools, shuttles and other industrial implements,
more especially flat surfaces that cannot be treated on the
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LACQUER-
WARE OF

BURMA.

AWARDS.

Condition,

Pigments.

Various Uses.

turning-lathe, are ornamented by clipping up coloured or plain tin-
foil into various shapes and forms and gumming these, as desired,
over the surface. When the pattern has been completed, the
surface is painted over with a spirit and lac varnish, or if capable
of treatment on the turning-lathe, it is covered in the ordinary
way. By colouring the varnish yellow, the tinfoil shows up as if
in gold. Instead of lac, the varnish may be made by boiling
myrrh, copal and sweet oil, for some hours, and when cool apply-
ing it with a brush. In Baroda lac-turnery is regularly ornamen-
ted with tinfoil underneath the varnish. In the Exhibition the
most beautiful example of this style of work may be said to be the
child’s swinging cot, No. 1526, Rs. 62.

AWARDS FOR DIVISION 25.—LAC OF INDIA.

Third prize with bronze medal to Shedooram Mahadeo of the
Jaipur School of Art, for collection of lacquered articles.

Commended for a lacquered cradle—Itcharam Premji of
Baroda.

Commended for series of painted lac-ware made by Umedali
Vighamel of Hala District, Hyderabad, Sind.

Commended for a pair of gold lacquered vases —Ismail of
Jampur, Dera Ghazi Khan.

Commended for a lacqured bowl—Shahband of Bannu,

Division 27— Lacquer-ware of Burma.

The chief material in this craft is the oleo-resin tAitsi of the
tree known to botanists as AMelanorrhea wusitata. This is em-
ployed in its liquid state as a varnish or it may be thickened by
ashes or by saw-dust to a plastic condition and used asa moulding
material or as a cement for mosaics. It may be coloured with
lamp-black, with gold leaf, with vermillion (not red lead), with
orpiment or with indigo and may be applied with a brush or by
the hand direct or while revolving on the turning-lathe. It may
be applied as an ordinary varnish on wood-work, or utilized to
render paper or cloth water-proof (as in the manufacture of
Burmese umbrellas) ; or employed as putty to fill up defects in
wood-work or to close the meshes of basket-work, so as to convert
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such articles into water-tight drinking cups, boxes, etc., or it may
be the cement used in the manufacture of glass mosaics ; or lastly,
and by far its best known purpose, it may be employed as the
chief material in the production of Burmese lacquer-ware.

There are three chief types of lacquer-work—(1) the Pagan
hasket-ware ; (2) the Prome gold lacquercd boxes and baskets and
(3) the Mandalay boxes, thrones, etc., with moulded lacquer
ornamentations. Up to a certain point these may be regarded as
identical and may, therefore, be so far described collectively.

Manipulation and materials.—There may be said to be
two main stages in Burmese lacquer-work—17s¢, loading articles
with the thickened #Ai¢si. Whether made of wood, of basket-
work, of horse-hair, etc., all the imperfections, cracks, joints,
meshes, etc., are filled up by a putty made of the commoner sort
of thitsi mixed with saw-dust or cow-dung ashes. Layer
upon layer, for some 20 to 3o times, the thitsi is applied,
while bits of cotton rags are at the same time stretched across and
around the joints or cracks and thus imbedded within the #kifsi.
After each application the article is laid aside for a few days to
slowly dry in the damp, confined atmosphere of an underground
pit. It is again and again removed, washed in water, rubbed
down, smoothed, polished with sand-paper and various stones and
again coated with fresh laycrs of thickened thitsi. If circular it
is placed on the turning-lathe and gauged to the required sizc,
the excess deposits of lacquer being removed by scouring. In
the case of basket-ware, the articles are held on the lathe by
special blocks, but so delicately are they treated that films of
horse-hair are coated with the lacquer, gauged, polished, and
again and again coated and still the finished articlc hardly exceeds
in thickness that of ordinary shirting cotton cloth. (See Plate
No. 43-B, fig. 5.)

Lad y
Lacquer,
ete.
DIVISION 27.
LACQUER-
WARE OF
BURMA.

Loading.

2nd.—Varnishing Stage  When the required degree of load- varnishing.

ing has been attained, the articles are rubbed all over by the hand
with pure tAitsi (mostly obtained from the Shan States) as a
varnish. They are set aside as usual to dry, then rubbed down
and again coated with the fine quality of #4ifsi and water obtained
after boiling glutinousrice and cow-dung ash (a preparation known
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Lacquer
Boxes.

Engraving.

Colouring.

Shan thitsi, and il it be desired to have a black article it is
coloured with lamp-black or if red with vermillion (red mercury).
It may now be regarded as finished, or at all cvents ready to
receive ornamentation, if such be desired, by cither of the follow-
ing three processes.

Chief Art Conceptions.

1. Pagan Ware,~This is mainly, if not entircly, done on
basket-ware or horse-hair boxes. DPlate No. 44-A, fig. 3, shows
the lid of a circular box of bamboo wicker work about 18 inches
in diameter, and fig. 4, a horse-hair betel-nut-box about 3 inches
in diameter, both richly ornamented in the Pagan fashion.

Maniépulation.—-This is accomplished as follows :—The article
prepared as described is put on the turning-lathe and the gloss
removed, thus leaving a perfectly smooth, usually black, surface.
It is then handed over to the designers and engravers who are
often young girls. By mcans of a fine metallic scriber a certain
portion of the pattern is engraved all over; the spacing and
assortment being done unerringly by the eyc and without any
previous delimitations or drawings. £n passant it was observed
that a monkey that had to bc drawn at a certain recurring
position was made by first drilling the holes for its eyes, thus
apparently fixing the position and attitude of the head. The tail
was then cut out, the body followed and last of all the legs. Or,
where some portion of a tree or animal had to be of a diffcrent
colour from the rest, that portion only was cut at intcrvals all
over the box or basket, so that the pattern that was in the opcra-
tor’s head remained a complete mystery till many stages had been
passed through.

After being engraved the article is handed to another
operator who places it on the turning-lathe and taking a small
quantity of some dry metallic pigment, rubs it all over and there-
after by means of a cloth removes the surfate excess. The
engraved pattern is then seen loaded with colour and to fix this
the article is once more varnished, placed aside to dry in the pit
and after some days is removed, smoothed and again engraved for
other portions of the design. These are in their turn charged
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MAIN OR SALE GALLERY.

with colour, again varnished over, sct aside once more, again
polished, and so on until cvery detail has becn accomplished.
Colours used.—Green is a favourite colour with the Pagan
lacquer workers by which the effects of vegetation are produced.
This is made of indigo mixed) with finely powdered orpiment
(yellow arsenic). The ground colour is usually black, but before
the article is finished, the dominant colours are red and green.
The patterns are outlined in red, the bodies of the [igures, etc.,
remaining in black (within the red outlines) fand a new ;back-
ground is imparted by finely drawn checkered lines in green.

[t will thus be scen that in principle this closely resembles the
scraped ndkshi lac-work of India, but is simpler and less trouble-
some, through the colours loaded into the engraved designs being
used in the form of a powder. Were the Indian workers to adopt
this process, giving a coating of transparent lac over each colour
stage, they might produce results hitherto not dreamt of by them.

Designs.—The patterns used by the Pagan workers are over-
burdened. There is an entire absence of any knowledge in the
value of spacing or of contrasts. They recall the Chinese willow
pattern in so far that rivers, seas, boats, houses, trees are assorted
in zig-zag panoramic effects within winding panels (sece Plate
No. 44-A, fig. 3). The trces shown are mainly the cocoanut and
the plantain, while the scroll work is almost invariably a closely
interlacing design similar in feeling to that indicated in connection
with the ivories of Mysore and Travancore. This is beautifully
depicted in Mr. H. Tilly's Glass Mosaics of Burma (photograph
No. 5) and in the embossed plaque (Plate No. 44-A, fig. 2, of this
work).

The writer is much indebted to Mr. E. Dawson, Sub-Divi-
sional Officer of Myingyan, for having personally accompanied
him to the rather inaccessible village of Pagan and there acted
as his interpreter in studying this industry and in sclecting the
samples now shown in the Exhibition. The chicl exhibits are a
betel-box (Cat. No. 226) made by Maung Kywe of Pagan; a
round box (Cat. No. 201) made by Ma Kyan Yi; a vase with
dishes (Cat. No. 351) made by Maung Twa; and a table (Cat.
No. 246) made by Maung Tha Shein of Pagan.
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2. I'rome Gold Lacquer.—(Plate No. 44-A, fig. 5.)—Alter
the article has been elaborately prepared in the way already
described and left in its final varnishing as black or red, it is re-
varnished and gold-leaf pressed on to the partially dried 2As¢si
sizing. But should it be contemplated to elaborate a pattern in
the gold lacquer, or any portion of it, a paint is prepared of finely
powdered orpiment and gum. By means of a brush this is applied
to the black or red surface, but the design must be completed before
the sizing has entirely dried. The surface is then coated all over
with gold or silver leafl and the article placed on one side to dry.
It is next carefully washed with water when the elevated, arsenic-
painted design is removed and the pattern thus revealed in black
or red upon a gold or silver background.

The conception usually met with in Prome lacquer is a central
panel in quasi-Chinesc willow pattern, framed in scrolls of closely
compacted floral ornamentations.

On arrival at Prome the writer was told that the industry had
been entirely abandoned, since the Burmans had lost all interest
in their own arts and taken in preference to imported goods.
After a little search, however, some half a dozen shops were
discovered where fairly good /Zpungi boxes, book-covers, plates
and the like were made in this style of lacquering. The examples
shown at the Exhibition were either purchased there and then
or made to order. The best samples are a small box, gold lac-
quered outside and silver inside, made by Saya Pa, of Prome;
also the book-board (fig. 5) and certain boxes and plates made by
the same maker.

3. Mandalay Moulded Lacquer.—In Mandalay and else-
where in Upper Burma onc of the most interesting uses of thitsi
may be studied. The oleo-resin is thickened with carefully pre-
pared rice husk or cow-dung ashes, until it attains the con-
sistence of putty. In this condition it is perhaps one of the most
convenient and useful moulding materials known. In fact so
admirable and suitable is it for all the higher forms of ornamen-
tation by moulding, that one feels surprised that it should not
have long years ago found its way to the Schools of Art in India,
Europe and America.
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A stone or board previously dusted with fine ashes is used as pryision 27.

the moulding table. The #4i¢si isthen broken off in lumps of the $7S3UER-

required size and between the fingers is readily and easily moulded ~— BURMA.

into the form of the bodies of animals, each leg, arm, finger, Manipulation.
mouth or ear being separately made and stuck on in the desired
attitude. By means of a few spccially made wooden modelling
tools, the details arc sharpened up and when ready the figure is
lifted off the table and transferred to the freshly sized portion of Modelling.
the object on which it is to be affixed permanently. It is then
given a few finishing touches, before being varnished over with
fresh thitsi and placed in the pit to dry. It sets so firm that it can
with difficulty be broken and may be varnished, gilded, covered
with minute coloured glass or even jewelled, provided these addi-
tions be applied before the material has set. In Plate No. 44-A
(fig. 1) will be seen a Zpungi box, the outer surfaces of which have
been richly ornamented with moulded lacquer and the panellings
of the medallions studded with coloured glass imbedded within the
beadings of thitsi.

This art is largely practised in Mandalay, a whole street of
artists being engaged in preparing the many-storied lotus thrones Lotus
upon which the family idol is placed, as also zpungi coffins. Thesc Thrones:
are richly ornate objects illuminated with coloured glasses and
bass-relief grotesque figures, as alsc floral scrolls, pendants, etc.,
made from the moulding preparation of ¢A4i¢si. The same material
is employed in ornamenting the many-storied and many-trayed
baskets in which Burmans store their treasures. The foundation
of these is of course wicker-work lacquered and gilded, but round
the outer surfaces and along the rims of the various trays there
are rich borders of grotesque jewelled animals and floral scrolls of
much delicacy in detail. In the preparation of these scrolls, mouldings.
blocks are, as a rule, used. The tA7tsi is rolled into a strip of the
required thickness; it is then placed on the table and a mould
made of soap-stone (flat or curved in any required shape) is
pressed over it. The material is thus compressed into one large
border piece—an inch or more in breadth—or into a whole series
of parallel ribbons which, like the insertions in white embroidery,
or the metallic braidings used in Europe for similar purposes, may
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each be taken up and laid along the places where required. The
work is thus rapid and the effect charming, though capable of
infinite development on lines not attempted by the Burmans.

Plate No. 44-A (fig. 2) shows an example of moulded #4s#s7 in
the form of a pancl.  This is usually made by a specially prepared
layer of ¢hitsi in which finc bone ash has been used in place of
cow-dung ash. A thick layer of that matcrial is placed over the
plaque or other object and while it is still plastic, a soap-stone
mould is pressed over it. If it be desired to illuminate the
impression with coloured glasses or precious stones, the mould is
removed before the pattern has been fully pressed out, the glasses
or stones are affixed to their intended positions and the mould
once morc pressed over the impression. Tt is then allowed to set
and may be gilded or otherwisc coloured as desired. A plain
black moulded panel, such as that shown on the illustration, very
closely resembles richly carved black ebony and is even more
durable since the ¢4itsi, once it sets, is less liable to be broken off
than the portions of a delicate wood-carving.

Manipur Lacquer.—In the Native Statc of Manipur which
lies between Assam and Burma, lacquering, very similar to that
described above in connection with Burma, is practised, the
material being the same. It is mainly applicd, however, to the
ornamentation of sword scabbards, sword handlcs, lcather belts,
etc., which then look not that unlike inferior patent leather.

- AWARDS FOR DIVISION 27.—LACQUER-WORK OF BURMA.

Second Prize with silver medal to Maung Thaw of Mandalay
for lacquered 2pungi box. ,

Second Prize with silver medal to Messrs. Beato & Co. of
Rangoon, for collection of lacquered work of Burma.

Third Prize with bronze medal to Saya PPa of Prome for a
gilt lacquered tray.

Third Prize with bronze medal to Maung Tha Shein of Pagan
for collection of lacquered work.

Commended for lacquered betel-boxes—Saya Nyain of Pagan.

Commended for lacquered ornamental table—mMaung Tha
Shein of Pagan.
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Commended for a Jacquered teapoy—Ma Gyan of Mandalay.
Commended for a gold lacquered panel—Maung Pa of Prome,

Division 28.—~V arnished (Gesso) Wares.

In most works on Indian Art the articles that it is desired to
separate under this Division are often spoken of as lacquered and
are thus treated as identical with the lac-wares of India and the
lacquered-wares of Burma and Japan. But it may be said that
in materials, methods of treatment, art designs and purposes for
which made, they are perfectly distinct. In fact they are much
nearer to the Painted wood and Papier Maché, dealt with under
Divisions 17 and 18, than to Lac and Lacquer.

A writer in the /ndian Art Fournal has affirmed, and with
much truth, that anything smeared with varnish is in India called
Lacquer., Another writer, in the same Fowrnal, observes that
“the art product par excellence of Bikanir isa species of lacquer-
work which may be applied to wood, stone or even glass and
metal, It was, | imagine, first employed to the decoration of a
large hall in the palace of the Maharaja,” ‘The whole of the
great hall called the Ra;/ Newas is covered with ornament of this
character.”

Methods and Materials.—Plate No, 45 shows an assortment
of varnished wares from all parts of India and as stated on that
Plate, perhaps the best collective name for the series would be
Gesso Wares, In India they are sometimes spoken of as muna-
bathi, when the design is thickly formed, and lajawdrdi, when
scarcely raised above the surface. The former is of course more
expensive than the latter, In all the forms of this ware, however,

Lac,
Lacquer,
etc.

DIVISICN 28,
VARNISHED
WARES.

Varnish
Smearing.

Gesso
Wares,

certain peculiarities are persistent. The pattern is built up by cnier

some special preparation ; it is fixed by glue ; it is coloured and
lastly varnished over the surface. The moulding material differs
considerably in different parts of the country and according to
the special purpose for which required. It is very often a paint
prepared from finely powdered brick-dust and water ; or it is
liquid plaster-of-paris ; or a powder made from certain shells
(or simply chalk) mixed with some glutinous substance such as
the pulp of the 4¢/ fruit ; or a paste made from the bean known
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as the dd/, mixed with a little fine lime; or it hmay be carefully
prepared paper pulp. The moulding materials are laid on the
glued surface by various methods and may be subsequently
shaped or carved to the exact form required and still later coloured.
They are usually applied as paint with a brush, at other times
moulded with the fingers and in some few instances coloured dry
starch is dusted through stencil paper on to a glued surface until
the pattern is built up in that mannec. In many of the special
Indian manifestations of this art, the embossed surface (if one may
for convenience speak of it as such), is covered completely over
with gold leaf, a size or varnish having been given to cause
the leaf to adhere. The elevated pattern may now be coloured
thus leaving a gilded field, or the background may be picked
out with colour leaving a floral design on gold above the coloured
surface.

With these for general observations it may now be desirable
to discuss the peculiarities of the better known centres of pro-

duction.
Chief Centres and their Art Conceptions.

1. BikANIR.—This Native State has for centuries been known
to practice gesso ornamentation of a very superior kind. As
just stated the Rai Newas Hall of the Palace is ornamented
almost exclusively in this method or in a kindred art of sgrafito
(sece Plate No. 18—the rectangular panel) in which a layer of
cement is carved (just before it sets) then painted and gilded.
Most of the panels on the dado of the hall arc donc in this Indian
sgraffito, but the upper ones, and the wood-work generally, are
ornamented by gesso painting. In Plate No. 45 the large door
and rectangular panel are from Bikanir. The former is one of the
originals from the Anup Makhal, the latter is a reproduction
carefully made from the numerous panels to be seen in the Ras
Newas and other rooms of the older portions of the palace.

The doors appear to be much older than the wall decorations.
The patterns on the panels of these doors, as also the scroll
work of their frames, are strongly suggestive of the renaissance
of Europe, a circumstance that may be accounted for by the
intimate friendship (and in fact marriage relationship) that
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existed between the State and the Emperor Akbar. The designs DIVISION 28.
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appear to have been originally mainly gilded but both the varnish ~ waREs.
and the gold have faded and tarnished into a dull metallic brown
which is exceedingly beautiful and a marvellous contrast to the
vivid red, white, blue and gold of the more recent work.

Some few years ago the suggestion was made to adopt the
gesso work of Bikanir to some form or shapc that might com- Medern
mend itself to European purchasers. For this purpose were
accepted the characteristic and interesting oil bottles of Bikanir
(kopis) that are made out of the inner layer of the camel skin.
In consequence gesso painted and gilded £opis suddenly appeared
in the shops of Indian Art dealers and rapidly became constant
features of these stores. They are unquestionably fair samples of
the ware, are moreover cheap and unbreakable. A paper in the
Indian Art Fournal (1892), by Colonel T. H. Hendley, C.LE,,
gives an exhaustive series of coloured illustrations of these £opis
and of certain painted tables in Bikanir, but makes no mention of
the ancient doors and wall fittings of the Palace. To the right of
Plate No. 45 as also Plate No. 43-B (fig. 4) of this work, will
be seen a few £opis picked by chance from the very exhaustive
assortment offered for sale at the Exhibition which were made
at the Bikanir Central Jail.

2. IN SHAHPURA, in the Tonk State of Rajputana, there has
for centuries apparently existed an industry in turning out a
peculiar form of gesso-painted hide shields. It has been thought
that these manifest a knowledge in the art of Japanese lacquering
and it has been stated that a legend exists to the effect that the
ancestor of the craft came from the East but was not a countryman
of Hindustan. There is certainly one curious circumstance that
lends countenance to this belief, namely, that the designs employed Japanese
are, like many more of those seen in Rajputana, strongly Chinese Fee
or Japanese in character. In nearly every instance the under-
sides of these shields, specially along the margin, show clouds or
even thunderbolts that closely resemble those painted on the walls
of the old palace of Bikanir, See initial piece to page 170. But
the designs are painted in gesso and the varnish used is copal
imported from Bombay for that purpose. The shield makers
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D‘;X{‘sgi)g:{ ig. of Tonk doubtless from long experience have discovered that
WAREs. to impart a good polish and to prevent the design blistering
off the hides, careful and elaborate treatment is necessary, but
they do not by any means smooth, varnish and re-varnish their
work a bit more frequently than is done by the Pagan lacquer
workers, or in fact by many other lac and varnish workers all over
India. They are accordingly no more entitled to the reputation
of having acquired a knowledge of, or of practising, the art of
Japan varnishing, than are the lac-turners of India.

3. HYDERABAD DECCAN.—Both in the town of Hyderabad itself
and in Raichur, plates, trays and fans are painted and varnished
in gesso, The background is usually in a rich enamelled green,
the flowers large crimson patches with golden lines and gold
stalks, It is customary for the ornamentations to radiate from a

Hossam and central point in wedge-shaped portions. The fans have usually
peacocks and other animals dispersed within the foliage. The
best samples at the Exhibition have been contributed by Subaya
of Hyderabad, the plates (Cat. No. 240) costing about Rs. 10 and
fans (Cat. No; 630) Rs. 12. The majority of panels furnished for
the dado in Her Excellency Lady Curzon’s boudoir at the Circuit
House, Delhi, were made by Subaya, Two of these will be seen
on the floor and to the extreme left in Plate No. 45.

4. NossAM and NANDYAL, in the Karnul district of Madras,
have for many years been famous for their gesso painted and var-
nished work. In the Madras Central Museum there is a beautiful
circular table from Nossam which has been copied for this Exhibi-
tion and will be seen in Plate No. 435, the original being in the Loan
Collection Gallery. This was made by Nandyal Chitar Subhanna
(Cat. No. 5095), Rs. 54. The same artist made a fair number of the
panels used in the dado of Her Excellency Lady Curzon’s ésudotr
at the Circuit House, Delhi. The most convenient eye mark
between the gesso work of Nossam and that of Hyderabad is the
greater abundance of interspersed animals in the former. The
paroquets are as a rule gracefully and boldly drawn and are placed
in every conceivable attitude, but the peacocks, as is mostly the
case all over India with that bird, have their tails screwed on the
wrong way and the legs rigid and equine, In Sir George Birdwood’s
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Industrial Arts of India will be found (Plate 67) a most admir- DIvISION 29.
able example of this style of work, but instead of being ona WAX-CLOTH.

green ground it is mostly on pure white,

The Madras School of Arts has sent to the Exhibition many
screens done in Nossam ware and portions of the Madras Room
were specially designed in order to show the possible application
of this art to modern household draping and furnishing,

Division 29.—Wax and Afridi 1Waax-cloth.

1. Beeswax.—As already observed, Beeswax does not
enter so very largely into the art crafts of India as might have
been anticipated. In fact the chief if not the only use of that Reslst in
material is as a resist in certain forms of dyeing. These have
been spoken of as hand-painted calicos. There may be said to be
three chief centres in the production of these with characteristi-
cally different styles of work at cach. (1) KALAHASTRI, in North
Arcot district of Madras, where purely Hindu mythological sub-
jects are produced on cotton cloth, which portray scenes from the
Ramayana and Mahabharata in panoramic forms. (2) MASULI-
PATAM, where admirable chintzes appear to have been produced
ever since the days of Arrian. As seen at the present day they
are mostly coloured blue with indigo, and red with madder (),
and occasionally a little green or yellow—the designs being
Persian and thus Muhammadan. For the most part the sheets
and table cloths produced, represent the tree of life with birds
resting on its boughs and animals reclining under its cool shade.
In some of the samples, in the possession of the Indian Museum,
Calcutta, and the Central Museum, Madras, the dyeing is so per- Simulate
fectly accomplished that at a little distance it is impossible to
distinguish these goods from the finest embroidery. Beeswax is
the material used as a resist in the production of all the finer
Masulipatam and Coconada sheets—the goods that in ancient
trade sometimes bore the names of these towns, at other times
were called Rajamundris. (3) In BURMA—mostly in Rangoon—
beeswax is printed over white, flowered silk, to prevent the
dye that is subsequently given from colouring certain portions.
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White spaces on a pink ground may thus be produced and by
ordinary block printing further elaborations of colour may be
imparted within the white spaces.

These are the main conceptions manifested, but there is an
infinite gradation when all the minor centres are taken into con-
sideration. A knowledge of the value of beeswax as an adjunct
in calico-printing is, however, very nearly confined to South India
and Burma, The place of beeswax is in Northern India mainly
taken by the process of tie-dyeing that will be described under
Class VII, Division 31. The melted wax is either printed by
means of wooden blocks or is hand-painted by a brush of fine
wires that may be very small and consist of only one or two wires
or very large and formed something like a mop. This is the
“ Calmendar” (kalmdir, penbrush) mentioned by Tavernier when
describing the palampores or bed-covers of Madras. The wax
soaks completely through and thus may be used to protect both
sides of the fabric from the dye subsequently given in the vat, or
it may be used as a delimitating resist against the spread of dye
imparted on one side only by a brush.

In the Exhibition a large series of hand-painted calicos have
been displayed on the ceilings and as curtains and have come
mainly from Kalahastri and Masulipatam, though Chingleput,
Coconada, Salem, Madura, Mysore, etc.,, have also contributed.
Further particulars will be found under Dyed Textiles, Class VII,
below.

Throughout India beeswax is used, to a certain extent,
as the adhesive substance in tinsel printing and as already
observed it is also occasionally used in modelling and metallic
casting.

2. Afridi Wax-cloth and Drying Oils.—It is not contem-
plated to deal very elaborately with the art of smearing cloth in
the fashion that has come to be known in India as wax-cloth.
The writer has already published a fairly comprehensive report on
the subject (see The Agricultural Ledger, No. 12 of 1901) and
though the designs are often extremely curious, the interest
in the subject mainly centres around its future industrial
possibilities,
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Operation.—Suffice it to say that the oil expressed from pivision 29.
the polli seed (wild Safflower or Carthamus Oxyacantha) is Améf},&fx'
boiled for 12 hours, then thrown into cold water when it Preparation
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