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Vlsnudiiarmott&ra» the encyclopaedia of fine arts In 

ancient India, has praised the art of painting as the best 

of all the fine arts • "Paintizig is the best of all arts, 

conducive to *dharma*, and emancipation. It is very auspicious 

when placed in a house* As Sumeru is the best of mo\mtainS| 

Garuda, the chief of birds, and the king (lit, the lord of the 

earth), the most exalted among men, so is painting the best 

of all arts.**^

Naturally painting in ancient India was of great

importance in the life of the citizen. It is not possible to

determine the exact period of the origin of this art. J:ft2t

this art must have become famous before the iLsmasutra of

Vatsy^ana i.e. 4th Century A.D. The art of painting must

have originated with the rise of the culture of citizens.

Especially in the golden age of the Uuptas,painting vas of

great value in the life of the NagaraKa. Vatsyayana in his

Kamasutra, mentions that every cultured man had in his house a

drawing board, and a vessel for holding brushes and other
2

requisites of painting. It is stated in the Vi^udharaiottara, 

"The interest taicen in pictures varied with the education of 

the spectator. The masters praise the rekhas (delineation and 

articulation of form) the connoisseurs praise the display of 

light and shade (Vartana), women like the display of ornaments,
Q

to  the re s t  o f the pub lic  r ichne ss of colour appeals."



Th« origin of painting in India is related in legends.

We get one such story in Citralaksa^* There was a pious

icing named Bhayajit* Once a J;irahfflin came to him and asked

him to bring back to life his dead son. The king demanded the

Brahmin's son from the god Yama. Yama refused it. Then god

Brahma told the king to draw a picture of the Brahmin's son.

The king did so. Brahma put life in that picture and told the

kin» that this ves the first picture in the vorld and asked
t t

him to go to the divine Silpin Visvakarman for the complete 

knowledge of the Citravidya.

We get a different story about the origin of the art
4

of painting in the Vismdharmotcara. Sage MarKandeya said 

that the tvo sages Nara and Naraya^ were engaged in penance. 

The apsarasas came to cause hindrance to their penance. The 

sage Narayana» in order to put the apsarasas to shamey created 

the most beautiful nymph UrvasI by drawing her outline with 

mango juice. Having seen her^ the apsarasas vent away in shame.

We get ample references in ancient literature about 

the art of painting. In connection with the story given above 

about the origin of painting,we come to remember an appropriate 

story in the Hahabharata. The princess Usa dreamt that a 

beautiful youth appeared before her and she fell in love with 

him. She told this to her intimate friend Cltralekha who had 

a natural gift for painting. She painted the portraits of all 

the deities and great men of the time. As soon as Usa saw the 

likeness of Aniruddhay the grandson of Krsnai the youth of her

. 243 •



dream was revealed to her.

The JitcOca literature, Sanslcrt dramas and Kavyaa UJce
. I • *« .

Hatnarall, Kaghuvamsay Abhljnana Salcuntala, Uttara-Hamacarita 

etc. mention the secular use of the art of painting. In 

Bhasa*t (3rd or 4th Cen. A.O.) 'bTapnavasavadatta* ve find 

that iding Uday&na and princess Vasavadatta though absent, were 

married by their parents by drawing the portraits of the tvo.^ 

There Is a touching Incident in Bhavabhutl's 'Uttara-Hamacarita*. 

Laksmana shoved to Kamachandra the pictures \^lch represented 

some Incidents In his life. T h e  pictures vere so realistic 

that on seeing them Eamecandra recollGCted the Incident of the 

separation of Janakl and he abruptly exclaimed >

arcdfervRTX f̂ rnfra»trr =i i
grvHT^i gRTftr «  ^ it c

fianabhatta (7th Cen.A,.D.) mentions the mural paintings In the• • •

city of UJJaylnl. We get many references about the CItresales 

(Art-gallarles) In early literature. Scenes portrayed from 

Damayantl* s life are described by Sriharsa. In the 

*Nalavll^gnlmltra', the queen enters tne Cltras^a, gazes at 

the picture representing the harem with Its retinue, and 

admires the painter. A  beautiful plct;ure of the painter at
is givfn

vorkj^ln the 'MrcchaJcatlka*. when Dusyant^a, In Kalidasa's 
»- • - 

'Sfikuntala', recalls the memory of Sakuntala, he draws a 

picture of her and gives It to his friend Maltreya vao gets a 

chance of having a glance at it. Kalidasa In his 'KumarasambhsvaJ
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comperes the oherm of Pervatl to a picture Infused with life* 

Thus the art of painting in India, Judging t r o a  the literary
7

referencesi must have flourished from very early times.

The art of paintixig was mede use of in the earliest 

Buddhist period for diffusion of religion* The xiuddhist 

missionaries were using the art of painting as the vehicle of 

their teaching. Xhe series of pictures enumerating Lhe 

doctrines of the great Gautama duddha were used by his disciples 

in other countries like Nepal, Tibet and China* Dr* Stella 

Kramrisch has mentioned the great Hall built by the i3odhisatva 

according to the Maha-Ummaga - Jataica, painted with beautiful 

pictures, and the subterranean palace of the same Jstaka with 

the stucco-coated walls, bearing paintings* From the Vinaya 

Pitaica (3rd Cen*B.C*) we know that king Prasenjit, as Dr* 

Kramrisch observes, could boast of a picture gallary >rtiere the 

lihikkhu^s were forbidden to go*

i3esides this literary evidence, we find the remains 

of artistic specimens of painting dating back to very remote 

times* The prehistoric cave paintings in India give us a 

picture of the life of the primitive man* These few remains 

are interesting* when man was living in rocky cave-shelters 

he painted drawings on the walls of the caves which are known 

as rock-paintings* These drawings are in a red pigment which 

represents man and wild animals* Dr* V*8*A^rawala has given a
Q

clear exposition of these rocjc-paintings* There are four 

centres where such paintings have been discovered n&mely,
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(1) HaJbadeva Hills round Panchamadhi in Medhya-pradesh*

(8) Ralgarh paintings of Slnghanpur and Kabra Pahar In Hadhya 

Pradesh (3) Hlrzapur area in the il&imur H&nge (4) idaniicapur 

in Banda DlEtrict,

At Panchaaadhl end iioshangabad In the Hahideva Hills 

there are no less then fifty rock shelters depicting hunting 

and pastoral scenes» some of them known as Dorothy Deep, Honte 

Rosa» Mahadeve, Jambudvlpa etc. The scenes of the subjugation 

of two wild animals in a Monte Rosa and a jî onkey playixi^ the 

flute at Panchamadhi are very interesting as observed by 

Dr. C.Sivaramamurti.^^ Dr. A4,rawala has analysed these 

paintings in four series, in the first series there are 

schematic figures only. They show conventionalised human and 

animal figures in red and cream colours. These are square 

shaped bodies with triangular heads, the bust being filled by 

zlg-zig or wavy lines. The later stage shows stick-llkie 

figures with a triangular head. In the second series the 

figures have elongated necks, wavy hair, generally featureless 

headt| thin legs and fringed sicirts. S(»ae kind of grouping 

begins to appear and also bows end arrows which were scarce in 

the first series. The people were hunters hunting wild beasts. 

In the next two series the primitive hunter is changed into a 

well-armed warrior and mounted horseman in bftttle scenes where 

archers and swordsmen are engaged in fierce action.

The Singax^ur paintings though crude in technique
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represent pictures of hunting. In a veil-presented scene 

there is the taunt of a bison and a s&mbhar. The paintings are 

in dark red colour* Square shaped men are seen along with 

wild oxen, one of the animals at Singanpur represents a 

bariclng dog, rushing forward at a terrific speed. The human 

figures are conventionalised.

In Mirsapur District there is a scene of a stag hunt 

where harpoons and spears are depicted in action. In a 

remaricable painting we see a vounded wild boar with its mouth 

open in pain.

The paintings in Banda district show horsMien, archers 

and a man seated in a vheel*less bullock cart.

The most ancient paintings are to be found on the vails 

of the Jogimara Cave of the Ramagarh tiill in eirguja State. 

These frescoes are of the period of the first century S»C.

Mr. Percy i^rovn describes them as a 'crude but well intentioned 

effort*.^^

The thirty rockshelters in village itori, District 

Mendsorei M.P., show the ceiling end walls of the shelter 

decorated with paintings in red ochre, depicting animals^ 

dancing human figures^ and pastoral scenes.

The first stage of development in the history of Indian 

painting can be traced in the early Buddhist period. The 

spread of Buddhism was remarkable for the growth of Indian 

pictorial art. The early history of this cult lends itself to
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lllustratior) by pictures. The scrolls of pictures illustrate
c) .

scenes frcna the life of Bhagjvan iiuddha and his previous lives» 

comprising the Jataicaf and Avadanas. During this period some 

Buddhist caves vere excavated in the living rock, for example 

Nasik, Bedsa, iihaja, Karla etc. The earliest caves at Ajanta 

are also of this period. The paintings in caves 9 and 10 at 

Ajanta closely resemble the early sculptures at lihaja,

Amaravati, Sanchi etc• The paintings cover the vails, pillars

end Ceilings* We find three important styles of this period 

namely the 'Deva' style which was current in Magadha, the 

*Yaksa* style of the period of Asoka and the 'Naga* style of 

the period of il^arjuna in the 3rd Century, A.D. The 

Universities of Nalanda end Taksasila were also teaching the

art of painting besides other arts.

The second and very important stage of the art of 

painting in India is to be found in the period of the Guptas. 

The Gupta emperors vere great patrons of art and literature. 

This period (4th Cen. A.O. to 6th Cen. A.D.) has been called 

the Golden Age of Art in India. Novel specimens of this 

period are found at tho caves of AJanta, Ellora, liadami and 

Sittavasana. The subject of the paintings is generally j^ddha, 

Bodhisattva, and the Jetaka-kathas. The phase of the Oupta 

art is also illustrated in the caves, close to village tiBgh in 

the former Gvalior State. The caves of Ajanta show unique 

specimens of the art of painting. The pictures are marvellous. 

This art of supreme perfection is the pride of India. We
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experience the remerkable vision of the superb emotions here 

and ve feel that the painter is only incapable of giving the 

strength of speech to his pictures. The paintings cover the 

walls, piUers end ceilings at Ajanta* The paintings in caves 

16, 17, 1 rnd 2 are of a later date end show more maturity 

and perfection*

The Ajanta eaves heve been classified into the folloving 

periods of time,

(1) Caves 9 and 10 - Circa A,D« 100

(2) Pillars in cave 10 " A.D. 350

(3) Caves 16 it 17 ‘ -i A.i3, 500

(4) Oaves 1 & 2 •• A.D. 626 - 628

Though the subjects of the Ajanta paintings are 

religious, there are also representations of ordinary and 

court life, mingled vith mythological figures, animals and 

plants. The ceilings are decorated vith florhi end animal 

motifs.^
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y m e ,

Among the texts on painting in India the Cltrasutra 

In the Vlenudharmottera Is the one standard text. It is the• •

oldest text dealing vith the technique and theory of Indian 

painting. Dr. Stell& i^aiariech remarks, "Part III of the 

Vlsnudharmottara gl^es the I’ullest account iiltherto imown of• •

the varloits brancheS| methods and Ideals of Indian painting."

Xhe Cltrasutra in the Vlsnudharmottara has valuable material• •

on the classification of pictures, painting mfterials, merits 

and defects in painting as wall as practical hints very 

useful to painters. Ihe technique and process of painting, 

colours, tools, metaods of preparing painting canveses, 

plastered vail, proportions of human figure, various poses of 

body, different varieties of hair and eyes and the conventions, 

all these are dealt ^>dth in detail.

The other Sanslorlt texts on painting are of the medieval
I « - «

period namely, the Cltralaksa^ and the SainaraAgana i>utradhara.

Besides the Vlsnudharmottara the other compilation of ancient
t

date is the 'Citralaicsanu' by Nagnaglt, which Indlcater
Ml- *

according tojPercy jrown, the pre-iiuddhist tradition. The 

main theme of tiie SamaraAga^ Sutradhara by iwlng Bhoja is 

architecture. It contains a sisall section on painting.

Abhilasltibrtha-Cintamanl by iOng tiomesvaradeva (12th Cen.A.D.},
- - » . t 

Aparajltaprccha, tiivatatvaratnakara (17th Cen.A.D.), Sllparatna

(16th Cen.A.D.), N^adasilpa, barasvatl - Silpa, and Prajapatl
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Sllpa, are from South India.

All tbese texts generally describe the technique and 

process of painting^ the aeterialsy the conventions and the 

canons of art criticism. All these canonical treatises show 

that a scientific method of co-ordinating the art traditions 

end the compilation of asthetic lavs, is the early feature in 

the history of Indian painting vhich is undoubtedly unique.

Although the Citrasutra of tne Visnudharniottara is• •

the oldest text on Indian painting the treatment is /ery 

comprehensive and systematic. None of the other Puranaa have 

treated the art of painting. The Cii;rasutra snows that 

painting as a science and art in India is very old and the 

canons of painting must hf.ve developed long ago.

According to Dr. fitella x^ramrisch, "the Chapters of 

Vis^dharmottara dealing with painting must have been compiled 

in the 7th century, contemporary with the latest paintings of 

Ajanta, and so we get acquainted with the theories prevalent 

at the tine of the full maturity of their practice.

But judging from the literary evidence, it is obvious 

that the tradition of the art of painting goes bacJc to remote 

times. The Kamasutra of \fatsyayana alone is sufficient to show 

that pictorial canons in India were in vogue long long ago.

In spite of its maturity, we safely put the Cit^rasutra of 

the Viswdharaottara in the period of the Golden Gupta Age i.e. 

3rd or 4th Century A.D.
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UBIQIH Q i THE JUiT OF PAlfllllib.

It is said In the Cltrasutra of the Vlsnudhariaottara,
• •

that the great sage Narayana created the most beautiful voaan 

Urvatr. With the help of the art of painting she vas endowed 

vlth a beautiful fora« The great sage having thus created 

the art of painting vith its niles, made the immobile 

VlWakarmi apprehend it.^^

VfUl IS <4£Ai,I a x  »CIJiU* ?

I'he Safiskrt vord 'ClLra* is generally used for painting, 

Cltra^ Citrardha and Citrabhasa is tlie threefold classification 

of images, The fii,ure in the round is styled as Citra* The 

figure in roliof is ardhacitra ejiid the painting resembling
w 16

sculpture is Citrabhrga, Citrabhesa means that which

rercnbles the Citra or solid nctural isaftges. Ihcs appearance

of solidity comes to a picture painted on a flat surface only

17
when light and shade are properly disposed in the picture.

iiere the word Citra is used in the limited sense of 

painting.

INTER-HELATIQNSHIP OF Tiil!. YAHlUUS FINh AhlS.

The Vlsnudharmottara firmly believes in the inter -
• •

relationship of the various fine arts like painting, sculpture, 

dancing and drama. It introduces the 'Cltrasutra* with a 

discourse, where Marica^eya tells king Vajra that without a 

knowledge of the art of dancing the rules of painting are 

difficult to be understood. The rales of dancing imply those
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of the art of palntlag. Murka^eya further said that the 

practice of dancing is difficult to be understood b y one vho 

iB not acquainted with music. Without music dancing cannot 

exist at all.^®

f ftifl,tine,And. ScuJjtHrft.

The Vlsmdharmottara states that the rules f o t  painting 

are valid also for sculpture* flarkandeya says to Vajray "Oh 

lord of men, the same rules as are applied to painting, also 

refer to carving in iron, gold, silver, copper and other metals, 

end also to loaves m&de of Iron, stone and wood* Ihe same rules 

that are valid for painting are also applied to clay-modeilingS^

Painting And Dance.

. 253 .

In Chapter 35 of the third Khanda, Sage Maricandeya
• • • • 

says that the observation of nature and of the rules of dancing 

are indicated as the ultimete resources of the painter. In 

dancing as veil as in painting the imitation of the three vorlds 

('Xrailokyanukrtih*) is enjoined by tradition. The eyes and 

their expressions, the limbs and their parts, and the hands 

have to be treated as in dancing. Ihey should be the same In

painting. Dancing and Painting are considered as equally
20

excellent.

In this *anuicarana' it resembles the *Natya*. The
• •

Poses and the iiastamudras studied elaborately in Natya Sastra 

are absolutely necessary in painting. In fact Natya is the



succession of Cltras. In short, the six Major fine arti i.e. 

Architecturey Sculpture,Painting, Hisic, loanee and 3)rama are 

all branches ol' Aesthetics and natarall/ they are dependent on 

the science of ^Aesthetics'.

Thus this interrelationship of arts is one of the oasic 

assumptions of ancient Indian aesthetics. And this interrela - 

tionship of arts is well illustreted in the dialogue between 

King Vajra and Maricandeya.

*
The interrelationship of the art of Dancing and Painting 

is clearly eiQ)lained by Dr. Stella i^raorisch. "What is meant 

by the derivation of painting from dancing is the aovenent 

coomon to both these expressive forms} it asserts itself in 

purity through dancing, it guides the hand of the artist \rtio 

knows how to paint figures, as if breathing the wind as blowing, 

the fire as blazing, and the streamers as fluttering. The 

moving force, the vital breath, the life movement (cetana), 

that is what is expected to be seen in the work of a painter.

To make it alive with rhythm and esqpression, imagination, 

observation and the expressive force of rhythm are meant by 

the legends ol the origin of painting, to be its essential 

features.” ^

The Vi^dharmottara again says, "Sentiments and 

expressions should be represented as already spoken of. An 

artist should also suitably employ herein what was said about 

dancing."
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Speaking about the advantages of good painting, the 

author of the Citraiutra of the Visnudhariaottara says that a
• »

painting drawn with carei pleasing to the eyei thought out with

supreme intelligence end remaricable by its execution, beauty,

chariB, sentiments and such other qualities, yields the desired
23

pleasure. The artists, therefore, should taice great care to 

see that the painting is appreciated by every one* i^ecause,
24

the interest taJcen in pictures differs with the spectators.

In painting, delineation, shading, ornamentation end colouring 

are the decorative factors.

STRONG POINTS IN PAliillMG.

The line-siceteh (delineation and articulation of form), 

firmly and gracefully drawn, is considered as the highest 

achievement by the masters. The conoisseurs consider shading 

and depiction of modelling as the best. Women appreciate 

decoration in art and the common people appreciate splendour 

and glory ol the colour.

PAINIINUS VAhiOUS PL/£hS.

There are different types of pictures depicting different 

sentiments and expressions. Naturally suitable places for 

various types of paintings differ according to the pictures. 

Pictures displaying amorous sentiments, humour and peace should 

be used only in private houses while the supernatural and 

terrific pictures should be painted only in temples and the



•>

assoably-halls of palaces.

In ancient India paintings were exialblted In various 

types* According to xvamasutra of Vatsyayana as veil as the 

Vlsmdharmottarai wall-palntlng, pictures on board and pictures 

on canvas were equally In vogue, a s stated Deforei the 

prehistoric cave paintings in India vere all inural paintings.

In Jiuddhlst period the rolls of painted pictures describing the 

life snd teachings of Crautaaa i^uddha vere the medium for 

spreading religion. In the first act of hudraraksassi a spy of 

Canakya spread out a roll of pictures before the people In 

Candanadasa's house. Dr. Stella i^aarlsch has given the 

earliest icnovn reference, mentioned in the Saoyuttanlki^a, made 

by Dr. B.M.iiarua about the paintings of male and female 

figures on vooden boards, vails and on cloth.

^AJLilXlUU.

Xhe Vismdharmottara says that painting is of four kinds^

(1) Satya - true to life I.e. realistic > *Loka-fiadrsya*, in 

an oblong frame, bearing resemblance to this earth and vlth 

proper proportion -

(2) ValEdica - means lyrical (lit. of the lute player), derived 

from vlna - a lute. Phis picture is in a square frame.

7el|^ka is rich in the display of postures, maintaining strict 

proportions and vell-finished. In short a beautiful portrait 

vlth the consummation of skill and perfection of high order.

(3) Nagara - Of the citizens and the gentry) pictures in round

• .  2 5 6  .



framey with firm and veil developed limbs with scanty garlands 

and ornaments.
I

(4) Hlsra • mixed. It Is composed of the above three categories.

According to SemaraAgana Sutradharay types of painting 

emerge from the types of the b<«okground* Ihey are on Patta 

I.e. board, Pata l*e. cloth, and ;mdya I.e. wall. This refers 

to the mural paintings end tho^e drawn on cloth and board* The 

*Manasollasa' classified the types of painting as five-fold.^
.  I

(1) Vlddha Cltra - I.e. darpana - Sadrsya, the exact copy of
I

an object which corresponds to 'Batya' - loka-Sadrsya In the
. I

Vlsmdharmottara) Sadrsya stands for realism. (2) Avlddha Cltra - 

Here only resemblance Is expected. (3) iiheva •> The painting 

that expresses the Kasas like Srngara etc. (4) Rasa Cltra - 

Here *rasa* means coloured solution. (6) Dhull Cltra - Churna
I

or powder Is employed here. According to *Bllparatna* -

(1) Rasacltra Indicates the various hasas. (2) Dhull cltra and

(3) Cltra - the 'L̂ atya* In the Vlsaudharmottara aod Vlddha In• #

the ManasoUasa.
I .

From the 'bllparatna,' we icnow that Dhullcltra, powder painting,

familiar to Bengali ladles as Alpona, was applied as temporary

S8
coating of powder colours on a beautiful piece of ground.

THL iDEAi^s t m  .

According to the Vlsmdharioottara, " painting in which 

every thing Is drawn In an acceptable form In Its proper

" 29
position, In Its proper time and ege, becomes excellent. 

"Moreover, a painting should be very beautiful, wnen a learned
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(artist) paints It ulth golden colour, vlth articulate and yet 

very soft lines, with distinct and veil arranged garments, and

lastly not devoid of the beauty ol proportionate measurement.” 

MERITS DEMliitIJS OF PAmTINa.

The Canons of art criticism are discussed In detail in 

the Vlsnudharoiottara. It enumerates the merits and demerits 

of a painting. In painting, delineation, shading, ornamenta­

tion and colouring should be icnovn as decorative elements* 

Sweetness, variety, spaciousness of background (bhulambe), 

proportionate to tne position (sthana) of the figure and minute 

execution are the good qualities of painting. Indistinct, 

uneven and inarticulate delineation, representation of the 

human figure with lips too thick, eyes and testicles too big 

end unrestrained in its movement snd action - such are the 

defects of citra. In short the proportion, symmetry, different
I

methods of foresaortening (Ksaya-Vrddhi), beauty in colour and 

other merits enhance the charm of a picture.

At the end of the Citrasutra, Visnudharmottara «gain' • #

describes the merits and demerits of painting. Weakness or 

thickness of delineation, want of articuletlon, improper 

Juxtaposition of colours are said to be defects of painting. 

Proper position, proportion &nd spacing, gracefulness and 

articulation, resemblance, decrease and increase i.e. fore - 

shortening these are known as the eight qualities of painting. 

Painting which has not the proper position, devoid of (the
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appropriate) Hasay en^ty to look at, hazy with darkness and 

devoid of llf« oovement (cotana) is said to be inexpressive*

THE UKliAl ,'AlHl’KR.
1

Naturally t a e  artist In ancient India also had elaborate 

Canons of crlticisia in order to understand and Judge merits 

and demerits in pictures. Ihe V^isnudharmottara thus commends
• •

the ability oi the artist, "tie vho paints waves, flameS| smoke

and streamers fluttering in the air according to the uovement

32
ol the vind| should be considered a great painter.”

According to Vis^dharmottara the painter should maisie the

picture alive, that is to say, he should depict in his painting

the life-movement or cetana ('Basvasa iva yaccitram taccitram 
f
subhalaksanam*}.

• •

SOHE xuais 10 PAJLNX^.

A picture is believed to reflect the mental and physical 

state of the artist. Hence the Visnudharmottara gives some 

guidance in this respect. It describes how a picture is to be 

painted in the orthodox mode. Ihe painter having worshipped 

and bowed down to iirahmins and the preceptor who know this art 

of painting well, uttering ‘Svasti*, clad in a white garment 

and restrained in his soul, is required to sit devoted, feeing 

east, thinking of Uod. The artist suould begin his work on an 

auspicious day. The Vi^udhax^ttara mentions 'Anyacittata* 

or absent-mindedness as one of the causes that ruins the 

formation of a good picture. The artist should dedicete himself 

to his art. Therefore, bad seat, thirst, inattentiveness and
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bed conduct ere the root-evils in the painter that mar his 

33
painting. The picture should attract the mind of the spectator 

at first sight* And this depends on the care, intelligence 

end ert of the artist*

In the success of the art of the painteri the

delineation of colours and snedes end also a veil-prepared

beclcground and painting material have a lion*s share*

Viwudharoiottara has enumerated the proper material in order to

knov hov and vith vhat aids the artist should provide his

beautiful pictures. It gives subtle hints about the colours,

their preparation and mixing. "A painting firmly drawn vith

a magnificient hairy brush (lit.tail) on a canvas dipped in

the juice of the best Durva grass cannot be destroyed and

34
remains intact for many years though washed by vater," It 

describee the preperation of fluid also, /ismdhartaottara 

further says that by proper selection and distribution of
*

colours paintings become delightful. Vismdharmottara has 

given guidance about hov to paint vith colours. **The learned 

artist should' draw (outlines) vith unoozing black and white 

brushes in due order end fix them on the duly measured ground.

These then should be filled vith colours in appropriate places. M'
36

AS for the employment of colour ve get datailed 

information from chapters twenty seven and forty of the



Vlinudharmottara* They giv« five prlaary colours which art• •

of vhlte, yellow, black, blue and colour of the myrcbdlan In 

chapter fortyi while chapter twenty-seven gives white, red, 

yellow, blacls: and green, Natyasastra gives the same set of
I

colours. Silpsratna, a later treatise, mentions white, red,
f .

yellow, soot, end syema (darkblue or black}* The 

AlDbilasltsrthaXintama^ recognises as pure colours, white 

made of conch shell, red (prepared from red lead or from 

Alaktaka Juice, i*e. lac or from red chalk-Cairika), green - 

brown (haritala), and black from KaJJala (soot used as eye - 

black). The outline drawing of the Ajanta painting was in 

brown, deep red or black. The principal colours in use were 

red, yellow, blue, black, white and green.

The mixing of the colours is left to the ingenuity

of the artist by the Visnudharmottara. Therefore, the artist

should mix the primary colours according to his own logic and

37
imagination and make them thousandfold. The texts on 

painting, give a list ol the various shades obtained by mixing 

primary colours. i>ark ^black) and white colour possesses 

great suitability for getting mixed with other different colours, 

They give a twofold colour when mixed with all colours i.e. 

the light andciark shades of every colour.

'/isnudharmottara says that in the case of all colours, 

the exudation of the sindura tree is desirable. The colourizig 

substances are gold, silver, copper, mica, deep coloured brass, 

red lead, tin, yellow orpiment, yellow myrobalan, lac, vermilion
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and indigo. It furtJier states that there are man/ other 

similar colouring substances in every country. They should 

be prepared vith an astringent. Prescriptions for the 

preparation of these vegetable and mineral colours are given
I Q Q

In the Silpferetna (Ch. 46 vs. 119 - 130),

The fluid for colcurs should be i&ado of iron leaves.

A mica defile placed in iron should serve as a distiller.

In this context Visnudharmottara gives the testimony of the

work Called Surasendrabh^ija. In this way iron becomes

suitable for painting. The Visnudharmottara describes the

various shades of the colours giving exa^iples of various

objects. Visnudharmottara further states that the colour of

thin^is se&n« should be painted resembling their natural

39
colouring. The range of colours must be vide enough to 

render vith subtlety the local colour of the objects. The 

colour has partly descriptive and partly suggestive significance. 

The different tribes and castes of India are distinguished 

by their different colours. For instancei FuliAdas and the 

people of tl;ie Deccan are mostly dark In colour so also the 

sick| the evil doers, family men enga4,«3d in hard physical vork
I

should be derk. While the Sakas, Yavanas, Pallavas should be 

vhite. The tvlce born should be painted in the colour of the
I

moon rnd the Kstriyasi the kings and prosperous people are of 

the colour of the Padma (vhite lotus). Vaisyas should be 

slightly light in colour while the Sudras should be dark.
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m  iCAh

After having discussed the employment of coloury the 

next Important topic is the background of a picture* At 

stated l^eforef the painting when executed on a 'pata* or 

cauvas, could oe r^lledy The *phalaKa' or hoard with eloth 

mounted on it was also aaed« iaxt the surface most preferred 

for painting vas the wall. Jhitti aad Dhittioitra were the 

terms for mural•paintiiig* In i;he ~t;echnlque of painting the 

plaster together vith the ddlin«s&tlon oi colours aiod shades 

hpve c fundamental importanee* In chapter 40, \rianudharmottara 

has desori'Dod in detail tnu procedure for the preparation of 

the wall* According to it the brici^-plaBter is preferred to 

ths clay-pieStor* "Brick powder of three kinds has to be 

sdxed vith clayI one third part (in aaoont of the hriok po\^er)* 

HaTing mixed saffron vith oil, one s^iould mix (lit* place) 

vith it gUB resign, bees' wax, liquorice, Jiolasses and Mudga 

preparation in equal parts* Oiie-third part of burnt yellow 

ayrobalan should be a;Sded tnerein. Finally the astringent 

mode of the ^el tree mixed in proportion of two to one should 

be aided by an intelliient artist and also a portion of sand, 

proportionate to m e  c^ount of i;ue vhcle* Then the artist 

should drench this mixture vitn uioist split pulse dissolved in 

veter. The vhole of this aoist prep&ration i:ias to be k ^ t  in 

a safe place for one month* After the Jioisture has evaporated 

vithin a month, a skilful ertiet should put this dried (yet 

still dnnp) plftster on the wail* It should be plain, even,
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v«ll~dl8trlbutedy without ridges or holes, neither too thick 

nor too thin. If there Is shrinkage It ought to be carefully 

filled up and snoothed by coatings of that plaster mixed with
I ̂

resin of the Sala tree and with oil. It is further made 

smooth by (repeated) amointlng, constant sprinkling of water 

and by careful polish. When this wall has properly dried,

40
it does not go to ruins even at the end of a hundred years."

Ihe wall should be *dry, brilliant and smooth'.

In connection with the wall-paintings, the Visnudhanao-

41
ttara also alludes to floors inlaid with precious Jewels.

Ihe other texts on painting vlx. SamaraAgana 
* - • • - —
8utradhara, Silparatna, Abhilasitartha-Cintsinani heve also a• • 

rich material on the prescription of the back-ground. It 

forms an integral part of the training of a painter. The 

8ilparatna (vs. 131 - 133), Hrhat-Sa&hita (Ch. 57) and 

Abhilasitartha Cintimanl (verse 86 and following) describe the• • 

preparation of 'Vajralepa*. iiuffalo-skin has to be boiled in 

water until it becomes soft like butter. Ihe water then has

to evaporate and sticks have to be made of the paste and dried
4S

in the sunshine. This hard plaster is called 'vajralepa*.

The Visnudharmottara has discussed only the preparation of the 

wall underneath the Vajralepa cover. Ihe wall plaster is the 

preliminary of wall-painting. Abhilasitartha-Cintimanl gives 

a fine surface as essential for a good picture and requires a 

smooth wall to be carefully whitewashed without a scratch or 

bolt. Three coatings of white mud and \Tajralepa account for
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this smootluieBS of surface. According to the Sllparatna»

previous to the process of Vajralepa coatlngSi the vail has

to receive a thick coetlngy consisting of bricks, burnt

conches and the Ukei powdered and nixed with sand, the

watery preparation of molasses, and drops of the decoction

of mudga amounting to a fourth part of the mortar powder.

In all these preparations for the ground, smoothness, bright -

ness and durability were Important factors.

The earliest fresco-palntlngs In India are found at 

Ajanta* The ground was prepared by a mixture of clay, cowdung 

end pulverized traprock applied to the walls and thoroughly 

pressed In rice husk was also added to the above mixture.

The thickness of this first layer varied from one - eighth 

of an Inch to three-quarters of an Inch. Over this a coating 

of cunam was applied. (Griffiths The paintings In the 

Buddhist cave temple of AJanta Vol.lp.18)^

The technique of the paintings at Ajanta Is a 

controversial point. The technique has been Inferred from 

the existing remains by scholars. As to the actual process 

employed In the application of the pigment some hold the 

view that It was either true iresco (f’resco Buono of the 

Italian artists, referred to by Vltruvlous and Pliny) or a 

combination of this method and Tempera (Fresco and Secco).

Sir John i4arshall says that It Is a Tempera and not 

Fresco Buono painting, but Mr. E.B.havell says that there
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cazmot be any doubt that the true iTresco has been practised 

in India for many centuries.^^ Mr, Edith Tomory asserts 

that the technical method of the Ajanta paintings Is tempera* 

The entire veil-prepared ground was generally allowed to dry 

before any colour was applied. Fresco m o n o  consists of 

preparing a plaster ground and applying the colour. The 

painting must be completed before the plaster has time to dry. 

Tempera Is s mett.od of lime painting on a plaster surface that 

has been allowed to dry. This dry surface of plaster is 

thoroughly drenched the night before with water and on that 

dasq)ened surface the artist makes his painting.

The preparation of the wall for painting mentioned 

in the Visnudharmottara is of this second type. Mr. Percy 

Brown obserres that on the polished shell-like surface the 

Irescoesjwere painted in water colour.
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THE TfiCiiî lCUE QF IHDIAM PAliillNU.

I
Aft regards the eiementft of paixiblng Yasodharai the 

coauaentator of the r^amasutra,speaks aDout the *Sada£>ga*f the

six limbs of painting I.e. Kupa-bheda, pramana» bheva,

- • - ' 4fl
Lava^a-Yojanai Sadrsya and var^ica-bhadga. All categories

are dealt with by the Vlsnudharaottara.• •

Sada&ga - The Six l*liabs Of Indian Painting.
1 .  , ■ — I,— -  I ..I. -  — ,

These six liinbs were put Into practice by the Indian 

artist. These are the basic principles In the science of 

painting.

(1) aupaoheda - It Is the icnowledge of the variety of 

forms or appearances. It refers to the study of nature 

and knovledge oi the figure.

(2) Praaayi - Is proportion^ anatomy and correct 

perception, measure and structure.

(3) dhavayoJana - Is the Infusion of emotions.

(4) . Lavanyalifojana - Is the creation of grace and lustre
— «
I.e. artistic representation.

(6) Sadrsya - Is the similitude or the protrayal of like -

ness.

(6) Varnlica bhanga - Is the artistic use of brush and
*

colour.

These 'six limbs' themselves show that the art of 

painting had been developed in India at a very early time.



W« find that these features had been carefully considered 

by the iiuddhist artists. These traditional principles are 

found in the paintings of AJanta* The figures at Ajanta prove 

the close observance of the canon of 'pramana*. The Buddhist 

artists succeded in the representation of emotions* These 

*six limbs' cover practically the entire technique of painting* 

The Caves at Ajanta contain great masterpieces illustrating 

scenes from mddha*s life* The Buddhist painters achieved 

great mastery in presenting the complexities of hiuaan form and 

subtle emotions* This classic age in India shows great sicill 

in painting* For example» the Jataka illustrates the *breat 

Renunciation'* The figure of Gautaaa i^iddha is of life-size, 

stooping slightly and holding in the right hand a blue lotus 

flower* "It is in its egression of sorrow, in its feeling of 

profound pity that the great work of art excels*" And this 

is not a rarity* Many scenes and figures at AJanta express 

the unique sid.ll in the teconique of painting and the surprising 

mastery over the essential 'six limbs' in painting*

Th«t Nlm. P o a i t l o n n .

The figures may appear in various posit;ions. The 

Vismdharmottarm describes the nine positions of variegated 

colours, with auspicious forms and gestures*

(1) Rjvagata - the front view* This pre-eminent position has a 

beautiful appearance* It is due to a static posture called 

rju* In this position all the organs of sense i*e* eyes, mouth, 

nose and ears are visible* A pleasing, well proportioned and
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shaded body, faces the spectator.

(2) Anrju - the back view* Ibis position is not described*

It is the reverse of the HjTagata.

(3) Saclkrta Sarira - A bent position in profile view*

Because of a curved posture, it looks charming. Half of the 

eyes and half of the forehead and also of the nose are shovn. 

The one eye that is to be seen in profile and also the eyebrow 

is artistically foreshortened.

(4) Ardhavilocana « Zhe face in  p r o f i le ,  the body in  threa  

quarters p r o f i le  v ie v . One eye i s  shown in  f u l l .  The forehead  

and one eyebrow are v i s i b l e .  The next v i s ib le  part i s  h a lf

of the cheek f r o m  one side only, ilalf of the usual length 

of the lines on the throat and a 'yava* oxily of the chin are 

shown, three quarters of the waist and other parts are shown.

(5) Parsvigata - Tue side view proper. The position is 

occasionally called Chayagata i.e. coming out of the shade, 

only the side is seen, either the right or the left. In this 

position one eye, one eyebrow, one temple, one ear and half 

of the chin and the hair should be shown. It is possessed 

of qualities like sweetness, grace and proper proportion.

(6) Paravratta - With head and sifioulder-belt turned backwards. 

This position is said to be * turned back by the che«k< 

(Oandaparavrtta), wtiose limbs are not very sharply delineated. 

It has appropriate measureraent in proper place and has attained 

Ksaya (diminution) in forehead, cheek and arm and also in the
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throat* These p&rts are vaguely discernible as they are 

lying In the shade. They are artistically foreshortened and 

look slender and tender.

(7) Prsthagata - back viev with upper psjrt of the body partly
• • •

visible in forlorn profile. In this position one side only 

is seen. The chest, one cheek and the outer corner of the eye 

only are faintly shovn.

(8) Parivrtta - with the body sharply turned back from the 

vaist upwards and only half to be seen on account of its 

reverse position*

(9) Samanata - The back viev, in squatting position vrith body 

bent, but with the hips in full view, with the soles of the

49
feet joined, with half of the bo(fy faintly seen from above*

A further passage which enumerates thirteen positions 

is an interpolation according to stella iiramrisch* The first 

and the eighth positions are identical*

I .

Ksaya, Vrddhi and Pramana.■ j----------  . ■» 
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These nine positions are obtained with the help of
I

the standardized canons namely Ksaya (decrease), Vrddhi 

(increase), and Pramana (proportionate measurement). <Csaya 

and Vrddhi is the science of foresiiortening* This lav was 

intensely studied by the ancient Indian painter* Proportionate
I

measurement should be employed with the help of Ksaya and 

/rddhi* These three are of two kinds, Citra (simple) and 

Vicitra (Variegated). The latter again is of three kinds.



uttama (full), Hadliyama (middling) and Adheva (small).

I
iCtaya end ^rddhl have their origin in the body and

sn
various limbs. Xhey vary according to the position.

Heichi

Ihe modelling capacity of the outline (Kekha) is
•  * -

discussed in the Natyasastra. Rekha is an important element. 

Rekha means the delineation and articulation of form. Ihe 

painter draws an outline in yellow and red colours as a rule. 

"Calculating the size of a thizxg in his mind, the painter 

should draw the outline marking all the limbs. It should be 

bright in prominent places and dark in depressed places.

According to the Visnudharmottara this outline has to
• «

be filled with the first colour wash which is generally white. 

But it nay also be green. Urreenish (durva sprout - dark ) is
I 52

mentioned as the variety of Syama.

Y.arteaa

Xhe icnowledge of modelling or shading (Vartana) was 

also studied by tho ancient Indian artists. Vertana is the 

display of light anrt phade. V/ith tho help of vartana, depths 

and elevations are expressed and thereby the modelling of the 

body protrayed in a picture. X.A. Gopinath Rao says, "The 

very name 'Citrabhasa' applied to painting is suggestive of 

the fact that the principles of light and shade also were well
■ S3

understood pretty early by the Indians.
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Xhe Vlt^dharmottara says that a painting in which an 

object is deyoid ol shading CVartana) is called aazdiocro 

(Hadhyma)* k  picture which In some parts is shaded and in 

others redialns vrlthout si:iadii2£, is bad (Adnata) and a picture 

shaded all o7er Is good (Uttama). ^

Vartana is stated to be threefold,

(1) Patraja - cross lines. It is called Patraja on

account of lines in the shape of leaves.

(2) Airika - Stumping. This method is so called because

it is said to be v e r y  fine.

so of
(3) Dinduja - Dots. It is^called because]^ the restrained

(i.e. not flowing) handling of the brusn.

Dr. Stella xixamrisoh observes that the female figures painted

55
on the rock of Sigiriya show the various manners of shading.

Dr. C. Sivaramamurti observes that tne frescoes at 

Ajanta are excellent illustrations of the 'Six Limbs' (Sadaj^a) 

of the art of painting. "The artist has not only control over 

the proportions of individual figures but has also tne ability 

to group them. £iBotion is at its best in the depiction of 

scenes from the legends| the grace in some of the figures 

bespeaks Lava^a-yojana, 7he painter's colour technique 

shows his capacity in var^ka-bhaftga (i.e. mixing of colours 

to produce an effect of modelling). Effects of light and shade 

were achieved by the process of streaks and dots illustrating 

the methods of patravartana. As well as the depiction of
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VartanSi the artists at AJanta demonstrated the superiority 

of line drawing as given in the Visnudhermottara. The linea 

composing the figures painted at AJanta are sure, rich in

form end depth, end recall tne lines in praise of the effective

line drawing in ti:ie ' Viddhaialabhangika.

T ’W ? :  I where by a few lines sJcetched, the aexlntua 

el'fect of form is produced."

Thus the scientific paintings at Ajanta, as long as 

they survive will tell the story ol the genius and the siciU

of artist in most glorious terms.

Praua|U or p roportionate  meafiuretaent i s  a ls o  a very

essential element in the art ol painting. Xhere ai-e also

C erta in  cunventious in  the proportionate  measurement wiiich

have to be observed. These are clearly presented by the

57
Visnudharmuttara.• •

in giving the details oi appearancei the Vibnudharmottara 

describes the different types of u.en. Ihere are five 

standardised types of uen cauJLed ua&sai ohadra, Ju^avya,
* I

Kucaica and basaka* Xhe utiier t^pes are vivid^ described 

in aovementSi habits and features, peculiar to their class, 

and most of them belong to one of the five standardized types 

of men. There respective aeasureoients should be 103, 106,

104, 100 and 90 Aftgulea. According to Brhat SaAiiita, their 

rerpective measures e r e  108, 105, 102, 99 end 96 Aftgulas.
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In Chapter 36, Vismdharmottara ties described the 

measurements of the UaAsa type In detail* It is of the 

uttaaa nrvatala type* The whole body from head to foot is 

nine talas in height. The space covered by 12 Aftgulas is 

called a tala*^ It is said that the artist should infer the 

measurements of others in accordance with the measurements 

of HaAsa* As regards breadth and circumference they are all 

equal. It is also stated that the measurements should be 

consistent with their own respective measureiuents (*bvamanasya- 

nusaratah* }•• "

The Visnudharmottara also describes five types of women, 

the varieties of hair and shapes of eyes. Varieties of hair 

like long and fine, curling to right, wavy,straight and 

flowing, curled and abundant and mane-like are enumerated.

It is further said thet the hair should be represented 

auspicious, fine, resembling the deep blue sapphire and 

adorned by its own greasiness. Shapes of eyes are described 

as bow shaped, like a petal of the blue lotus, like the 

abdomen of a fish, like a petal of the white lotus, globular, 

like the form of a grindstone. Again in the next chapter 

Mtfkandeya says that, the eye becomes charming when it is like

the blue lotus petal, red at the corners and with blaok pupils,

S9
sailing, gentle and ending in long eye lashes.

Dr. Priyabala Shah has compared the inlormation of our 

text with the actual remains of painting at AJanta and liagh 

and has found that many items In the text have been illustrated
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in t h e M  palntlngt.^^ The five types of men described in
•  • »

Ch, 35 Tiz. HaAsay iihedra, Malavya, Rucaka and Sasaka at 

veil as the five types of vc»ten described in Ch* 37 can be 

illustrated from the great variety of men and women depicted 

in the above mentioned frescoes as well as in other paintings. 

For example, the prescription - a women standing near a man 

should be in height up to tne snoulder of man can be illustrated 

in many of these paintings, so also many other details of 

the different parts of the body of men and women, Chara* 

cteristics of Cakravartins like webbed fingers of hands and 

feet, a tuft of hair between the two eyebrows can also ba 

illustrated in paintings and sculptures of Uupta period* 

Similerly a study of paintings would show that the illustra­

tions of our text regarding the postures, the i^udras or hand 

poses, rasadrstis - sentiments and moods expressed by eyes, 

and many such artistic observations are carefully followed.

The conventionalism in Indian painting was guided by 

the proportionate visualisation in the representation of the 

vorious beings and objects. The body of a deity should be of 

the size of a Hailisa. In the representation of Hsis, Devas, 

Gandharvas, Daityas, Danavas, xOnnaras, rwings. Ministers, 

Brahmins etc., separate measurements of each of them and their 

similarity with five types of men are discussed and the special 

distinguishing characteristics are enumerated in detail. On 

this subject there is a separate and detailed section entitled 

*Rupanirmana*
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DRSIA AND ADRSXA 
••• • ••

Xhe VlsQudharmottara clearly distinguishes between• •

'Drsta* end 'Adrsta** Adrsta comprises things Invisible*••• •••

Drsta things are seen easily by naked eye, excel In landscape 

painting. We find conventionalism both In realism and 

Idealism. The things beyond the reach of the mortal eye can 

be represented with the help of suggestion. While describing 

the Drsta objects, the Vlsnudharmottara says, "Xhlngs that 

are usually visible to eULl should be well represented 

resenibllng what Is seen In nature. Xhe chief (aim) of paint - 

Ing Is to produce an exact likeness.” i4en should be painted 

according to their country, their colour, dress, the work in 

which they are engaged and the general appearance, i^ls, 

lions, and other animals should be represented In appropriate 

surroundings as they are seen in nature*

Further Marka^eya speaks about the other things in 

nature. Xhe artist should show the sky without any special 

colour and full of birds, a mountain by a cluster of rocks, 

peaks, with metal vein trees, waterfalls and snakes. Ue 

should show a forest by various sorts of trees, birds and 

beasts* He should show water by innumerable fishes and 

tortoises, by lotuses and aquatic plants. A learned artist 

should show a city by beautiful temples, palaces and shops, 

houses and lovely royal roads* The villages, markets, the 

battlefields should be represented with their distinguishing 

characteristics. Xhus we see that the realistic pictures
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also are based on conventionalism.

The variegated forms of nature are to be represented 

vlth tbe help of personification. The rivers are to be 

represented in human shape. They should stand on their 

V&hanas and their hands should hold pitchers full of water,
*

Stella x^amrisch observes, "Where large appearances like whole 

rivers and sefis, landscapes with rising suns etc., had to be 

painted he took his refuge and delight In introducing

personifications or such acticms of some members of the scene
fill

"appropriate to, and indicative of their surroundings,"

In representing mountains, an artist should show the peak on

the head of the personification. Jiut it is important, says

Visnudharmottara, that "Every part of the object to be

represented should agree with the general treatment of the
64

whole object.■

SUUGESTlua

The Vismdharmottara has specially stressed 'suggestion* 

as an important element in art. Different methods, for 

suggesting various aspects of nature are enumerated. In some 

' instances, atmospneric effects are described, while in others, 

behaviour of the objects or human beings are represented 

suggestively. The night should be shown with the moon, 

planets and stars, with approaching thieves and men fast 

asleep. In the first part of the night women are to be shown 

going out to meet their lovers. The break of the day is to be
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siiovn by the rising sun, dim laoips and crovlng cocks, or 

a man should be drawn as If ready for work. The evening Is 

to be shown by portraying lotuses In bloc»D, Rsls hurrying for 

a batch« . Overcast clouds and white cranes flying In the sky 

to signify the rainy season, pleasant flower-decked forests 

and gardens to recall the spring and the summer Is suggested 

by portraying travellers oppressed by heat and greatly fatigued. 

A painter should paint the Autumn with trees heavy with fruits, 

the earth covered with ripe corn and with tanks beautified 

with lotuses and s%^s« The winter Is suggested with the 

horizon shrouded in hoar-frost, vlth shivering men nnd delighted 

crows end elephants. Thus the season should be represented 

by trees In flowers end creatures delighted or otherwise.

As observed by Dr. C.Slvaramamurtl, "all these devices 

are carefully folloved in paintings and are to be understood 

In order fully to appreciate the meaning of a picture, 

specially In the later-day miniature paintings from Kajesthan,

baramsa paintings and those portraying the loves of the
• - 1

Nayakas and the i!iaylka«, in scenes of tryst with Sukla or

Krsna abhlsarika, utkantha and Vlraha, an overcast cloudy sky
• • • ' • • 

or the moonlit night when the pang of separation has its 

utmost poignancy wtxlch Is all in the most suggestive language 

of the brush."

SENTIHKHTS IK PAi^imG.

The Vlsnudharmottara has fully recognised the close
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relationship betvoen painting aid Aesthetics. 'uhaTavyakti* 

or the manifestation of sentiments is the most important 

factor in the pictorial art. Therefore the representation of 

the various Kasas is considered to be the soul of painting, 

which makes the picture life-like* This expressionism of 

emotions is dependent on the artistes skill in colouring.

The statues are painted according to their Sattvika, Kajasa 

and tamasa aspects, had to bo painted white, red or dark 

respectively. The manifestation of emotions gives rise to
I

Hasa-Citras. The *Silparatna* considers tnese Kasa Citra as 

a group by themselves. These fiasa-Citras are distinct from 

the realistic paintings.

_  I _
According to the Natyasastra, each Rasa (emotion) had 

to be painted in its expressive colour, the Srftgara (erotic)
I _ _

was of 'Syama* hue, the ilasya (laugh-exciting) of white 

colour, the ilsruna (Pathetic) of gray colour, the Haudra 

(furious) of red colour, the \^Ira (heroic) of yellowish-white 

colour, the rshayanaka (fearful) of oiacjc colour, the Adbhuta

(supernatural and amazing) of yellow colour and the iiXbhatsa
67 - • -

(repulsive) of blue colour." Thus the liatyasastra has

enumerated the colour symbolism of the eight hasas.

t _
The Visnudharaottara includes Santa (peaceful) Rasa.

• •

Markandeya says 'the sentiments (Rasa) represented in painting
g o

are said to be nine* end enumerates their characteristics. 

The Srfigara Rasa is expressed by the beauty and nicety of 

delineation of form, and tasteful dress and ornaments. The
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painting vhich shows tacuaorous objects like hunch-backed, 

dvarf'like or otherwise deformed In appearance creates the 

Hasya Rasa* What is pity-exciting, depicting abandonaent, 

separation etc. expresses the ilaruna Hasa. The painter shoiild 

depict in the Kaudra Kasa, harshness, anger, slaughter by 

flashing weapons etc. The vlra'Kasa is expressed by the 

display of prowess, nobleness, and slightly frowned faee*

The Biiayinaka hasa should be elucidated by the wicked, hard- 

looking and ▼indictlve expression. Ihe lilbhatsa Kasa shows 

the scene of execution or the presentation of some hideous, 

obscene or loathsome account• A  painting which shows a slight 

horripilation and the submissive face of *Tirksya* is 

indicative of *ildbhuta* Rasa* Whatever is shown benign in 

appearance, in meditation, and in postures and seats suited
I _

to the same, full of ascetic people indicates the Santa Kasa*
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