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Introduction 

In 1666 Tavernier, the European traveler visited Subehdar Shaista 

Khan‟s residence in Dhaka, found him residing in a wooden house near 

the bank of Buriganga River. Though W.W. Hunter identified it as 

temporary structure inside of Lalbagh Fort, and he explains the 

incomplete condition of Lalbagh fort as the reason behind such living , 

the other scholars identified this area as Pakurtuli fort, a complete 

structure in which the Subadars of Dhaka resided at least from the period 

of Islam Khan Chisti. The construction of Lalbagh was started in 1678 , 

twelve years after Tavernier's visit to Dhaka. However, Tavernier‟s 

description provides us the evidence of Shaista Khan‟s passion for the 

Mughal culture of residing in a temporary house within the Garden. The 

development of tent, Shamiana, and Pavilion of the Mughals as an 

architecture peaked during the reign of Shah Jahan (1628-56 ) however, 

its origins can be traced back to Babur, the first Mughal Emperor of India 

(1526–30 ) , and beyond. The descendants of Timur, the great Turkish-

Mongol ruler of the late fourteenth and early fifteenth centuries, 

introduced the concept of Char-Bagh
1
 in their landscape planning 

adorned with tent and Samiana or pavilion and used them both in peace 

and war. 

Though the Mughal emperors built fort-palaces in various cities 

elaborately and gorgeously, they did not live there permanently. They 

spent most of the time in tents which were generally placed inside a 

garden. Stephen P. Black examines the travelling period of the Mughal 

emperors and opines that from the year 1556 to 1739 the emperors spent 

nearly forty percent of their time in the camps while on tours and the 

duration of such tours often lasting a year or longer.
2
 They also made the 

mobile capitals all over the empire where the composition of architecture 

was strictly followed the imperial metaphors with internal and external 

hierarchy. The key aim of this article is to explore the development of 

tent living culture of the Mughals. Within the premise of this research, 
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the nature, classification and the variety of uses of movable architecture 

in various purposes will be focused to determine the socio-cultural 

identity of the Mughals which later were followed by the minor powers 

during the weak rule of the Mughals.  

The term „moving architecture‟ is used to explain such structure which 

was temporary and comparatively short durable construction of the 

Mughals, included tent, samiana and leisure pavilion in the various area 

under their jurisdictions. As the durability of such structure is short and 

no living architecture is found, contemporary Mughal painting and 

literature are treated and used as the main sources of this article.  

What Did the Authors Say in Some Literatures? 

The rationale of tent as architecture is first addressed by Peter Alford 

Andrews to answer the question usually comes in mind; can a temporary 

structure be treated as architecture? In his seminal work Felt Tents and 

Pavilions: The Nomadic Tradition and its Interaction with Princely 

Tantage Andrews explores nomadic and princely tents of Central Asia 

including Iran and India, and shows the durability of a nomadic tent 

extended up to 50 years and more which was by the way 10-20 years 

longer than the life of a normal (mud brick) building.
3
 The princely tents, 

according to him, “(..) seem to have an even longer life-span, including, 

at least in some cases, their vulnerable (but well-kept and meticulously 

repaired) cover, as shown by the example of a gigantic Mughal Del-

Badal which dazzled spectators in 1745, more than a century after it was 

first built”.
4
 He focuses on the Mughal tents as the part of the 

chronological development of tents up to 19
th
 century which started with 

the covered carts used as dwellings in the Ukrainian Steppe in the fourth 

millennium B.C.  

However, some scholars concentrate on the variety of tents and their 

various uses and try to explore their universal character and feature 

examining the materialistic approach of such structure. Some other 

scholars present it as an essential part for the imperial lifestyle of the 

Mughals. Stephen P. Black writes about the „high culture‟ of the Mughals 

which was centered in the imperial court. According to him, the Emperors 

including their family members and high officials or great Amirs practiced 

a “highly-refined cultural idiom” in the various fields of arts. They 

patronized the talented group of professionals, and by which they set a new 

cultural art of the day. Like the other branches of art, architecture both 

permanent and temporary got the same attention and imperial 

patronization to symbolize and represent the Mughal high culture.
5
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Contemporary painting projected the tents and Samiana as an important 

mode of architecture and as an integral part of their travelling partner 

which also represented the royal imprint of the Mughal glory. Architect 

Nisar Khan writes about the architectural aspect of the various uses of 

tents by the Mughals for encampment during the space of expedition and 

warfare. According to him, during the time of war, the Mughal emperors 

moved with a great number of soldiers and companions from one place to 

other, and a large volume of animals, artillery and other warfare equipment 

and efficient mechanism accompanied them which were the important 

components for a successful expedition. Even during the peaceful time, 

like for the purpose of hunting, leisure and touring were frequently driven 

by the Mughal emperors. They used to build the tents and shaped them as 

temporary palaces and sometimes cities to meet their royal activities. He 

focuses on the movable capitals of the Mughal emperors from Babur to 

Aurangzeb, which were erected and transported at the time of their moving 

from one place to another for the military campaign, to suppress the 

uprising of several provinces, and to execute the activities of capital city 

during the period of the campaign.
6
  

To search the origin and development of temporary architecture, Peter 

Alford Andrews roamed all over the tent using world from Central Asia 

to India and Anatolia, and unfold the features of nomadic to princely 

tentage of the regions. He opined that “the concept of the structure is 

more important than the perishable material in which it is realized”.
7
 

However, these literary works give an idea about the long tradition of 

tent and pavilions of the Mughals and its various classifications and 

variety of uses but provides a little attention on the detail of such 

structure and imperial patron to represent it as the symbol of power.  

Development of Moving Architecture and its Classifications 

The tent as moving or temporary structure is used as shelter especially in 

the Middle East and Central Asia since time immemorial. Jonathan 

Bloom and Sheila Blair explore two basic types of tents are used in the 

region. The typical tent in the Middle Eastern region has poles 

supporting a woven covering secured by ropes, whereas the Central 

Asian one is a self- supporting wooden lattice covered with felt. The 

space within either type could be partitioned into men‟s and women‟s 

zones with textile hangings. When the nomad groups came to the power 

of the Muslim world and entered the mainstream of medieval Islamic 

society, they adopted the nomadic tent types for royal use. The size and 

the splendour of the fabric covering were increased. During the reign of 

some rulers, such as the great Mongol conqueror Timur (Tamerlane), the 
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more appropriate and variety of tents were erected for their courts, 

sometimes appeared like a city.
8
 The Mughals introduced the aspects of 

Central Asian culture in India. The synthesis with the indigenous 

traditions gradually resulted in the formation of a new concept and the 

height of the Mughal tent making culture. The development of Mughal 

tentage in India emerged by Babur with central Asian test though brief in 

number and variety. His memoir Tuzuk-i-Baburi provides the vivid story 

of his love to camp in gardens than reside in any permanently 

constructed building. He through his Chagatai lineage was habituated to 

reside in domed Central Asian trellis tent (aquy; a type of yurt) and its 

slighter variant the alachuq, both essentially derived from the nomadic 

tradition. He also used the canvas guyed tents (Khaima and Chadur) 

which usually common of the urban population. However, a long history 

of court tent can be traced back in Northern India before the advent of 

the Mughals, in which splendor, great size, and particularly height were 

seen as symbolic of the sovereign‟s power. A canopy raised horizontally 

over the throne was a prerogative representing his divine right, as the 

“shade of the Shadow of God” (saya-yi zullu’l-lah).
9
 The illustrations of 

Gujrat and Rajasthan area which evolved steadily from the 11th to the 

16th centuries provides the vivid pictures of using canopy or domed tent 

to represent the outside scene like a picnic or passing leisure time, and 

sometimes to symbolize the main character of the story. The illustrations 

from Jain book kalpa-Sutra, painted in Malwa pictured Satri type of 

canopy over the head of king was soon adjusted with the trellis type 

came from central Asia and both of tents became common with the 

combined character of indigenous and central Asian traditions before the 

advent of the Mughals in India. (Plate 1 and 2) 

  

Plate 1: Jain monk preaching to a king, 

from Kalpa-Sutra (Mandu, circa 1500-

25 A.D.), National Museum, New 

Delhi
10 

Plate 2: Ḡiāṯ-al-Din Ḵalji instructs the 

women of his household in the 

preparation of food; Neʿmat-nāma, 

early 16th century.
11 
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Babur also followed the princely tradition of making elegant and 

Persianized form of trellis tent which was called as Khargah. Under 

Emperor Humayun, this type integrated a stimulating display, where a 

trellis tent named „Felicity and Heart‟s Desire‟ (khargah-i- saadat u 

murad) and a large spectacular yurt called the Zodiac Tent (Khargah-I 

davazdah burj) were pitched within the royal enclosure.
12

  

Movable Capital: The Imperial Camp Tent  

During Emperor Akbar‟s reign (1556-1605), the tent was explicated in 

its variety and brilliance. Abul Fazl, the court historian of Akbar, 

explained the splendour and marvel of Akbari tentage. He states, “(…) 

because he (Akbar) considers its decorativeness as part of the pomp of 

sovereignty, he accounts the care given it as divine worship.”
13

 During 

his reign, the most attention was given to the camp, in which the main 

focus was the headquarters or royal area arranged with an axial series of 

spaces within a rectangular enclosure. The description of the magnificent 

scale of Akbari tent was found in Terry‟s writings, in which he identified 

it as moving city. According to him, the tent cities were used to take 

about 12 hours for the entire procession to pass one place, and at night 

halt it covered an area of 20 miles in the circumstances and “(…) might 

equall almost any town in Europe for greatness.”
14

 Architect Nishar 

Khan depict a layout of Akbar‟s tent cities during his encampment on the 

basis of Fatehpur Sikri where the imperial camp was organized like a 

town with regular streets; each noble and merchant had his area allotted 

to pitch their tent. This system was derived from Timur; resulting in the 

identical layout at each halt, allowing inhabitants to easily find their way 

around.
15

 

During Akbar‟s reign, the area of the emperor‟s tent used to at least a 

square of 100 yds a side which increased to 300 yds during Jahangir‟s 

reign. The outer wall consisted of wooden screens which were painted 

and covered in the scarlet cloth enclosed emperor‟s tent to make it 

distinct and worn trespassers.
16

 The harem was placed adjacent to the 

emperor‟s tent within a screened area and on the other side enormous 

awning was pitched to provide spaces for the important noblemen 

according to the hierarchy practiced by the Mughals. The interiors of 

pavilions were profoundly luxurious, ornate with rich carpets, bright 

canvas, and miniatures. Beyond the royal enclosure, there were the tents 

for soldiers, merchants and money landers who were equally important 

for royal activities.
17
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Hamza disarming a Byzantine princess 

From the Hamza-nama c.1562–77
18

 

Akbar on a hunt from Akbarnama 

folio, Victoria and Albert museum
19

 

All the components of the royal palace used to be present inside the royal 

tent like a hall of public audience, hall of private audience, 

administrative zone and even there was also a Jharoka window on the 

outer wall for the Emperor to make his public appearances. A travelling 

mosque beautifully ornate in timber also used to accompany the camp. A 

large cart drawn by an elephant contained several bathrooms during 

Akbar‟s camp.
20

 

The imperial camp was the de facto capital, and a significant portion of 

the resident population of the constructed capital cities appears to have 

accompanied the emperor in his travels.
21

 French traveler Francois 

Bernier stated that the entire population of Delhi resided in the camp 

during its deployment because all derived their “employment and 

maintenance from the court and army”.
22

 Though Gupta treated the 

statement of Bernier an over exaggeration,
 23

 it does confirm the status of 

these camps as political capitals and short-term demographic centers. 

The imperial tent capital used to perform all the regular activities of the 

court life.
24

 The administrative activities like holding court and issuing 

judgment together with mercantile and commerce activities were 

performed on routine basis. While the emperor was residing in his camp, 

the bulk of the imperial administrative activities were conducted, and 

important decisions were made.  
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The most important component of the tent capital or city was the mint. 

The imperial coin was issued from the camp mint. During Akbar‟s reign, 

low-value copper coins used to mention the name of the town located 

nearest to the imperial camp. Inscriptions on gold and silver coins were 

explicitly linked with the camp itself, first containing the phrase “Struck 

at the Camping Grounds of Good Fortune” thus imparting administrative 

significance to the encampment.
25

 

 

1 and 2: Main gateway flanked by two tents  

3: Platform for drummers and musicians  

4 and 7: the public and private royal audience  

5: Two- storied tent (for Emperor) 

6: Royal Harem  

8: Tent for the nobles. 

9: Administrative area (facilities, stables, arsenals, workshops of attached 

specialist, and kitchens) 

10: Mosque  

11: City bazaar areas  
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12: High post with a flaming torch 

 13: The mint  

14: Tents for lesser nobles and the military  

15: Jharoka window
26

  

The procession of the royal camp also provided employment 

opportunities to the native people. The infrastructure and public utilities 

like Sarais, roads, etc. were also concentrated during the procession of 

the camp.
27

 It is very precise job to transfer hundreds of thousand people 

and animals along with supplies and imperials valuable from one camp 

site to another. Akbar, on an ordinary hunting party, used to be 

accompanied by at least 100 elephants, 500 camels, 400 carts, 100 

bearers, about 1000 farrash, 100 water carriers, 50 sweepers and 500 

pioneers.
28

 

It was due to its large scale that the camp seldom travelled more than 16 

km per day.
29

 An advance party was sent containing of royal agents, 

scouts, and labours, to prepare roads and bridges, selected campsites, to 

purchase of foodstuffs and fuel, and to assure the support of local power. 

Prior to the main imperial arty, more than 2000 soldiers and labours were 

sent to constructed the camp. This system required two completely 

identical sets of all tents and other facilities. Local merchants and 

farmers were encouraged to bring their products to the markets at the 

camps, while food may also have been obtained from imperial stores in 

towns near the campsites. 

Though the tent cities were temporary, historical sources illustrate the 

grandeur of the encampment no less than the cities and monuments of the 

Mughals.  

The Dazzling Court: Tent of State or Princely Tent  

The Mughal emperors had their bright and extensive records of 

constructing varieties of the tent of state described by the contemporary 

historians. Though Emperor Akbar had given the priority on constructing 

camp tent, contemporary literature and paintings suggested that the 

diversity and magnificence of court tent or tent of state was also 

constructed and the open court of the hall of public audience in Agra fort 

was usually occupied by various spectacular temporary structures. 

According to Abul Fazl, a large marquee-like tent of state (bargah) was 

set up for the emperor‟s private discussions at the end, which was 

generally walled by a number of awnings (shamyana) and protected by a 
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radiant fly cloth (qalandari). Its two main poles were joined with sockets 

(ahan-jama). That this hall of private assembly could be pitched without 

its walls, we know from paintings illustrating the Akbarnama. The 

arrangement would allow greater freedom for the flow of air so badly 

needed in the Indian climate, and a better view of the sovereign. Such 

tent are often shown pitched in front of a trellis tent, which one imagines 

was a retiring room, and extended by various awnings for shade, two of 

which were sometimes hung from the eaves of the main tent, one on each 

side, with space between. It is known that provision was made for 

splendid tentage at the palaces, but few details of this survive, beyond the 

stone rings to which it was fixed.  

 

Akbar receiving gift from Asaf Khan, Akbarnama
30

 

Toward the end of Akber‟s reign, it seems that the roof of these great 

tents of state appeared with two tiers whcich was generally modified by 

the repetition of the attics decoration and got the shape like concentric 

lozenges, at a higher level, about halfway up the roof slope. It was 
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probably an effort to conceal the layers where the gores at the ends of the 

tent required extra width. In other detail of construction, the tents were 

much like ones of the same period. The velum was made up of regular 

width in the middle, between the poles, and ended in a folded leather tab 

with two eyes, through which double gay roof was rove. The ridge and 

eaves were also reinforced. At either end of the ridge, where the main 

poles bore discs, and sometimes wooden ones, surrounded with 

decorative capes matching the eaves valance. The sides, which were 

stiffened with battens sewn into pockets, were fastened under the eaves 

valance with the latching of toggles and loops. The interior was generally 

lined with a material different from the outside, which was red- a colour 

strictly guarded as a royal privilege. The main poles ended at the top in 

spindles which passed through the reinforcing discs, or “onions” and 

were crowned outside with gilded finials.
31

 

Jahangir used the same range of materials but appears to have contrived a 

more dramatic setting for his presence under the tent of state. The 

meaning of tent of state became diversified to the symbolic appreciation 

rather than its materialistic approach. Two similar paintings show him 

holding court under a vaulted throne, over which is a canopy supported 

on four poles, and over that a tent of state in two tiers, as described, 

raised very high on two poles placed rather close together behind the 

throne. A trellis tent with covering brocade is placed under this on either 

side. The effect of the symmetry and the closely spaced poles is to 

emphasize the throne in the center. The superimposition of one roof 

above the other adds great dignity, and the total absence of walls 

increases the resemblance between the great tent above and the sweep of 

the sky. Another painting shows this setting developed still further. A 

second bargah top stands over the first, identical in shape, but half a 

large again. Its two poles rise behind the eaves of the first, so that the 

inner tent stands under the front half of the outer, on its own poles. The 

two trellis tents, with their doors, directed towered the throne, are 

supplemented by two gilded parasols (chatr) fringe with pearls, one on 

each side at the rear. The picture is dated about 1615  

Hawkins writes, 

“I have dwelt on these developments in some details, as it was these 

which Shah Jahan was to celebrate so impressively. While he continued 

with Akbar‟s improvements at camp, his very active interest in 

architecture led him to perfect a system of awnings and canopies egged 

on the court buildings so as to enhance them and form an integral part of 

their effect. There was room for improvement” Sir Thomas Roe had seen 
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Jahangir‟s display, and commented on “the beauty there of; which I 

confess was rich, but of so divers pieces and so unsuitable that it was 

rather patched than glorious, as if it seemed to strive to show all, like a 

lady that with her plate set on a cupboard her embroidered slippers.”  

However, the new arrangements were also made for the convenience of 

the court. One of the first acts of Shah Jahan‟ reign was to order the 

building of forty–pillared halls of audience for the protection of his 

nobles from sun and rain during state business. Great tents of state were 

conceived in the same spirit. They appear in the accounts of celebrations 

for the New Year, and the weighing of the emperor on his birthday by 

both solar and lunar calendars when the court was specially decorated.  

The first of these festivals was for New Year in the year of Shah Jahan's 

accession 1037 A. H. (1628 ) at Agra, in an account of Qazvini.  

He writes,  

The Royal workshop pitched the Aspak Dal- badal in the public and 

private courtyard of the state hall at the capital. It was a tenth to the nine 

spheres, like the great tent of the heavens. The Aspak was placed within 

the Dal badal was made of gold-brocaded velvet and the awning 

(Shamyana-ha) placed around the Aspak was also made by the same gold 

–brocaded velvet, based on the columns made of gold and silver. The 

trellis tents were placed underneath of the Aspak with covering of velvet 

brocaded and embroidered with gold. The carpets and rughs of various 

colours were spread on the floor on which the thrones and golden seats 

were set out. The parasols (chatr-ha), jeweled with pearls falling in 

drops, were erected. The doors and walls of the public and private hall 

were decked out with cloth of gold from Gujarat, and European curtains 

(parda-ha), and brocade from Turkey and China, and cloth of gold from 

Iraq…
32

  

During Shah Jahan‟s reign, the trellis tent has lost their nomadic identity 

transformed into exotic object rich as court require. The new type of tent 

appeared in the description of Qazvini named Aspak. According to the 

descriptions, Aspak was placed over a trellis tent to cover it which 

approved with the Persian word Dil-i-badal (the generous heart) but 

might be more appropriate was the Hindi alternative Dal Badal (The 

Mass of Clouds) expressed the view of heavenly imagery. This 

perception can be explained as standard in the Mughal architectural 

concept where they planed their landscape as hast behest, imaginary 

heaven in earth. So the tents as a branch of architecture hold the idea of 

heaven on earth. However, this new type of tent apparently arrived from 
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Lahore with the imperial camp.
33

 It has now been called Aspak, Sayban 

(shade) and bargah (roof without walls). A Darbar scene of Shah Jahan 

is preserved in the British Museum where a large marquee (bargah) top, 

straight-ridged and with radiating gores at the end; its two massive 

jointed poles are set wide apart, some distance behind the throne. The 

front, however, has some unexpected complications. Immediately above 

the throne, the velum is curtailed about halfway down the slope, and 

trimmed with a hanging flounce, so that a gap is left in the front of the 

roof and view of the throne is unimpeded. In Delhi court material of 

velums was makhmal-I bdla-baf instead of makhmal I zarbaft.  

 

Jahangir Presents Prince Khurram with a Turban Ornament (12 October 1617), 

detail, 1656–57 (London: Royal Collection Trust, RCIN 1005025.an), from 

the Padshahnama („Book of Emperors‟)
34

 

The detail of subsequent tents shows that the two or three years needed 

to make one of such size. Khafi Khan, writing in the next reign, records 

in fact that the Dal-Badal had been made ready at great expense over a 

long period by the overseers of the tent stores (farrash khana) in 

Kashmir, where Jahangir had been just before his death. He goes on to 

add: “And for the space of two month so many thousand tent men 

labored night and day with the help of strong-bodied elephants and they 

were unable to set it up, and when it was set up it adorned heaven and 

earth with fresh beauty.”
35

  

Tabatabai and Qazvini made highly figurative language, describes the 

materials used for making a court tent in Shah Jahan‟s reign. According 

to them, the Aspak was made with gold brocaded velvet made in Gujrat, 
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in front of the great terrace of the public and private building at the 

capital (Agra). It had cost nearly a lakh of Shah Jahani rupees. The 

columns (shatun-ha) were made with gold and silver. At Delhi material 

of velums was makhmal-I bdla-baf instead of makhmal I zarbaft. Under 

the Aspak many coloured carpets and ornamental rughs, of which the 

emperor of the world has not created the like in the workshop of 

potentiality with the design of spring flowers like verdure and trefoils 

and tulip and Jasmine on the quadrangular lawn. Under the Aspak a 

square dais made with a pure golden railing where the jeweled throne 

was placed in the middle. For the front of the throne, a canopy was 

presented by Yaminuddula Asaf Khan on which were displayed flowers 

and pleasant shrubs in gold embroidery and around which pearls had 

been sewn, with pendent of pearls at the cost of a lakh of the rupee. It 

was set up in front of the throne by means of four golden columns of 

which the tops of the socket were set with jewels.
36

 

 

Tent Panel: Red silk velvet with 

applied gold leaf, 

supplementary-warp cut pile on 

3/1 twill foundation, the reign 

of Shah Jahan c. 1635 

The formal, rich red of the velvet ground is 

intensified by the glittering gold-leaf 

decoration. Metropolitan Museum of Art , 

New York. 

The detail of parasols, thrones, silver trellis tents and hangings are 

substantial as in 1628 , except that not only the audience hall but the 

drum house and gates too were decorated by the nobles responsible. The 

whole array was centered on the Peacock Throne displayed for the first 

time and was claimed to be the most dazzling since Akbar‟s reign.  

The Aspak then with its satellite awnings had become the usual means of 

shading the court. The fact that two Aspak are mentioned here, both 

made in Gujrat, and both costing about a lakh, indicates that the type to 

some extent standard, though its magnificence was still in the matter for 

comment. All the evidence helps to define the common features of 

Aspak: it was a marquee roof with a rounded end; pitch on two massive 

poles set on either side of the throne it was intendant to display
37

 and 

surrounded with a set of contiguous, matching awnings which share the 

peripheral poles of the roof. As usual height and extent of this tentage 
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was important as a symbol as for its usefulness. When the growing effect 

of the awnings was so visible, IT can be understood why the mass of 

clouds should have been an appropriate name for what was perhaps the 

first of the type. In addition, all the version examined were open at the 

front, either by the gap formed in the roof, or the arched eaves, or even, 

as the sketch suggests, a combination of the two. The interior- and so the 

monarch- wad revealed to all: a “Generous Heart” indeed! 

The importance attached to these tents in a world where munificence and 

political aspiration were closely linked can be recognized in the splendid 

gifts of Asaf Khan and Sipahdar. Here was an extension of custom by 

which the amirs decorated the arched and cells around the courtyards at 

their own expense, and from which, in Akbar‟s time the monarch could 

take what he liked. 

The essential elements in such architectural tantage were the chhajja 

awning, a simple rectangle inclined downward over the arch, doorway, 

or arched and held taut by guy ropes with poles at intervals along the 

eves. It was looped at the top, once for each bay, to rod thrust through the 

brackets supporting the chhajja, or overhanging stone eaves. The doors 

and arches themselves could be closed by blinds of horizontal canes 

bound together, trimmed with fabric and often covered with silk flaps 

that could be furled upward; they were still by the Turkish nomadic term 

chigh. 

The reign of Shah Jahan was famous for manufacturing various types of 

tent both in the capital and at the time of encampment. Despite it, he also 

made wooden audience hall in Agra fort when he ascended to the throne 

in 1628 and it was his first expression of official ceremonial architecture 

which was of considerable importance in the realization of his new 

program of palace building. This hall lasted at least ten years and in 1637 

was replaced by a permanent stone hall. So easily it can be assumed that 

the inspiration of movable architecture usually emerged from his highly 

conscious architectural notion.  

Tent Architecture in Provincial Settings  

The little evidence about the moveable structure of Aurangzeb provides 

us an idea about his poor interest in making the splendid tent. Roy C 

Crave assumed that the decline of Mughal art started when Aurangzeb 

(1658-1707) viciously sprained the Peacock Throne from his father, Shah 

Jahan.
38

 He reinforced the orthodox law of Islam and withdrew imperial 

patronage from the art. The Emperor abandoned the practice of Jharoka, 

the daily presentation of the emperor to his subjects. Moreover, he has 
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engaged himself in warfare more than twenty-four years in Deccan 

which drained the imperial treasury. As a result, north India received less 

imperial attention than previous, and change emerged in the nature of 

patronage on temporary as well as permanent architecture there. The 

pertaining condition led the Mughal painters and artisans usually to drift 

into the service of petty nobles and the Hindu court of Rajasthan. In a 

Darbar scene, Mughal emperor Muhammad Shah was sat in his throne 

under a Dal badl which is white in colour and less ornamentation. It 

generally provides us the economic weakness and less attention of 

Mughal rulers towered the contraction of tent. The petty rulers of the 

provinces were found as the followers of Mughal culture. Though not in 

splendid way like Mughal court, the evidence of constructing tent has 

been found in their various illustrations. The court of Murshidabad, 

Rajasthan and Deccan was adorned by tents in various occasions like 

watching the holly festival, resting under a rectangular parasol holding 

huqqa etc. However, the evidence of Dal Badal though in a minor scale 

was peasant up to the British period.  

  

Nawab Aliwardi Khan seated 

with the visitor. Murshidabad 

1750-60 

Emperor Muhammad Shah with Falcon 

viewing sunset at his garden (1719-29) 

Conclusion 

The study on a tent or movable architecture of the Mughals provides us a 

vivid imprint about their passion on such structure which got no less 

attention than other architecture made with permanent materials. The 

Mughal emperors constructed tents in various spaces with the state of 
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glorious and brilliant in shape and with valuable materials. Though the 

durability was short in the span of time, both camp tent and tent of state, 

maintained Mughal high culture which was deliberately followed by the 

Mughal emperors. They desired to make tent and to get it as a gift from 

their nobles at the various occasions like celebration of Nawroz or New 

Year and weighing ceremony. Such tents specially treated as the 

imitation of heaven in the earth. It was the object to portray the Mughal 

„high culture‟.  
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