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MUGHAL CALLIGRAPHY
P.L.S. MUSTAFIZUR RAHMAN

Of the three major branches of Fine Arts, architecture,
painting amd calligraphy, the last one usually occupies the first
place in the Muslim world. If the authority of AbO al-Fadl, the
court historian of the Mughal emperor Akbar the great, is
accepted, both calligraphy and painting received tremendous
impetus and patronage from this emperor, yet the [ormer“was more
important of the two arts."?

Because of the general inhibition, if not the ban on image
making, the art of sculpture did not flourish in the Muslim world.
Although painting was there but it also stood somewhat condemned.
The Muslims had only one great painter, Kamal al-Din Bihzad who is
sometimes called Raphael of the East, but they did not have
Leonarde da Vinci, Michelangelo or even a Titian. Leonarmdo and
Michelangele of the Muslim world were the great calligraphers like
Mir ‘Al, Mir “Im&d, Muhammad Husayn Kidchmiri and ‘Abd al-Rashid
Daylam.

The great importance and the universal acclaim of the art of
calligraphy in the Muslim world may be due te a number of
considerations.

The philosophy and principles of all Islamic arts are deeply
embedded in the basic tenets of the religion; the most fundamental
of which is the idea of one God. In Islam the notien of the
uncompromisingly absiract nature of God gives rise te a kind of
thirst for abstract beauty. This is manifested even in a concrete
and penderouvs art =form like architecture. The Taj Mahal, though
bound by spatial dimensions, becomes abstract, in the ultimate
analysis, due to itz beauty, elegance and excellence or whatever
it might be. It transcends time and space and that is why poets
are prone to describe it as a "dream in marble.”

©@ Dr Mubhammad Hamidullah Library, 11U, Islamabad.  hittp:/firiiiw edu.pk/

Scanned with CamScanner



238 Islamic Studies, 26:3 (1987)

The same abstract principle applies to the art of painting as
well, For instance the best of Persian miniature paintings intending
to depict a scene or event do not refer to any three dimensional
reality. Rather these wonderful arts succeed in creating an
imaginary world; enchanting but equivocal - a world of fantasy and
muke-b;ﬁnre.

But above all arts, calligraphy by means of its abstract
elements such as the verticals, herizontals, angles, ovals, circles,
curves, loops, twists and tums commends itself to quench the
thirst emanating from the search for God. This abstract aesthetic
consideration leads to concrete action - the practice of writing
which is deemed to be an act of piety, because in the course of
mcting as penman, acumen may be acquired to copy the Qur'an, the
word of God, most elegantly. This act of piety gains additional
dimension when it is compared with the practice of the art of
painting, which [lourished in spite of the theological controwversy
and geéneral condemnation. Even the painters themselves while
depicting the ligures of living beings could not be sure that they
were not incurring the wrath of God. Hence they humbly used to
add the word, sinner, before their names while putting in the
signature on their works of art.

Hemmed in the orthodox theological condemnation and public
disapproval the art of painting could only be practised in isolation
and under the royal patronage. The other major art, architecture
had obviously been more expensive than painting. S0 unlike the
practice of calligraphy in which the rich and poor alike could
participate, the art of architecture thrived only under the direct
patronage of kings and nobles. People might gaze at the
architectural monuments with amazement; even admire’ their
excellences but could never claim them as their own. Sometimes a
magnificent monument stands as eloquent testimony to the ruthless
exploitation of human labour and glorification of the royal tyranny.

When sculpture and painting had to be mestly avoided as a
means of architectural omamentations, calligraphy was very cften
an integral component of lslamic architecture. But calligraphy had
almost been inseparable from Muslim painting, specially when it was
done as miniatures to illustrate books. Had mot the calligraphy in
the so lllustrated books been pleasing, the minlatures would appear
there as odd and incongruous. Moreover, calligraphy exerted
considerable influence on painting in technical matters. The
experience gained through practising the art of writing may help in
drawing, an essential pre-requisite ol painting.

Then, although the art ol calligraphy remained unique in the
Muslim world, it was intricately linked with architecture and
painting. Although it was not so essential as in the case of
architecture and painting, still the royal patronage helped the most
in developing the art of calligraphy in Mughal India.
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The consideration of piety and an inner aesthetic urge might
have induced the Muslim kings and nobles to encourage and even
practise personally the art of calligraphy. The parallel is only
found in China where calligraphy was held in high esteem and the
emperors used to indulge occaslonally in composing poetry and

practising calligraphy.

Zahir al-DIn Babur, the founder of Mughal empire in India
was sclon of the ancestors who were adept in the use of swords.
It is indeed a wonder that coming from such a stock he would
exhibit almost equal skill in handling both the sword and pen.
Babur's descendents down to the unfortunate Bah@dur Shah
irherited his qualities of head and heart, but none of them could
surpass him in wsing the sword and pen with such even dexterity.
But in the practice of the art of calligraphy he had been [ollowed
by almost all his descendents excepl Akbar whose unique genius
could spare him the pains of reading and writing in acquiring
knowledge.

Habur, the successful warrior and founder of an empire, used
to compose verses in Persian as well as in his mother tongue
{Turkish) and wrote his autoblography of unsurpassing literary
value. The cbservations that he makes on the arts of painting and
music in his autcbiography bear witness to his capabllity [or
artistic appreciation.? PBut he excelled in the practice of
calligraphy and is said to have made a copy of the Qur'dn in a
style called Khaif-i-Babusi for presentation to Makkah.? There
has been cc:-ntmvtrsr as to the exact nature of this Khat{-i-Babuxi,
but the recent findings of a Soviet scholar, Dr. 5. Azimjancva have
conclusively shown that it was a kind of new alpahbet evolved by
Babur on the basis of the Arabic alphabet, somewhat changed in
form.*

But credit must go to his son and successor, Humayun for
laying down the foundation of what, in a modem sense, may be
called the Mughal School of calligraphy. Of course it cught to be
stated at the wvery outset that it is not easy to define and
demarcate this Muoghal 5choecl of calligraphy. In the Mughal
architecture and painting, the Indlan and Persian elements are
distinguishable and their juxtaposition and fusion are traceable. But
it is extremely difficult te lay hands on the subtle and
imperceptible differences between Persian and Indian calligraphy,
especially in the case of nasfa“fig style. It was during his exile in
Persia, at the court of Shdh Tahmasp, that Hum3yin had the good
luck to be acquainted with the development of Persian calligraphy
and painting. At the time of his returm to India he was
accompanied by a number of noted calligraphers from Persia - of
the six calligraphers whose names are recorded® Khwidjah Mubammad
Murfim who was a master of Naskh and Thufth and had been
attached to the court of Shih Tahmasp, appears most important.
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The untimely death of emperor Humayun shortly after his
reconquest of India did not allow him to witness the [lowering of
his artistic enterprises. But his illustrious som, Akbar, fully utilized
the facilities bequeathed by the father and raised the art of
calligraphy along with architecture and painting to a new height of
excellence.

A palaxy of master calligraphers, attached to the court of
Akbar, exploited the potentialities of the Arabic scripts to the
full, giving rise to a varieties of styles and exquisite patterns.

Specimens of calligraphy of most of the Mughal calligraphers
en specially manufactured and prepared paper are now scattered
and preserved in the libraries and museums all over the world. Yet
stone and stucco appear to provide them with better materials to
work on. In addition te durability the facade:s and walls uf
mosques, mausoleums and palace5 offered them more scope
display their talent and skill in shaping, enlarging and mndulﬂtl.ng
the letters in any way they liked. The high aesthetic qualities of
the calligraphy may be [ully illustrated with reference to the
Mughal menuments alone. Calligraphy in all the principal styles,
Naskh, Thulth, Tughtd and nosfa'fig, had been skillfully employed
for eplgraphic and decorative purposes.

The inscriptions written in gold on the carefully prepared
blue surfaces of the walls of the mausoleum of Salim Chishti at
Fatehpur Sikri display superb Tught? of Akbar's time. This Tughad
style may be f[avourably compared with the best specimens of
Husain Shahl calligraphy of Bengal. The inscriptions on both the
exterior and interior sides of the main gateway of the same
monument . are executed in elegant Thufth®

More illustrations of such skillful employment of Natkh and
Thufth styles of the period are found on the walls of the Great
Mosque of Fatehpur Sikri, Muhammad Ma'sim, the famous
calligrapher who originally came from Qandahar, designed the
calligraphy of these inscriptions.”

The tradition of wusing nasia‘fly for epigraphic purposes
existed in India before the advent of the Mughals, but the credit

for perfecting this style in India goes to the Mughals. In this

respect the contributions of the Persian calligraphers who were
continually flocking to the Mughal court had been most invaluable.

The first effective and extensive use of Nasia'lly for
phic writing is again found on the monuments of Fate
Sikri. In the great mosque 'of Fatehpur 5ikri, beneath the propylon
entrance to its principal chamber there are two panels of inscrip-
tions written in simple but exquisite nasta‘fig. The calligraphy here
has been cut in reliel along with other decorative elements such as
plants and flowers. A close loock reveals that all the decorative
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disigns and motifs of the panels are completely surpassed by the
sublime elegance of the calligraphy.

The miner defects and lapses in shaping, moulding and
designing the individual letters may be owverlocked in a complex
pattern of Tughtd But nasfa*fig, as may be observed in the above
noted instance, each letter has to stand alone on its own merits
and then its is to be related to other letters in proportion and
harmony. In fact, the entire success of nasta'fly style depends on
the perfect execution of each individual letter and its proper
relation with others. [n the present instance the moulding and
modulation with infinite care have succeeded in producing a kind
of inexpressible sublime simplicity and weightlessness that make the
beauty of the calligraphy celestial.

Heaviness which may be the quality of architecture is
inherent in Tughtd style. But a delicate style like nasfa*fig could
only match the monuments built of sandstones and marbles,

Une more example of Mughal mural calligraphy displaying such
elusive and celestial elements may be observed in the inscriptions

written in gold on the painted walls of Khawdbgdh, Mahaf-{-Khia at
Fatehpur Sikri. Khawdbgdh means dream chamber. [t might have
been the emperor's vision that the calligraphy of the dream chamber
should possess the dream-like qualities. A calligrapher was there to
make an attempt to express that vision through his art, The
attempt succeeded in bringing forth a kind of nasta*fly with
elusive elements that might put the emperor's tense eyes to dreamy
sleap.

As has been stated by Sir Herbert Read, "The history of art
iz dominated by the works of a few geniuses, and the minor
manifestation of a pericd are particles on the lines of force that
emanate from these fixed points.”* The entire scene of Mughal
calligraphy had been dominated by a few master calligraphers, They
were Muhammad Husajn Kashmiri, titled Zaawdn OQafam, *Abd al-Rahim,
*Anbatin Qafam, ‘Abd al-Rashid Daylami and Mir Panja Kash., There
had been many minor but very good calligraphers who followed one
master or another, but all the trends of significant development
emanated from the great masters. In this essay an attempt has
been made to indicate the main courses of the development of
Mughal calligraphy concentrating the discussion on the great
masters.

AW al-Fadl says, "His Majesty [Akbar] shows much regands.
for the art and takes a great interest in different styles of
writing, hence the great number of calligraphers. Nasia'fly has
especially received a new impetus.”® As has already been noted
down, the history of Mughal calligraphy began with Babur, but
Humayin actually laid the foundation of an edifice on which the
superstructure was built by Akbar. The munificence of his court
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attracted more calligraphers from Persia. Indians with artistic
talent also joined his service.

Bafore the advent of the Mughals, two major styles, Naskh
and Thufth developed so fully in India that the Mughal
calligraphers could hardly improve upon them. But nasia*fig,as Abi
al-Fadl says, received “a new impetus" from the emperor Akbar.

The nasfa'flg style locks simple and its elusive nature has
misled many te regard it as an easy style. But in actual practice
nasfo'lly appears to be most difficult. One needs maximum of
patience and perseverence, and a long period of hard training to
be adept in this style.

Apart from the Persian masters, two major calligraphers
Muhammmad Husain from Kashmir and Mir Khalil Allah from Geolconda
came to adomn the court of Akbar. In the words of Abu al-Fadl
"The artist who in the shadow of the throme of His Majesty, has
become a master of calligraphy is Muhammad Husain of Kashmir. He
has been honoured with the title Zawin Qafam, the golden pen. He
surpassed his master, Mauland *Abd al-*Aziz; his madddl and dawd's
show everywhere a proper proportion to each other and the art
critics consider him equal to Mulla MIr *Al7™Y"

Muhammad Husain had a leng career covering the entire reign
of Akbar and extending to that of Jahdngir. During his long active
career he went on creating bewildering varieties of nasta*fiy calli-
graphy. He could write so effectively and freely in so many ways
in the same style that many may mistake the specimens from the
same hand as from different hands. He was a restless genius who
could never remain satisfied in perfecting just one way of writing.
As the perfection of his art was unassailable, so also his experi-
mentations appeared emdless. Towards the [inal phase of his active
career: he succeeded in creating such spocimens of calligraphy as
would seem to defy the fatigue of old age and proclaim the eternal
youthfulness of artistic -creation. Specimens of his calligraphy are
now available in the British Museum, Victoria and Albert Museum,
and Oriental Public Library, Bankipore, India.!!

Another major calligrapher at the court of Akbar was Mir
Ehalll Allah who criginally came from lraq and attached himsell to
the court of Sultdn lbrdhim *Adil Shih of Golconda. He was much

admired for being adept in nasfa‘fig style - and honoured with the
title Badshih . 1

Far more talented and accomplished than Mir Khalil Allah has
been ‘Abd al-Rahim. Early in his life he came from Khurasan to
join the service of *Abd al Rahim Kh&n Khandn, son of Bayram
Khan. While in the service of the Khan Khinin be acquired much
proficiency in nasta*fiy and eventually he was presented to the

eMperor.
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CALLIGRAPIY Y *ABD AL-RAHIM *ANBAKIN QALAM
Souree: Sthifah-o- Kkushaneisdn, Fig. 35

CALLIGRAPHY BY ‘lﬂﬂ' AL-RASHID DM’LHHT AQR RASHTD
Source: Sahifah-i- Khusthnawisin, Fig. 37
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CALLIGRAPHY BY AMIR Rip'l“ FAN]AH KASH
Source: Sahifnh-i- Khushnawisdn, Fip. 54
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CALLIGRAPIY BY MUHAMMAD [USAYN KASHMTRT ZARKIN QALAM
Source: Sakifak-i- Khushnanisdn, Fig. 44
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In the opinion of his contmporary art critics no one excelled
him in the art of writing except Muhammad Husayn Kashmiri. In

recognition of his achievements as calligrapher he receilved two
titles, Raushan Oafam and *Anbanin Qafam.'?

There are two manuscripts in the British Museum, London,
displaying the nasfa'fly style of *Abd al Rahim at its height.'™ The
intricate yet gracefully flowing lines, maddaf and dawd'{tand align-
ment of different letters - all are dope with so much extracrdinary
skill that entire calligraphy appears amazingly perfect. *Abd
al-Rahim's calligraphy does not seem to possess either the hypnotic
effect of Muhammad Husain's art or the magic charm of the Great
Mir ‘Imid, One may notice in his calligraphy a peculiar kind of
lyricism that reminds one of the art of famous Sultan ‘Al
MashhecT.

Besides the great masters at least twenty-six minor calli-
graphers had been active during the reign of Akbar.'*® The enthu-
siasm for this art at this period appears so high that even the
busy nobles and courtiers like Khan Khandn and Todar Mal received
training in it'* and practised it in spare time. Some Hindu artists
like Rey Manchar mastered this art and practised it professionally.

The reign of empercr Jahangir appears toc be a sort of
interim peried in the development of the art of calligraphy. No new
master calligrapher emerges now. lle enjoyed the cipe fruits of all
the developments that tock place in his father's time. Neverthe-
less, Jahangir himself had a good hand in its practice and he
managed to offer all his sons a proper training in this art. Shiah-
zadd Khusro,, Sultan Parwiz, and Shahz&dd Khurram who was to
become the emperor later — all of them acquired proficiency in
nasta fig. 7

With Shahjahin's reign begins the second glorious phase of
the development of calligraphy in India. Eisdfah danr Phiin Khush-
nawlsdn, a manuscript copy of which isnow in the British Museum,**
records the names of twenty-two calligraphers of this period.

The greatest calliprapher of the peried was ‘Abd al-Rashid
Daylami, Pupuhrh? known as Aqa Rashid, After Muhammad Husayn
Kashmiri and *Abd al-Rahim, ‘Anbanin Qafam, Aga Rashid had been
most famous and influential calligrapher who lived in India.

He was a nephew and pupil of Mir '‘lmad after whose munder
he migrated to Imndia. Emperor Shahjahfn who had a great
admiration for Mir *Imad, welcomed his nephew with open arms. The
emperor had been pleased to shower on him innumerable bounties
which he deserved so well. Having had a secure position and
immense fortune, Aga Rashid could peacefully pursue his artistic
profession to a very old age.
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Agd Rashid is said to have had the pen of proverbial Mani.
He has been also called the prophet of calligraphy.'® As Muhammad
Husain Kashm@ri and *Abd al-Rahim, *Anbatin Qafam, had dominated
the scene of the development of calligraphy for two generations
till the end of Jahangir's reign, Aga Rashid guided the course of
its development during Shahjahan's reign amnd all the subsequent
periods. No major calliprapher either in India or Persia exerted so
much influence not only on his contemporary artists but also en
the generations of artists who came after him. Almost a century
after his death, Muhammad Amir Ridwi, commonly known as Panja
Kash, the last major calligrapher of Mughal India, followed his
style. He is the only calligrapher whose death anniversary in the
later Mughal period had been regularly observed in the month of
Muharram. On this occcasion calligraphers of all important towns
used to gather at Akbarabad and derive benefit from exchanging
views on this art and other professional matters. Twe prominent
members of the Mughal Royal family, Prince Dara Shikoh, the eldest
son of the emperor -Shihjahin. and princess Zayb al-nisd, the
talented daughter of Aurangzeb, leamt the art of calligraphy from
Agd Rashid. The majority of the court callipr rs had been his
direct pupils, Even  Mir Sayyid ‘A titled Jawdhir Ragam who
himself was a major artist and teacher of Aurangzeb in calligraphy
admired and followed his style.

Specimens of Aqi Rashid's wonderful calligraphy are now
preserved in the Bodleian Library, Oxford, British Museum, London,
Public Library, Leningrad, Oriental Public Library, Bankipore,
Rampur 5tate Library and the Archaeological Museum, Delhi.

To begin with, Aga Rashid must have f[ollowed the
instructions and style of his illustrious uncle, Mir *Tmad. It was
indeed his good luck to receive lessons in calligraphy from such a
great master. He could have remained satisfied with imitating the
inimitable style of Mir *Tmad. But Rqa Rashid's genius enabled him
to come out of the spell of his uncle and dewvelop his own distinct
individual style.

His calligraphy retains certain tendencies of the wavy
movements of circles, curves and lines of Mir *Imad's style. But
thi= i{s not the chiel characteristics of his calligraphy. In his
mature style, if the Dawd®t of such letters as qdf, nin etc. are
attentively locked at, they reveal wvery subtle but charming
variations in thelr roundness at different points. It pequires an
astonishing skill in moving the galam to achieve this effect. In
the construction of madddf he also appears to have attained an
unprecedented peak of perfection.

Although substantially influenced by the unrivalled style of
Aga Rashid, at least three calligraphers of Shahjahan's reign, Mir
Sayyid 'h‘ﬂ Muhammad Salim and Muhammad Murdd, have left their
individual marks on the development of this art of the period,
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In the practice of the art of calligraphy, Aurangzeb
received lessens in nasta'fly style from Mir Sayyid *All. Later on
he had training also in naskh style from Muhammad *Arif.**

This puritan monarch does not appear to have pursued any
arl for art's sake. He mastered the art of calligraphy to be able
to copy the Qur'dn as elegantly as possible as an act of peity. He
iz indeed said to have written two copies of the Qur'an with his
own hand to send to the holy cities of Makkah and Madinah. A
manuscript of the Qur'an in his minute but elegant handwriting is
preserved in the Victoria Memorial Hall, Calcutta.

Most of the calligraphers ol Shahjahan's time contlnued to
work during the reign of Aurangzeb. Risdfah datr Thikt Khushnawisdn
mentions Fve new names of calligraphers of this period. One of
them, Hidayat Allah who eamed the title latwin Ragam seems to be
most important at the royal court. He had the poest of the superin-
tendent of the Royal Library. He acted as instructor of the Prince
Kam.. Baksh, the youngest son of the emperor Aurangzeb and
several other princes.

He began his career as calligrapher by imitating the style of
Muhammad Husain Kashmiri. Later he perfected his style under the
able guidance of Mir Sayyld ‘Ali, Jawdhit Ragam. His style shows
traces of the influence of Aga Rashid as well. But he had the
talent to absorb and assimilate all the trends and influences
emanating from the different centres and masters, and then develop
his ewn individual style. The development of the art of calligra-
phy reached its peak in the reign of Akbar and its high standard
remained intact till the end of the reign of Aurangzeb.

After the reign of Aurangzeb, in the days of the decline of
the Mughal empire, calligraphy as an art continued to flourish. The
author of Risdfah dar Dhiir Khushnawisin, has recorded the names
of all important calligraphers of the later Mughal period. Although
there were a number of good calligraphers and at least two major
cnes, no calligrapher of the stature of Muhammad Husain Kashmird
or And Rashid appeared in this period. The purity and standard ef
the: art had been maintained through a chaln of calligraphers, yet
the lack of real talent manifested itself in the rise of a host of

pseudo-styles.

The weak rtulers of the later Mughal period were 1oo
precccupied with maintaining their authority to be able to patre-
nize the artistic activities. Put despite the lack of royal patron-
age calligraphers llke Amir Ridwi, generally known as Panja Kash
and his pupil Aga Mirzd who were active during the reign of Akbar
11 and afterwards, continued to practise the art of calligraphy with
so much enthusiasm and persistence that they deserve a high place
among the later Indian calligraphers.
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Mir Panja Kesh began his career by imitating the style of
Aqd Rashid. Then he perfected his own style. The available speci-
mens of his calligraphy in the British Museum and Delhi Archaeclo-
gical Museum show that not only was he able to maintain the
pristine purity of this art amid its general decline, he also made
some original zontribution to its development.

Bahddur Shah, the last Mughal emperor, in spite of his sad
and tragic life, was a good poet and calligrapher. He designed the
calligraphy of the inscriptions of the Zinat Mahal at Farash Khana
and the Bath of Hakim Ahsan Allah in Delhi?' Bahddur Shah

appeared like the last flicker of a long burmning Mame before its
total extinction.

HWOTES AND REFEREWCES

1. Abu al-Fadl, Eh—-r.—uhml'. Blochmarm's 'trnnsl'.uthn {Calcutta, I927), Vol
1. P. 103,

z. Hemodes of Bdbut, English Translation by A.5. Beveridge, {Lemdon, 1927],
felios 1776-1826.

3 Nizim al-Din Ahmad, Tabagdt-i-Akbari, lith. ed. p. 193.

4. G -'IIil'lj-l‘HIl.l'ﬂ... a paper presented to the 26th Session of Intermational

Congress of Orientalists, held in New Delhl, Isfamic Cuffurt, April, 1964.
B P.1.SM. Rahman, Isflamic Calligwiphy in Medéeval India, (Dacca, 1979),
Pp. 68-69.
6. EW. Semith, The Mugha! Axchitecfure of Fathpux Sdei, Allahabad, 1854,
part 111, pl. VIII; poatfolic of Indizm Awchifectusal Meacings, part 1,
tLondon, 1897), pls. X111, XIIIL.

T Kn=i- Ak baal op. cit., pp. 514-15.

. Sir Herbert Read, A Em Histosy of Modexn Seafpdere, {(London, 19640,
9,

91 _m ﬂpi c“n. P-l- lm-

10, 1bid, pp. 102-103. The madddt means extensions of letters like b2 and
Pawd'it means curvature or circle of letters like Nidx.

11. ‘fsma Serfjuddin, Shifpakals, vel. 2, (Dacca 1979, pl. 1, pp. 1-3.

12, Maulini Hm‘,lam Muhammad, T-:tdlu.hémh-rh‘huaﬁnm!ﬂn u-_um, P 79-80.

13. Ma'dfhir-i-Rahinmd, Frg. trans. in Tafamic Cullure, 1921, p. 623

14. British Museum Mas. Na. or. 1362 and or. 12208,

15. lafamir Calfigraphy in Mediewal Tmdés, op. cit., pp. 75-76,

16. A'in=i-Akbaxi, pp. 334-39.

17. Tadhkénah-i- K hushnawisdn; p 91,

18. British Museum MS Mo, Or. 1861,

19. Tadhkiaah-i- Khushnawladn, pp. 95-100,

0. 1bid, p. 126

21. ]l:nm and Epuranﬂql Culfinal Mesifage of Pakistanm, (Owford University

. 19551, p.

Scanned with CamScanner



