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Abdur Rahman Chughtai (1897-1975) is one of the most acclaimed and
revered South Asian artists of the 20th century, who whilst primarily lauded
as a painter, was also a celebrated printmaker.

Chughtai was born during the last years of the 19th century in Lahore,

a thriving cultural centre since Mughal times, with a sizeable community of
miniature artists. Local traditions were institutionalised by the British with
the foundation of the Mayo School of Art (today’s National College of Art),
where the artist enrolled 1911.

Chughtai’s works typically portray famous personalities from Hindu
and Islamic history as well as sentimental and poetic scenes in which the
characters typically personified places and moods (see Endless Fourney,

To Mecca and Kashmiri Woodcutter). During his career he developed a style
that combined the precise nature of Mughal and Persian miniatures with
the delicacy of Japanese ink paintings.

His work is often compared to that of the Bengal School which flourished
between 1905 and 1920, and which was led by the Tagore family, who similarly
had synthesised Hindu mythology, Mughal painting and Japanese wash and
printing techniques. He was careful however to exclude himself from this
group: “I presented my own understanding and style which was different...
In these paintings of mine stature and feature, dress, image and architectonics
demonstrate my individuality”. Although it interested him, Chughtai also
distanced himself from European artistic experimentation, rather focussing
on his main aim of resuscitating the traditional Mughal style.



Under the Arch, thought
to be the first etching
produced by the artist in
London in 1932.

Courtesy of the Chughtai
Museum Trust.

Although there is no documentary evidence to prove either way, it is
though that it was whilst attending the Mayo School that the artist was first
introduced to the technique of photo-lithography. S.N. Gupta, then Vice
Principal of the Mayo School of Art had been exploring the medium of etching
in the late 1910s, and could well have influenced the young artist.

It was with the intention of furthering his artistic ambitions that the artist
travelled to London in 1932. Here Chughtai continued his studies under the
private tutelage of Douglas Ian Smart (1879-1970), a leading English etcher,
engraver and water-colourist of the 1920’s and 1930’s. His studies under
Smart yielded little in the way of technical advances, however it was in 1932
that Chughtai produced his first dry-point etching, Under the Arch. It is noted
by Chughtai’s son that the artist’s early attempts at print making were not
particularly successful. This can be observed in the 1932 edition of Under
the Arch, which was clearly produced by an artist learning the craft, whereas
the later edition (plate 1) displays a much tighter control of line, and more
considered composition.

Chughtai returned home in December 1932, however travelled to London
again in 1936, where he was taken under the wing of the renowned artist and
printmaker Paul Drury. Drury had essentially become Chughtai’s personal
etching tutor at the recommendation of Arthur Hind and Campbell Dodgson,
both of whom were the head of the Prints and Drawings department at the
British Museum.



Envelopes addressed to
Paul Drury from Chughtai.

Courtesy of the Estate
of Paul Drury PPRE.

In July 1936 Chughtai was first introduced to Drury, and on August 3rd
Chughtai travelled to Wimbledon to work with him in the studio of his father,
the celebrated sculptor Alfred Drury RA. Drury’s diary entries record that for a
period of two months Chughtai would visit the Wimbledon studio three or four
times a week, producing early versions of works titled Stork, Girl and Shepherd,
Man’s Head, Girl at Shirne, Prisoner and Woodcuiter. Drury comments in his
diary that by mid-September Chughtai had become adept at many aspects of
the printmaking process.

At the end of September 1936 Drury took Chughtai to the Central School of
Art and Design, where he was introduced to Bill Robbins, regarded by Drury
as the best aquatint artist of the period, and where he attended day classes.

It was arranged that Chughtai would work there on his larger plates, and could
use the School’s equipment, better suited to handle the larger works. With
both Robbin’s and Drury’s advice and guidance, Chughtai soon mastered the
technique, and produced a number of high quality etchings. Drury recounts in
one diary entry that his work was; “Fluent in execution, rich, effective in tones,
decorative, yet full of human qualities and sympathy”.

Chughtai returned to Lahore soon after the end of November 1936 with
a large stock of materials, and upon returning to Pakistan established his
own press. Using the knowledge acquired in Europe, Chughtai generated an
extensive output of etchings, each exquisitely detailed in their monochromatic
depictions, and he rapidly established a reputation as a highly skilled
printmaker. He was also an avid collector, and possessed a huge number of



A letter written by Chughtai
to Paul Drury, c. 1937

Courtesy of the Estate
of Paul Drury PPRE.

Mughal miniatures, Japanse woodcuts, as well as etchings by European masters
such as Diirer, Rembrandt and Alphonse Legros amongst others.

Although there are no formal records it is thought that Chughtai created
around 250-300 etchings, covering a huge variety of subjects. Very few editions
are numbered, however due to the restrictions of the technique, it is thought that
a maximum of 50 prints per edition were created at any one time.

In a 1959 exhibition catalogue, art critic Malik Shams attributed Chughtai’s
success in etching to his mastery of line and versatility in personalising a foreign
technique: “His lineal genius and skill finds remarkable expression in his etchings.
Etching is a purely graphic art to be executed through line alone. And Chughtai
commands a mastery of line...... To the Westerners, whose technique he has
borrowed, but made quite his own, he would seem to be a born etcher.”

The exhibition will hopefully shed light on an often ignored, but incredibly
rich body of work by Chughtai, which has the capacity to evoke a range of
emotions from the viewer through evocative depictions of princesses, poets,
musicians and labourers alike. It is a field which is worthy of further academic
study, which it no doubt will receive in the coming years.
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PLATES



[1] Under the Arch

Etching on paper
Signed and titled
40 x 25 cm. (15 3/4x 9 13/16 in.)

In this image Chughtai has depicted an old
man with two young boys, situated under
the cracking ceiling of a stone archway.

It is unclear what the figures are holding,
possibly bowls for alms, or a votive offering.
This is a later edition of the first work
produced by Chughtai in 1932

Another edition of this work is housed in
the Asian Art Museum, San Francisco.

Previous page
Mujahid (detail)
Etching on paper
Signed and titled

47.2x29.2 cm.
(18 9/16 x111/2 in.)
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[2] End of the Fourney

Etching on paper
Signed and tiled
37x 30 cm. (14 9/16 x 1113/16 in.)

In her 1984 thesis on the work of Chughtai,

Dr. Marcella Bedford Nesom interprets this
work as a humorous depiction of the camel and
his rider. The heavily laden beast struggles as
they reach the crest of a hill, to reveal not rest,
but only an expanse of barren desert before
them. The camel’s knees appear to buckle, and
alength of cloth becomes caught underfoot.
The exhausted beast appears to be on the verge
of collapse, whereas the rider is unaware of

the impending upending of himself and his
possessions. Other editions have been titled
Endless Hortzon.

Published: Another edition of this work is
illustrated in M. Igbal, Poet of the East and
Chughtat, Lahore, 1962 (another impression
illustrated, unpaginated). The following
poem accompanies the image:

Endless Horizon

Silent is the Moonlight

Silent the boughs of trees

Silent are the music marker of the valley
And silent the green robed ones of the hills
And asleep in the arms of the night
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[3]1 Mujahid

Etching on paper
Signed and titled
47.2x29.2 cm. (18 9/16 x 111/2 in.)

In one of his most well-known images the artist
depicts a man in shackles, being paraded before
a crowd. Titled either Holy Man or Mujahid,
this is amongst one of the largest of Chughtai’s
etchings. Paul Drury recounts that Chughtai
produced an early edition of this work in his
visit to London in 1936. Other editions have
been titled Holy Man and His Own Passion.

Another edition of this work was published
in the Bombay Star, April 14, 1946.

Another edition of this work was published
in Nargis, a Lahore based journal of Art and
Literature, ¢.1946.

Another edition of this work was published
in Amal e Chughtai, titled His Own Passion.

Published: Another edition of this work is
illustrated in M. Igbal, Poet of the East and
Chughtat, Lahore, 1962 (another impression
illustrated, unpaginated). The following poem
accompanies the image:

Mujahid

What is a Momin'’s Fagr? Conquest of time and space;
It endows a slave with the attributes of the master!
The code of men of courage is truth and fearlessness,
God’s lions know not the cunning of a fox

14
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[4]1 In the Jamia Mosque

Etching on paper
Signed, titled and numbered 10/50
45 x 27.5 cm. (17 11/16 x 10 13/16 in.)

In this etching Chughtai depicts the scene
inside a main mosque, with the figures
reclining either before or after prayer.

A calm and reflective work, the scene
does not possess over embellishment.
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[5] In the Rain

Etching on paper
Signed and titled
16.8 x19.6 cm. (7 5/8 x 7 3/4-in.)

In this work the artist displays his ability

to create a sense of drama and movement.
Chughtai has depicted birds in flight against
a backdrop of torrential rain and foliage
battered by wind, advancing on towards

the viewer, typical of monsoons experiences
in Pakistan and India.

Collections: Another edition of this work

is housed in the Asian Art Museum, San
Francisco.
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[61 Kashmiri Woodcutter

Etching on paper
Signed and titled
47.2x29.2 cm. (18 9/16 x 111/2 in.)

In one of the artist’s most iconic etchings he
elegantly depicts a common sight in Kashmir,
a woodcutter shown in his traditional robe,
sack and axe, his back curving under the weight
of his task. Chughtai had great empathy for

the peasants of Kashmir, and the delicacy with
which he has portrayed this un-enviable task is
remarkable. A social commentary on the plight
of the poorest is made by Chughtai in this
work, which along with The Carpet Seller shows
the unforgiving living conditions experienced
by the masses. Here the main figure fills the
composition, with the graceful curve of the
sticks leading the eye into the scene, where one
can see his colleagues toiling similarly.
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['71 The Carpet Seller

Etching on paper
Signed and titled
32.4x 35.2 cm. (12 3/4 x 14 in.)

Although the eye is first drawn to the
highly adorned carpet in the centre of the
composition, it soon becomes apparent
of a wealth of detail around the edges of
the work.
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[81 Sacred Stairs

Etching on paper
Signed and titled
25x23.3 cm. (9 3/4x91/8 in.)

Figures disappear into the distance,
climbing the long staircase to the mosque.
In this etching we see the artist’s skill in
portraying depth and perspective using a
monochromatic palette.
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[9]1 Mughal Lady

Etching on paper
Signed and titled
27.5x 25 cm. (10 3/4x 9 3/4in.)

This is a wonderful example of Chughtai’s
characteristic depiction of a high status Mughal
woman. Here the figure is heavily adorned

with jewellery, and is depicted with a rose in
her hand. Presented like a Mughal portrait in
profile, a convention fashionable during the
reigns of Jahangir (1605-1637) and Shah Jahan
(1628-1658), it is, nevertheless, unlikely that
the painting represents a historical person.
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[10] Mughal Princess

Etching on paper
Signed and titled
35x 25 cm. (13 1/4x 9 3/4 in.)

Like Mughal Lady, this work is another
example of the delicate portrayal of women in
Chughtai’s oeuvre. In this composition she is
pictured wearing a sari adorned with a boteh
motif, looking seductively over her shoulder.
She carries flowers in her hand, and is set
against a backdrop adorned with floral sprays.

A very similar watercolour was used as the

cover for the Urdu drama, Anarkali, written
by Syed Imtiaz Ali Taj.
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[11] The Vase

Etching on paper
Signed and titled
23.7x 11 cm. (8 3/4x 4 1/41in.)

Here a woman'’s hand gracefully descends

into the image to pick up a flower. Although

a small work depicting a mundane exercise,

it is nevertheless depicted in the artist’s typical
style, and with a great deal of sensitivity.

Collections: Another edition of this work

is housed in the Asian Art Museum, San
Francisco.
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[12] Village Girl

Etching on paper
Signed and titled
21.2 x 21.4 cm. (8 1/4x 8 3/8 in.)

Other editions of this image were printed by
Chughtai and were titled Feelings, perhaps a
more fitting title considering the contemplative
nature of the piece. Here a woman sits against
the base of a tree holding a basket in her lap,
her eyes closed in thought. The bark of the tree
is highly detailed, and the branches tail away
out of view, suggestive of her wandering mind.
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[13] Spinning Wheel

Etching on paper
Signed and titled
39.8 x 37.7 cm. (15 11/16 x 14 13/16 in.)

This work is characterised by the beautiful
detailing on the various drapery. The backdrop
to the left of the figure displays stunning floral
sprays, and the dress of the woman is adorned
with floral and zig-zag patterns. Even the
spinning wheel is highly decorated, the curves
of the wheel echoed in the shape of the fan.
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[14] Old Musician

Etching on paper
Signed and titled
35.2x22.8 cm. (13 7/8x 9 in.)

Here the musician fills the composition and
is pictured holding aloft his ektara, a single
stringed musical instrument played
throughout South Asia and the Middle East.
Visually a simple image, the curved neck of
the instrument is echoed in the abstract lines
in the background.

Collections: Another edition of this work

is housed in the Asian Art Museum, San
Francisco.
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[15]1 Nude with Feather

Etching on paper
Signed
30.4x 26.4 cm. (12 x 10 3/8 in.)

Here a nude figure is depicted in the centre of
the composition, seated on a rolling hill. She
wears nothing except for a necklace, earrings
and a tika mark, and holds a single peacock
feather in her left hand. The woman’s features
are distorted, with breasts seeming to defy
gravity, and with a rather exaggerated posterior.
It is an attractive image executed in bold
flowing lines. Chughtai has used the feature
of the feather to create a classical triangular
composition.
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[16] Woman with a Parrot

Etching on paper
Signed
27.6x22.5 cm. (10 '7/8 x 8 7/8 in.)

In this image a woman sits in the foreground
with a parrot swinging from its perch behind
her. The drapery in the upper corners and

the crenulations behind her give the work a
theatrical theme, and although the meaning of
the oyster shell and dagger she holds are not
apparent, it is an extremely engaging work, as
the figure gazes out of the scene.
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[17]1 Dupatta

Etching on paper
Signed and titled
28.8x 9.5 cm. (115/16 x 3 3/4 in.)

In this work the figure is almost completely
covered by her sari, but by pulling back the
veil shows the viewer her face in profile.
This is a simple technique which lends the
work an air of mystery.
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[18] Chinese Girl

Etching on paper
Signed and titled
27.7x22.5 cm. (10 15/16 x 8 13/16 in.)

Chughtai’s early exposure to Rabindranath
Tagore’s Santiniketan influenced the artist

in terms of his use of Chinese and Japanese
techniques such as wash-painting and printing.
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[19] Young Boy
Etching on paper

Signed and titled
15.2x13.8 cm. (6 x 5 3/8 in.)

Here a young boy stares out of the scene, his
heavily lidded eyes fixed on a point out of view.
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[20] To Mecca

Etching on paper
Signed and titled
33x38.1cm. (13 x151n.)

In this rare image we see a heavily burdened
camel depicted against an expanse of sand
and sky. The tops of pilgrim’s tents can be
seen in the distance, and the camel’s tracks
lead the viewer’s eye into the scene. Itis a
peaceful image, and one which illustrates the
vast distances and difficulties involved with
completing the Hajj.

“What so ever I have done, is a miracle of the
internal urge and shall continue working most
honestly till my last” A.R. Chughtai, letter to
Paul Drury, January 15th, 1948
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APPENDIX

A letter from AR Chughtai to
Paul Drury, c. 1946

Reproduced courtesy of
The Estate of Paul Drury PPRE



Aletter from AR Chughtai to
Paul Drury, January 15 1948

Reproduced courtesy of
The Estate of Paul Drury PPRE
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Timeline of Chughtai’s time spent
with Paul Drury, July-August 1936

Reproduced courtesy of
The Estate of Paul Drury PPRE
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EBHAAN CHUGHTAL JULY = AUGUST 1936

Huving received & latber (Feared loat In War) Fros his brothsar (or

beothar=in=1ow?) Ashesn Chughtel Begen & serles of vislts ta me ab

Uisbladen, whoro he wvorked with we, having chosen == @8 his technical

tutar. {i abam Lo remeeber on Lhe Edwice of Arthur M. Hind, af tha +

Printa snd Drawings, British Museun, at a tiea vhen Cespball Oodgeontues

still vorking snd sduising thare.) T 3

Entries in an sngagesent diacy of 193§ glve thees r::wu eitrecis (POt

doseriptive of uoEke.) mmwﬂmuﬁm T e ELE

Jiy 2WEn Chughtel ‘phored =8 ©o arrange & sesting.

Jiy 30tk Chughtal end 7 Indians (Fasless) arrived at Lencestar Lodgo,

11 g.m. Lovely owany day.

Bug Vet (Saturday). Filndlpg lerger hester, peper end zinc. Met Ais
st Visklegon Ststisn, 11 a.m. Lessos ontil 6 p.s.  He nesdled

4 m plate on which bepenrlege I had lald & good mard ground (mot
A big ene = abaut & x B laches.)] [ Bit it for his durlng dbe
aftornoon in Nitelo (i open slngle line) with a Tew clobisd
dath atess of no geaat slrs. Than we clesnsd off ground and 1
kook » trisl print for his. ALl hee gone well. R.Ch kesn to
da mars.

Aisg  dth A.Ch kit and printed PSierk'(T) plate 11 - 1.30 p.s.

Risg GLk  R.Ch telesphoned, wnatls to comm - Fewet,

Ay Bth R.Ch hars. Ran 4 tracings through pross anko plalas {Puld £a
Fera}: 11 w8 - 4 pon,

Risg Sth I ues sway on palniing hellday &t Teouk Hall, Cramas and

- 17tk Haimlesn Suthsrlasd cass Fros Pondoy to Wednooday. Told thas
about H.Ch,

Aug 19th Wndnoeday) Chughtal hors all dav. I!l- and pelnted "Rizl and
hapheed! 11 8.8, = 7 p.s. {Long Deyl

Aug T0tA H.Ch hera all day. 11 som. = 7.30 puon. @it and printed large
plate in sy biggoat dish.

Aug T4th  R.Ch heee BEt aivd prinbed "0irl at Sheine" lald ground =n
small plate for Ind stats. 11 s.m. = & p.m.

Aug Z7EA  A.Ch here. 11 @um. = &,30 pom.  Bnd State. Men's lead end
bucniablng.
Aug FSth  Self unwell, In bed till aftecncon, Took prints of 2 of
R.Ch's platws.
Sap  Ttm f.Ch fphoned - mot comlng.
Sop Otk B.Eh hege. 11 seme - 1,30 pum. (geoundrlald snd fracings
tranaferrod thoroon. )
Sep 14tn H.Ch hars. 10,75 &.8, Flled plates and want awey.
Sap 15tR  A.Ch haes 10.30 A.m. = 1.30 p.s. Leying ground oto and traclnge.
Ha can nou do all this very wall. -"‘?'E"'
=
Sep 19tk A.Ch heew with old prints be hed boughby (incloding Legros) and
2 ¥ larger plates. R S n..-ﬂn-;—fan-l--l-j;-f- i
Sop Ziat  A.Ch here 11 @.m. = T powe  Biting I platos; "Priscnar' snd
Fusodeutiert
Sep FELA  Peinking wic. for Choghtai. 2.30 = T pum.

Sap IVLR }lu"ﬂp], {Taaehing Day}. To Central Schools Chughtal to
¢ introduce hia (to go to day clase) to snd othere.

o
%mn uns arcanged that Chughtal could work thete an plates of
i =T blgger sige end agquetinting on them wlth all tha Central's

"."‘df larger equipsant.
- « B ins helped RMim end Chughtal eoun mesteced Lhess technigues.
il iin boas splondid wark, Fluent In ssecation, tich,

¥ fase UFFeotlve in tooss, decorative yet Full of hussn qualitien andd
s AFERATHY .
& Chughtal 7,45 p.®. end took him to Cospbell Dodgeon's

. lscture. Inktecduced him to men La. be has anial
bm e ermnd | L usuncs wi Ts AU Gnkhaniann. ENglish 85 uBLi spcken. ULLL
aznn ba ?NHE back ko Lshore with stocks of motnrisln and toolws.
We all wilghod Ris further sucomes.
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