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Abstract

Ancient Indian artisans crafted stunning hues for textiles, murals, pottery and body art using natural
minerals, plants and insects. The colors, derived from natural mineral and organic sources, were deeply
integrated into art, textiles, and ritual, with a palette dominated by white, yellow, red, black, and blue.
These colors stemmed from inorganic and organic compounds, leveraging principles like electron
transitions, coordination chemistry and resonance stability of pigments. The concept of color is as old as
human civilization. From Vedic literature, it was found that the natural colorants were available to
human from the ancient times. Pigments like red ochre, lapis lazuli, and indigo were used in cave
paintings (Bhimbetka, Ajanta) and textiles, guided by ancient treatises such as the Vishnudharmottara
Purana and Natyasastra. Our Indian Vedic literature gives many proofs regarding colour used in ancient
times. The study of these pigments reveals an advanced understanding of material science, with many
colors retaining their intensity for thousands of years, as seen in cave and temple murals. In this paper,
we have selected some period from Vedic time to historic time regarding colour utilization. Also here is
a breakdown of key colors, their sources and the underlying chemistry.

Introduction

Color has always been a large part of the Indian consciousness; in fact, it is ingrained in our DNA. This
reverence for color stems from ancient Hindu philosophical beliefs, mythology, and historical events
during colonial times. Transcending decorative values and emotional associations, Hinduism, a pure
manifestation of nature, provides a spiritual meaning to almost every color. Each color holds a cultural,
religious, traditional, and symbolic meaning which has been assimilated into Hinduism. India is a
country steeped in religious traditions, and the powers and mythical lives of the Gods tell the story of the
importance of color [1]. Since ancient times, India has been home to a million interpretations of symbols
and colors. The warm, bright, joyous colors of India connected to the stories and legends that bind its
people, culture, and faiths have always mesmerized rulers, invaders, colonizers, and visitors. They offer
kaleidoscopic insight into an almost perfect blend of collective history and individual modernism. The
use and interpretation of color can vary by region, and colors portray unique emotions to people living in
different regional, geographical, and religious areas. The affection of bright colour combination like
vermilion (red) and yellow is inherent in the thought of the Indian people [2]. The use of color in rituals
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to express a particular idea stems from the Hindu belief about the nature of heat. In ritual, heat must be
encircled by cooling things. White and red are the pivotal colors of this concept. Objects red in color
symbolize a ‘hot’ state while white color signifies a ‘cool’ one. Thus, the red used in worship typically
occurs against a background of white. Gender symbolism is also expressed through color. In Hindu
weddings, the groom wears a cool white, and the bride wears a vivid red which again is associated with
fertility. The colors known by the people of Vedic period seem to be proved from the references in the
"Rig Veda' and "Atharva Veda'. One Rig-vedic verse speaks of seven rays (often interpreted as seven
colours) associated with the sun’s chariot: This describes the sun drawn by seven ‘mares’ or rays, which
later commentators associate with seven prismatic colors. The Sanskrit sloka from Rigveda 1.50.8:
along with English meaning are depicted below.

sapta yufijanti ratham eka-cakram

eko asvo vahati sapta-nama |

tri-nabhi cakram ajaram anarvam

yatrema vi§va bhuvanani tasthuh ||

It means:

“Seven harness the one-wheeled chariot;

one horse, having seven names, draws it.

The wheel has three hubs, is undecaying and unbroken;
on it all the worlds stand.”

This verse is traditionally interpreted as referring to the Sun, with:

“sapta yufijanti ratham” — “Seven yoke the chariot”, where the seven rays of the Sun yoke or set
the solar chariot in motion. These seven rays are the basis of seven colors.

“ratham eka-cakram” — “the chariot with one wheel” which means the one wheel represents time,
especially the solar year (samvatsara). Though days and months appear many, time is one continuous
cycle.

“cko asvo vahati sapta-nama” — “One horse with seven names draws it” Here one horse means the Sun
itself or the solar energy.

“sapta-nama” — “having seven names” It can be explained like this: the Sun being known by seven
appellations, often linked to the seven rays, The “horse” here is symbolic of speed and power.

“tri-nabhi cakram” — “the wheel has three naves (hubs)” The three hubs are past, present, and future,

“ajaram anarvam” — “undecaying and unbroken” which means Time and the Sun’s course are eternal
and uninterrupted. All existence depends on the Sun’s movement. Without the Sun, the world-system
cannot function.

“yatrema visva bhuvanani tasthuh” — “on which all these worlds are established”. It actually hints about
the Galaxy where more than one world coexists.
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In Atharva Veda we can see the clear cut reference and manifestation of different colors. The Sanskrit
sloka from Atharva-Veda V1.83.2 along with English meaning are given below.

citra sweta krisna rohinyau cha ye |

tasam namani vedaham ||

It means:

“One is variegated, one is white, one is black, and two are red:

I have gotten the names of all of them.”

This is a translated line from Atharva-Veda where colors are explicitly mentioned.
Citra — variegated / multicolored

Sweta — white

Kirsna — black

rohinyau — the two reddish (or blood-coloured) forms

This hymn belongs to a healing charm in the Atharva-Veda, where different colors of disease or
affliction are named and ritually neutralized. The verse shows that explicit colour terminology is clearly
present in the Atharva-Veda. The context of the hymn is a charm for curing scrofulous sores, and the
seer lists various colors of the affliction/sores as part of the incantation. Another well-known Atharva-
Veda chant (Atharva-Veda 1.23.1) that explicitly mentions three colors - dark ($§yama), yellow (pita),
and red (aruna / arunima) occurs in the fever (takman) hymns, where disease is described by colour.

Syama te tanuh peetah aruna casi takman |
ava tva yami harasa ||

It means:

“O Fever (Takman), your form is dark,
yellow, and also red.
With force, | drive you away.”

This verse belongs to Atharva -Vedic healing charms where colors are used to classify manifestations of
illness (different symptoms or stages). Naming the colors was believed to give ritual control over the
disease. In this chant three colours i.e (shyam varna) dark colour, (peeta) yellow and (arunim) red colour
are mentioned. Even in our sacred epics, The Ramayana and The Mahabharata, we get a number of
references regarding color. It is said that in the coronation ceremony of Shri Rama, white colour things
were used i.e. white flower garland, white flag, and white umberella. Also in Sri Ramcharitmanas
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(Kiskindha-Kand), while describing the body structure of Sri Rama, author Goswami Tulsidas compared
the body colour of Sri Rama with dark blue colored lotus [3].

FAIST T SITH 1 hifS T 31eeR|

This means

“Listen to the praises of Sri Rama,

Whose body is dark as a blue lotus.

Here dark blue lotus is a metaphor: This phrase literally means “having a dark (syama) body which
evokes depth, infinity, purity, and the cosmic essence of the divine form. He also compared Sri Rama's
eyes with of budding red colored lotus. The Ramayana also suggests that the wives of Ravana wore
multicoloured clothes [4]. In a parallel manner, the Mahabharata also suggests to printed cloths. The
normal word for printed clothing is "Chitra Vastra'.

Every character of the Mahabharata was recognized with a particular colour [5]. Lord Sri Krishna wore
yellow coloured clothes due to this reason he was also called "Pitambara’ while his elder brother Balram
wore blue coloured clothes so he was called Nilambara. Pitamah Bheesma always wore white colored
clothes [6]. Yudhisthira and Arjuna used to wear white robes and silver capped ornaments while
Duryodhan and Bhima were liked to wear red colored clothes. Nakul and Sahdev wore yellow and blue
colour clothes. If we talk about ladies garments, Kunti, mother of Pandavas wore white colored saree
while Draupadi, wife of Pandavas, wore grey colored saree.

AIGEHTTIH

This means

Vasudeva, clad in yellow garments,
Bearing the conch, discus, and mace.

AT

A T
This means

Arjuna, clad in white garments,
Seated upon a chariot drawn by white horses.

Here white symbolizes purity, sattva, and heroism.

AT TS, TSt Jrafse
This means

King Yudhisthira, the lord of dharma,
Clad in white garments.

Yudhisthira is consistently described as wearing simple white clothing, befitting a righteous king.
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The Mahabharata does not always specify Bhima’s clothes, but in battle descriptions he is associated
with red hues (rage, blood, power).

THAT HETETE:
This means

The mighty-armed one with reddened eyes...

Even palace-color of Sri Krishna's wife was also mentioned in Mahabharata. It was said that Sri
Krishna's second wife named Satyabhama always lived in white colored palace [7]. All these references
prove that colors aren’t a modern invention — they trace their origins back to ancient India. And colors
are not just decorative — they conveyed emotions and states of being (shakti/energy with red, calmness
with blue), and were often tied to cosmic principles and social identity.

Philosophy behind chemistry of colors

The theory of colors according to the ancient Indians was rooted clear and comprehensively in the
Sankhya-Patanjala system. As was known then, the theory was essentially metaphysical in concept
which describes reality as a dualism of pure consciousness (Purusha) and primordial matter (Prakriti)
with three qualities (Gunas) evolving in the world through interplay of these gunas which was the basis
of Indian philosophy [8]. In the Sankhya-Patanjali (Yoga) philosophical system, there is no separate
“color theory” like in art or optics. Instead, color (rupa) is explained as part of a metaphysical and
psychological framework—how perception arises from nature (Prakrti) and its constituents. All
experience, including color, arises from Prakrti (Nature), which is composed of three gunas [9]. The
traditional explanation is clarified below.

Guna Quality Symbolic Color
Associations*

Sattva clarity, light, harmony white, luminous, transparent

Rajas activity, motion, passion red, dynamic, fiery

Tamas inertia, darkness, heaviness black, dull, opaque

In the days of yore, color of the substances was explained on this philosophical basis. In ancient India,
people was used to collyrium- an enchanting kohl-like-elixir-reigned supreme in beauty rituals and
ophthalmic medication, captivating hearts with its timeless allure that endures vibrantly even today. One
of the key ingredients of collyrium (known a surmah or kajal) was lead sulfide (PbS) for its antibacterial
properties. When PbS is prepared by mixing equal parts of sulfur (S) and lead (Pb) in a 1:1
stoichiometric ratio in solid state at high temperature, the resulting compound is black sulfide of lead
PbS.

Pb+S — PbS.

white yellow Black
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According to Indian philosophy, lead and sulfur contain sattva, rajas and tamas in different proportions.
Depending upon the relative strengths of each element, color of the product compound predominates.
So the black color of PbS reveals the domination of Tamas. During the formation of black sulfide of
lead, the silver white lead and yellow sulfur when mixed together would give a yellowish white mixed
color but, in the particular allocation, the Tamas of the lead becomes dominant over Sattva and Rajas.
Whereas during the formation of red cinnabar mercurous sulfide (HgS), the same components due to the
predominance of Rajas gives red coloured mercurous sulfide.

Hg+S — HgS.

white yellow Red

How old is the art of dyeing

The art of dyeing was as old as human civilization. From the historical records, it is learnt that natural
colorants were available to people during Greco-Roman periods [10]. Our Vedas, the Atharva Veda
carries description of natural dyes. The use of natural dyeing materials is evident with the wall paintings
of Ajanta, Ellora and Sittannvasal and they still demonstrate the efficacy of dyeing craft that had been
inherited from ancient times in India. The incredibly preserved frescoes of Jain cave temple of
Sittannvasal are some of India’s earliest examples of Jain mural paintings. Ever since primitive people
could create, they have been endeavoring to add color to the world around them. They used natural
matter to stain hides, decorate shells and feathers, and paint their story on the walls of ancient caves.
Scientists have been able to date the black, white, yellow and reddish pigments made from ochre used by
primitive man in cave paintings to over 15,000 BC. Natural dyes have been used since ancient times for
coloring and printing fabrics. Until the middle of last century, most of the dyes were derived from plants
or animal sources by long and elaborate processes. Among these Indigo, Tyrian purple, Alizarin,
Cochineal and Logwood dyes deserve special mention. Tyrian purple is a deep rich reddish purple
historically derived from sea snails, symbolizing royalty in ancient times. Whereas the cochineal dye
produces a vibrant red pigment extracted from the cochineal insect, historically used in textiles and
cosmetics [11].

Ancient Indian Sanskrit grammarian Panini referred numerous dyes then recognized, the cloth dyed
being named after the dye. ‘Raga’ signified both colour and dye stuff [12]. If cloth was dyed red then it
was known as ‘Lohitaka’, if dyed black then it was known as ‘Kalaka’. One famous commercial dye
‘Laksha’ was produced in India from ancient times. Lacquer work was called ‘Jatusha’. Madder
(Manjishtha), indigo (Nila), and orpiment (rochana) were also referred as dyes. A cloth dyed in indigo
was known as ‘Nila’. Haridra and maharajana are mentioned by ancient Vedic grammarian Katyana as
dye stuffs. 3 Panini did not describe dyeing techniques like master mind Kautilya. Instead, he recorded
dye-terms as living vocabulary, which shows that these dyes were well established in society before his
time (5th—4th century BC). In "Arthsastra’, Kautilaya described three types of shawls. In every type of
knitting of shawl either by cotton, wool or silk, he also mentioned three colors i.e white, blue, and
yellow. Kautilaya also mentioned the tree bark colour in his book. It is said that bark of "nagvrikshika' is
of yellow colour while bark of “likuch' and “bakul' tree are of golden and white colour. Bark of
‘Somavalka’ and ‘Arjuna’ trees are of white colour like butter. Kautilya did mention dyes and dyeing in
the Arthasastra, mainly in Book (Adhyaksa-pracara), especially in chapters dealing with textiles, state
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workshops, trade, and fraud prevention. These verses are administrative, not poetic, so they are usually
short and technical [13].

SGLEIES IR I L
ERIEERCERICADCE]
This means

The superintendent shall supervise the production and sale of textiles dyed with indigo (nila), madder
(manjistha), lac (laksa), and turmeric (haridra).

Eminent grammarian Panini’s rules allow formation of ranjaka — dyer whereas ranjana — dyeing. This
proves dyeing as a specialized profession and a stable economic activity before Mauryan times.

Even in Sage Bharata’s Natyasastra, the great Sanskrit treatise on the performing arts, we get clear
classification of four primary colors—white, yellow, red, and dark blue—and their combinations for
theatrical make-up. There is a clear english rendering of Natyasastra, Chapter 21, verses 78B—87A,
which deals with colors (varna), their nature, and their application in dramatic representation, especially
angavartanam (bodily movement, makeup, and visual depiction).

Sweto, nilas cha pitas cha chaturtho rakta eva cha
Ete swabhavaja varna yaih karyam tav angavartanam
Natya shastra 21.78B-87A
This means
White, blue, yellow, and the fourth is red.
These colors, by their very nature, are to be applied in bodily representation (movements/expressions).

Besides in Vishnudharmottara Purana, famous for its encyclopedic covering of wide range of topics in
traditions of Hinduism, we find lists of five primary colors (Sveta, Pita, Vilohita, Krishna and Nila) for
creating various shades in painting. Here symbolism is mentioned where deep reds and ochres
symbolized power, status, and spirituality, while indigo was a prominent trade commodity.

A small stone sculpture with a cloak thrown over the left shoulder referred as the “Priest-King' is one of
the most well known example of a textile from the site of "Mahanjo-daro' [14]. When the sculpture was
first explored, the trefoils and circles were filled with red pigment and the background was filled with a
dark pigment that may have initially been green or blue. The original stone of white colour would have
been visible in the form of circle, resulting in a striking pattern made of green or blue with red and white
designs. Pattern of this type using indigo, madder, and bleached cotton is still normally used in the
printing of ajrakh black prints in modern Sindh, Gujrat, and Rajisthan. Terracotta marionette from the
crucial Neolithic archaeological site of Mehrgarh and the nearby site of Nausharo in Balochistan,

Pakistan include ladies marionette with elaborate headdresses and gents” marionette with pantaloons and
turbans. The black painted designs on some turbans may illustrate black goat’s wool or deep indigo dye
was utilized to make ornamental woven bands [15].

No exploration of color’s splendor in ancient India stands complete without weaving in the Mughal era’s
luminous threads. Mughal era is well known for its ornamental art and intricate precision of designing
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and placement of motifs which were practiced on textiles and architectonic constructions in Mughal
period.

Mughal artists utilized a rich and vibrant palette of natural colors sourced from minerals, plants, and
even precious metals. These pigments were meticulously prepared and used in paintings, textiles, and
architecture not just for aesthetics, but also for their symbolic meanings [16]. Artists ground stones and
minerals into fine powders on stone slabs, and then mixed them with water and a binder like gum Arabic
to create paint. They also used vegetable dyes which were extracted from various plants. For example,
red dye could come from the bark of the peepal tree, and blue dye (indigo) was sourced from the
Indigofera plant. Precious Materials such as gold and silver were also incorporated, often as a powder
mixed into the paint or dusted onto the surface, to represent wealth and status and create shimmering
effects. They used naturalistic floral motifs, stylized floral motifs and abstract motifs. Motif is an
element of pattern, picture, or part of one or more ideas. Islamic geometrical motifs were based on
constructive polygons such as hexagon and octagon. Natural motifs are inspired from nature including
flower leaves, birds and animals embroidered on disparate garment very close to natural designs and
motifs. Stylized motifs lose its original form as it becomes more ornamental and stylized. In abstract
motifs only textures, colour, patterns used to copy from natural species. The most eminent Mughal
motifs were iris and narcissus flowers commonly utilized in the borders with tulips, red roses and lilies.
Kashmir shawls were the main garment examples of floral motifs. In the period of Emperor Jahangir,
floral printed pyjamas were also noticed [17]. It was mentioned in Klingelhofer’s work (1980) that
Akbar's Tomb at Sikandra was decorated with the combination of four-tiered red sand stone topped with
a white marble pavilion..3 Features have a complex geometric, floral and calligraphic patterns, with a
high entrance gate that predates the Taj Mahal.

Chemical aspects of colors in ancient India

In ancient India, colors were not only aesthetic or symbolic but also based on empirical knowledge of
natural chemistry. Artisans, dyers, painters, and ritual specialists understood how to extract, process, fix,
and preserve pigments and dyes from minerals, plants, and animals. There were three major sources of
colors. They are:

i) Mineral based pigments (mainly of Inorganic Chemistry)

White color was obtained from quick lime CaO and slaked lime Ca(OH). which were produced by
heating sedimentary rock lime stone (CaCO3). Besides, gypsum (CaS04.2H>0) occurred in extensive
beds from ocean brine evaporation. CaCO3z — CaO + CO>

Red color was obtained from Red ochre (geru) and cinnabar. Red ochre is a natural earth pigment
primarily composed of hematite (Fe-Os) and magnetite or ferrosoferric oxide (FesOs ). Cinnabar is a
bright scarlet to brick red mineral containing mercurous sulfide (HgS). Ferrosoferric oxide (FesO4) is a
mixed oxide which contains both ferrous and ferric oxide. FeO + Fe:O3s — Fe304

Yellow color was obtained from Yellow ochre and orpiment. Yellow ochre is a natural earth pigment
consisting mainly of limonite, a hydrated iron oxide. It features iron (Ill) oxy hydroxide
(FeO(OH).nH20 as the primary colorant . Heating transforms it to red ochre by dehydrating to hematite.
Arsenic sulfide (As2Ss) also known as orpiment, a yellow mineral compound used historically as a
pigment.
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Blue color was obtained from Lapis lazuli and azurite. Lapis lazuli is a deep blue metamorphic rock
primarily composed of lazurite, which is a tectosilicate mineral comprising of sodium aluminosilicate
framework with variable sulfur/chloride/sulfate ions that produce its vivid blue color. Azurite is a
vibrant blue copper mineral which is actually a basic copper carbonate CuCO3z,Cu(OH):

Black color was obtained from lamp black, described as being soot collected from the surface of
burning oil lamps. Kajal was likely a form of lampblack. Soorma was a second type of black pigment
whose major component was antimony sulfide (Sh2Ss). Indian art predominantly features black, carbon-
based pigments like lampblack, kernel black and charcoal. These pigments were chemically stable,
which is why many ancient murals still retain color.

i) Plant-based dyes (Mainly of Organic Chemistry)

Natural dyes or plant based dyes are not new especially for Indian culture. It is an ancient craft rich in
history and tradition. The first colors used for textile were probably little more than stains. Bright
yellows and yellows oranges from turmeric, saffron and annatto; and pinks and rose pinks from
safflower were undoubtedly used quite early. People used these dyes directly, without any chemical
processing, as crude mixture of colors. The comprehensive details of the dye-including the source, active
compounds, and uses of plant based dyes-are provided below.

Red Dye Plant Source Active Compound | Uses

Madder (Manjistha /| Roots of madder | Alizarin, Purpurin textile dyeing (cotton, silk,

Rubia cordifolia) plant wool), body coloring, ritual
painting

Safflower (Carthamus | Petals Carthamin Textile dyeing, cosmetics

tinctorius)

Hibiscus Flowers Anthocyanins Temporary coloring of cloth or
hair

Henna (Lawsonia | Leaves Lawsone Hair dye, hand-body

inermis) decoration, ceremonial use

Yellow Dye Plant Source Active Compound | Uses

Turmeric (Haridra /| Rhizome Curcumin Textile dyeing, food coloring,

Curcuma longa) medicinal and ritual use

Indian Madder / Roots Alizarin derivatives | Mixed dyes for lighter shades

Manjistha (also yields
yellow under certain

treatments)

Pomegranate rind Fruit peel Tannins + | Textile dyeing, mordanting for
flavonoids yellows

Blue Dye Plant Source Active Compound | Uses
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Indigo (Nila /| Leaves Indigotin Textile dyeing, wall paintings,

Indigofera tinctoria) ink production

Woad (Isatis tinctoria) | Leaves Indigotin Rarely used; more common in

North-Western regions

Brown and Black | Plant Source Active Compound | Uses

Dyes

Catechu /  Khair | Heartwood Catechin & | Textile dyeing, black ink,

(Acacia catechu) Epicatechin leather coloring

Myrobalan (Haritaki / | Fruit Hydrolysable Mordant and dark shades in

Terminalia chebula) Tannins textiles

Tea / Coffee extracts Leaves / beans Caffeine & | Minor use in modern historical
Polyphenols reconstructions

Green Dye Plant Source Active Compound | Uses

Turmeric + Indigo Rhizome + leaves | Curcumin + | Textile dyeing (layered over)
Indigotin

Orange dye Plant Source Active Compound | Uses

Marigold (Tagetes | Flowers Carotenoids Textile dyeing, ceremonial

spp.) decoration

In addition some other less frequent plant-based colors were also used in textiles in historic time in
India.. The ingredients used were Amla (Indian gooseberry) for pale yellow color, pomegranate bark for
yellowish-brown color and cutch or kaththa for brown black color. This proves that plant-based dyes in
ancient India reflect deep knowledge of botany and chemistry. Dyers understood which plants yield
which color, how to fix and modify colors and the interplay of mordants and natural pigments.
Mordanting was one of the dyeing techniques where common alum, copper salts were used as mordants
to fix dyes and to modify shades. Many of these dyes are still used in traditional Indian crafts, showing
the continuity of ancient techniques.

Traditions of using natural colors in Folk paintings

Worldwide folk painting traditions and especially in India have long relied on natural colors derived
from plants, minerals, eartha and insects for their vibrant enduring hues. These pigments, mixed with
natural binders like tree gum or animal fat, reflect cultural reverence for nature and sustainability. Cave
paintings at Bhimbetka used red and white color from hematite and lime stones, with green and yellow
from vegetable juices or charcoal blended with spit or fat for adhesion [18]. The rich cultural diversity of
India is reflected in the folk art and crafts. The folk arts of India are very simple, and yet vibrant enough
to speak volumes about the country’s rich heritage. Various painting styles are prevalent across various
regions, each representing tradition and customs passed on from one generation to other. Traditionally,
most of the Indian painting styles existed as wall paintings or murals. In due course of time, urbanization
brought these painting forms on paper, canvas, and cloth etc. The themes were curtailed so as to fit into
the smaller canvas. Preparing the paints is perhaps the most important part of the creation of folk
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paintings, engaging the craftsmanship of the artists in using naturally available raw materials to bring
about indigenous paints [19].

Phad Painting of Rajsthan
In Phad art of Rajasthan a majority of the colours used in this painting are of mineral origin. The colours
are prepared with powdered minerals and semi-precious stones mixed with tree gum (Babul tree) —
kheriya gond (indigenous glue) as a binding medium. This tree gum gives a dazzling brilliance and
permanency to the painting.

Bengal Patachitra & Santhal Painting of West Bengal

Traditionally the Patuas of West Bengal make effective use of eco-friendly colors by collecting them
from leaves, fruits, flowers, plants, trees and other natural elements. For instance, Bengal’s Patuas
extract red from Annatto fruit or beet root, saffron yellow from Lotkon leaves, blue from Aparajita
flowers (Neelkanth flower), brown from Segun tree, yellow from turmeric, black from lamp black or
charcoal, green from Ivy gourd (kunduri or telakucha) (also from Babal tree), white from Kusum
Mati or rice powder etc. The colors are blended with natural gum of wood apple to provide the glaze or
coherence to the base [20].

Pattachitra Art of Odisha

For preparing Odisha Pattachitra, artists of Odisha used a range of raw materials like vegetables, stones
and minerals. In Odisha Pattachitra the gum of the kaitha (wood apple) tree is the chief ingredient, and
was used as a base for making different pigments, on which diverse raw materials are mixed for diverse
colors. All these colours are mixed in dried coconut shells.

Gond Painting of Madhya Pradesh

Colours used for Gond painting by Gond tribe (the largest tribes in Central India) on walls and floor are
made from different kinds of soils and other organic things available in the village. For example, Gonds
used wood coal for black, chhui soil or lime for white, red from red coloured soil called geru, yellow
from pili mitti (available around the Narmada river). Certain colours have special significance and are
used to depict specific emotions and elements. Fine dots, lines and dashes are used to create the images
in Gond art. The minute infilling of the motifs is a significant characteristic of Gond art.

Madhubani Painting of Bihar

The Madhubani artists of Bihar made colors from plant extracts; for example, white from rice powder,
yellow was prepared from turmeric, lamp soot was used for a black pigment, orange from the Palasa
flower, red from Kusum flowers or red sandalwood, blue from indigo, and green from the wood apple
leaf. These juices were mixed with resin from banana leaves and ordinary gum to enable it to stick to the
painting medium. Some colors were mixed with a paste of cow dung to have a better texture.
Thus folk painting in ancient India represents a timeless bridge between spirituality, community and the
natural world, evolving from prehistoric rock art to intricate regional styles that encoded myths rituals
and daily life. Embeded in festivals and temple walls, they fostered social cohesion and devotion,
influencing modern revivals while preserving ancient techniques and globalization.
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Conclusion

India is truly a land of many colors, everything ranging from clothes, jewelry and monuments are
incomplete without colors. In ancient times, India was a very rich culture in the aspect of production and
use of natural colors. In India natural pigments and dyes have been used to colour the fabrics and art
works. Even at a site as old as Mohenjo-Daro, a 5000 year old scrap of madder dyed cloth was
excavated. It’s obvious from the above discussion that knowledge of colour was as old as our Vedas.
From the records, it is seen that natural colorants were available to people from the Vedic times. In the
early Vedic period, there were not practiced techniques of dyes but colour was recognized due the
existence of natural colorants. With the development of civilization, weaving of clothes was considered
to be a very needful job. Generally people wanted to make their garments beautiful for which it was
important to make attractive designs on them. Due to this reason, dyeing portrayed a crucial character.
This review highlights the complexity of understanding historical colors and pigments, focusing on their
characterization, sources, and application in wall paintings and daily lives. It discusses the Ajanta wall
paintings, noting that past and current investigations have only scratched the surface. The dissemination
of ideas along ancient trade routes influenced the sharing of painting materials and techniques, but each
wall painting remains unique. In this review work the emotions with colors have also been mentioned.
Colors in Hinduism carry deep symbolic meanings tied to emotions, deities and spiritual states,
influencing moods and rituals. Ancient Indian traditions linked colors deeply to emotions through the
philosophical frame work of three gunas- Sattva, Rajas and Tamas, as stated earlier. Red embodied
Rajas, evoking love, passion, anger, power and sensuality and is exceptionally significant in the Hindu
religion. It’s the color of life and in felicitous occasions like weddings, festivals, childbirth, and general
auspiciousness. Brides wear red on their wedding day, put red sindur on their hair, and place a red dot or
Kumkum on their foreheads to signify purity, sensuality, and fertility. Gods depicted in red are
charitable, generous, brave, and protective and can destroy evil. Whereas saffron robes are denoted for
ascetics renunciation and inner fire. It is also associated with deities like Vishnu and Ganesha. The
natural world is green and suggests peace, happiness, purity, and harmony that the Gods bring to our
world. Blue represents infinity, spirituality peace and energy supply to the aura, connected to Vishnu and
complex divine qualities. Gods like Rama, Krishna and Shiva, are also shown with blue skin,
representing calm and stable mind, manifesting the qualities of bravery, manliness, determination, and
the ability to deal with challenging situations. The color green represents fertility, life, and rebirth found
in nature. The color is easy on the eyes and stabilizes the mind. White is a mixture of seven different
colors; hence it personifies the quality of each: purity, cleanliness, peace, and knowledge. It is
diametrically opposite to red. Saraswati, the Goddess of Knowledge, is always shown wearing a white
dress and sitting on a white lotus. White signifies sattva- goodness serenity, purity and contentment —
while promoting emotional balance. It is also symbolic of the loss of life in Hinduism. White is the
absence of color and repels all light and colors and, as such, is the acceptable color at ceremonies that
mark a death in the family. Hindu widows wear white in grieving as it represents their need to detach
themselves from the pleasure of participation in society and give back to the world. Black signified
Tamas, conveying negativity, inertia, denial, death and darkness linked to misfortune. This scholarly
article draws from Vedic texts and archaeological finds to reveal how hues symbolized life’s spectrum-
from passion to purity-shaping societal expressions.
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