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THE collechion of Rajpul paintings includes the grealer part of the Coomara-
swamy, now Ross-Coomaraswamy Collection, given lo the Museum by Dr.
Denman W. Ross in 1917, Amongst these are a majorily of the imporiant
and standard examples tlustrated in my “Rajput Painting’'; many other items
are individually unimporiani, bul valuable for the study and definition of
local styles and methods. Some haye o historical and personal inferest, e. g.,
those representing Pahdyl rijas, and perticularly Samsar Cand, the chicf
pairon of the Kangra school. In addition to the above, fwo sevenleenth-century
Réginis in the Ross Collection (Nos. L, LI) may be mentioned as of special
tnlerest and beawly; and of lufer acquisitions by purchase, Nos. XXXIX
(coloured frontispiece), I (one of the earliest Raginis), end CCCCLXIV (a
very sensilive porirail of a rajd of Jodhpur). The colleciion as a whole s un-
doubtedly the largest and most represeniative in the world.

Since my “Rajput Painting” eppeared, in 1916, the main outlines of our
knowledge have not been greatly modified, but additional information has accu-
mulaled, mainly through the studies of Dr. Hermann Goeiz, and miscellancous
publications in Ripam, and this information has been as far as possible tncor-
poraled in the present volume, particularly in the section on costume. Two im-
portant volumes on Rajput painting have been announced by 0. C. Gangoly,
and N. C. Mehia: I regret that these were not availuble at the time this Cala-
logue was completed.

In a few instances, considerable inferest attaches to the history of the motifs
represented: the student is referred espectally to Nos, XIV, XXVIII, XX XIX,
LXXVi, LXXVII, XCII, CLVIII, CLX1V, CLXXXIX, CCCXCII]I,
CCCXCIX, DCLY, DCLVI, and to the section on Ancient Themes in Rijput
Painding. The Nela-Damayandl sertes presents a valuable picture of fradi-
tional court life. No. CXCVIII offers an unusually long and complete Tanirik
stidhand.

Tt should be observed that the dimensions quoted for each object are those of
the whole object, original mount included: hence the quoted dimensions differ
tn many cases from those of the part reproduced, but the difference is never large.
In eack case the horizonial dimension is given first, the vertical second.

ANANDA K. COOMARASWAMY,

Boslon, August 1, 1926,
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SCHOOLS OF RAJPUT PAINTING

1. RAsasTrANT

It is easy to make a broad distinction of Rajput paintings according to
their origin as Rajasthant (from R%jputdna and part of Central India),
and Pah&T (from the Pafijab Himalayas and Garhwal); and according to
date as Early (late sixteenth and early seventeenth century) and Late
(mainly 1750-1825). Pure types in either of these four classes can be iden-
tified at a glance. Between these extremes are examples of which some
can be placed and dated with confidence, and others only with hesitation.

The early Rajasthani paintings no doubt included local schools flourish-
ing (1) in Bundelkhand, (2) in Mewiy (Udaipur), (3) in Western Malwi
and Gujarat (cf. No. XXXIX), (4) at various courts in Central Rajputina,
such as Jodhpur, Bikanir, and above all Jaipur. More distantly rclated to
these are the paintings of the Bengili book covers. In the following para-
graphs is summarized the scanty information we possess towards a corre-
sponding classifieation of the paintings,

Bundelkhand

It is possible that the early Rigmala paintings (Nos. I-XVI) dating
somewhat before and after 1600 may belong to a school of painting that
flourished at Orcha and Datid. But this suggestion is only hased on the
general character of the architecture represented in these paintings, and on
the language of the inseribed poems: it may not be well founded.

All that we know for certain is that wall paintings of Vaignava subjects
(Krsna Lila and Ramdyana) are represented on the walls of the Phil Bagh
and §t§ Mahal at Opcha, and Bir Sifigh Deo’s Mahal at Datia dating aecord-
ing to Mukherji “from about 1600 4.p.”; in the arches and niches of the
wallsof the Narsitighji temple at Talbehet, of early eightcenth-centurydate;
and frescoes in the chairs of the Banpur palace, and in the Lakgmi temple
at Orcha, dating from the second quarter of the nineteenth century.!

1 Mukherp, P C, Report on the Arnfqusises of the Drsiried of Lakipur, Roorkee, 1889, pp 27-20,
and pls 83-94, 9598 Unfortunately the outhne reproductions are too poor to permit of any est-
mate of the daie or quahity of the onginale

[3]
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Mewdar
It is natural to suppose that the peculiar pictures of Krgna as Sri
Nzthaji, ete. (see Nos. CCXX~-CCXXIII), and related paintings to be
connected with the Vallabhicérya Vaignavas, and now widely distributed,
were already in the seventeenth and eighteenth centuries made at N#tha-
dvira and thence distributed by pilgrims or otherwise to Vallabhicaryas
in all parts of Rajputana and Gujarit. Wall paintings of seventeenth-
century date are preserved in the walls of some of the island palaces at
Udaipur and more recent portraits and other paintings on the walls of the

main palace.
Malwa and Gujarat
All or most of the paintings of the Gujarati school, 2. e., those of the
Jaina manuseripts ! and the Vasania Vildsa ? belong to a style that had its
main centre in Patan, the headquarters of Jainism in Western India. The
picture No. XXXIX, both in style and in the language of the superscrip-
tion, approximates to the same type, but is at present the only known
example of Rajasthani painting showing any marked affinities with the
Gujarati school. The relation of the early Pahafl types with the Gujaratl
may be close.

Jodhpur
That skilled artists worked at the Jodhpur ecourt in the seventeenth
century is proved by the fine portraits, Nos. CCCCLXI, CCCCLXIV,
whose provenance i8 recognizable by the special form of the large turban.?

Bikanir
No small pictures in a purely Rijput style are certainly assignable to
Bikanir, though a considerable number of pictures in a provineial Mughal
style with some Rajput elements and of mid-seventeenth-century date
have been seen. On the other hand there are several painted rooms in the
Old Palace, and one at least of these, dating from the seventeenth century,
has walls completely decorated with clouds and rain; a good modern copy
of a small part of this decoration is represented by No. CCCXCIVs, with

' Coomarsswamy, A. K., Colalogue Indian Collections, Boston, Pt. IV, Joina paintings and
menuscripts, Boston, 1024,
* Mehta, N. E., Indian painting in the fifteenth cenfury, Ripam 22, 23, 1925; Gangoly, O. C.,
Vasonta Vilasa: o new document of Indian Painting, Ostasiatische Zeitschrift, N. F., 2, 1025,
3 A later Jodhpur portrait is reproduced by V. A. Smith, History of Fine Arl in Indiz and
Ceylon, fig. 229,
[4]
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8 discussion of the history of this ancient motif. Bikanir, further, is the
centre of & considerable industry in lacquered leather and painted gesso.

Jaipur

It is reasonable to suppose that Amber, the Kachvaha eapital previous
to the founding of the neighboring city of Jaipur, was already in the six-
teenth and seventeenth centuries the main centre of Rijasthani painting.
It is on the whole more likely that the early Ragmala series are of Kach-
waha than of Bundel& origin. It is to be supposed that this was also the
main source of Rajput influence at the Mughal court; it will be remembered
that Man Singh of Amber was a high official at the courts of Akbar and
Jahangir and that the latter’s mother, one of Akbar’s wives, was the
daughter of Raji Bhagavan Dis of Amber. Certainly in the eighteenth
and nineteenth centuries Jaipur has been 2 more productive centre than
any other capital in Rajputdna. A majority of Rijasthani paintings, in
faet, can be assigned to Jaipur without hesitation; and with these it is in-
evitable to group others, for the present, and until a more precise differen-
tiation is possible.? Even at the present day the tradition of Rajput paint-
ing, both on walls and on paper, survives more vigorously in Jaipur than
anywhere else, though it is not extinet in Bundelkhand.* On the other
hand, paintings of Hind{i subjects in a purely Mughal style are by no
means uncommon in the latter part of the reign of Akbar. Well-known
examples are the illustrations of the Jaipur Razm Namah;* the Rasi-
kapriya of Kefava Dis, nearly all the illustrations of which, dating about
1600, are in the Museum of Fine Arts;® various isolated themes;® and

! Hendley, T. H., Industrial Art in Bikanir, Journal of Indian Art, Vol. IV, 1862,

s Unfortunately, the colleetions in the Jaipur Museum are very poor. There exista in the Mahi-
rj&’s library a much finer series, ineluding a number of large portraits, and the benutiful and very
large Ras Lila paintings, some of the copies and stencils for which are reproduced in C., R. P., pls.
Ix, x, and Indian Drowings, IT, pl. o; Noa. CCXVI-CCXIX, in this Catalogue.

# Mukherji, P. C. (Antiguilies of the District of Lalitpur, p. 28) remarks that * the productions
of the Jeypur and other indigenous schools still find & ready market among the natives, who have
not imbibed English influence. * ' The Bundela painting is a living art still . . . originally this Bun-
dela art sprang from that of the Chandela, which shows & decided superiority in anatomy and aetion.”

1 Hendley, T. H., Memorials of the Jeypore Echilitim, London, 1883, The Razm Namak
originally in Akbar's library was given by Mubammad Shah to Mahiraja Sival Ja1 Singh of Jaipur
early in the eighteenth century.

5 Coomaraswamy, The Rasikapriys of Kesava Das, Museum of Fine Arts Bulletin, No. 100
{Vol. XVIII, pp. 50-52}.

¢ B.g., M. F. A. 17.75, reproduced in M. F. A. Bulletin No. 83 (Vol. XVI, p. 3).

£5]
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portraifs of Hindid princes.! Moreover, these paintings, and others of
purely Mughal subjects reveal Rajput influences in two directions, that is
to say in certain stylistie peculiarities, and in certain of the costumes, par-
ticularly those of women. These facts reflect the strong Rajput influences
then prevailing at the Mughal court, the presence of Rajput princesses in
the Imperial zenanas, and the circumstance revealed by a partial census of
Mughal painters, that some three foutths of the known names are those of
Hindiis. A consideration alike of these Mughal pictures of Hindd sub-
jects, and of the Réjput influence in Mughal painting is naturally reserved
for the catalogue of Mughal paintings.

2. PagARI
The paintings of the Pafijib Himalayas fall into two groups which up
to now have been designated as Jami and Kangra. These designations,
accursate as far as they go, are retained in the present volume, but it may
be possible with more exact knowledge to classify some at least of the
Pahiyi paintings in accordance with the following scheme: 2

(I} JiranpHAR CGrovur {East of the Ravi)

Staie Ruling Class
1. Camba ..........ccoeeiiiiiiinnnn... Cambyal
2 NIFPUL .. i ii i iieee e Pathania ?
3. Guler ... e Guleria
4, Datarput ... ........iiii i Dadwal
5. 8iba .. Bibai
6, JRBWAD. ... ... e e Jaswil
B ¢ 7 T-. o T Katoch
8. Kutlehr...... ... ... ... ...... Kutlehrig
9 Mandt ............ Mandyal
10 Buket .........iiiiiiiiiee Buketia
T £ Kojua

! B g, M.F. A 14,660 (M&n Sitgh), and 14.670 (R3jd Sahgrim). Regarding the latter see
Coomaraswamy in Artibus Aaise. Cf. Clarke, 8. C., Indian Drawings, 1922, pl. 19.

* Hutchinson, J. and J. Ph., The Panjab Hill Stales, Journal of the Panjab Historieal Society,
111, 2, 1915.

1 This name has nothing to do with the Pathins of Afgh#&nistan: it is probably derived from
the ancient name Pratigthina.

(6]
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(I1) Dogri Group (WEsT or THE Rivi)

1. Cambi ........................el. Cambyal

2 Basohll............... ... ..., Balaurifi, Belor, Balgvar!
S Bhadu ...........ooiiii Bhadwil

4 Mankot .............cocviiiiiiiiian, Mankotia

5. Behandrilta _....................... Behandril, Bandral

6. Jasrota. _.............. ... feeeens Jasrotia

7. 88mba...........oiiie Sambisl

8. Jamt, Jammi ....................... Jamwail, Jamuili, Jamydla
9. Canehni ........................ ..., Hiuntal

10, EaGEWAT ..oovvveiiinineninee e, Kagtwiria

11. Bhadriwsh ......................... Bhadriwihid

Camba belongs to both groups in the above scheme because it is divided by
the Ravi: and actually, the paintings of C'amba are intermediate between
those of Jami and Kangra.

The Museum collections include examples which belong to both of the
main groups, and to Garhwil, Amritsar, and Patyala. In the first group
the following states are represented: Nirpur (No. DC), Guler (Nos. DCI,
DCIV), Kangra (the majority), Mandi (No. DCIII), and Sukhet (No.
DCII), and in the second group Jamii {the majority), and Behandrilta
(No. DLXXXVIII). If, as is more than likely, other states are repre-
sented, I have not been able to distinguish their productions.

It has been stated that the so-called “Tibeti” pictures (the Amritsar
dealer’s name for the pictures here classified as Jamwal, on which inserip-
ticns in Takr characters are commonly found) should bhe deseribed as
Balauria (Basohli) rather than Jamuali (Jami).* In any case these repre-
gent the oldest and most peculiar type of Pahaj art, and the continu-
ation of some older tradition. 1 am inclined to agree with a suggestion
made to me by Dr. H. Goetz in correspondence “that Pahapl painting,
perhaps together with Tar&nitha’s KaSmir school, was separated at a
relatively early date from the School of the Ancient West, and evolved

! Hutehinson, J., and Vogel, J. Ph., History of Basohli State, Journ. Panjab Iist. Soc. IV, 2,
1017, pp. 88-90 reproduce (Plate 1) four portraite of Balauria Rijis; as these are all & late
eighteenth- or early nineteenth-century style, they cannot be regarded as anything but copics of

older portraita.
* A 8. L, A R, 1918-1619, pt. 1, p. 32. It is more likely that Jamd is the main source.

(73]
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on the basis of material originating somewhere between the Pala and
Jaina miniature styles, and perhaps near to that of the Vasante-Vilasa
MS. On the other hand, after this, apparently influences proceeding from
the Mughal court tended to the elimination of old forms and the forma-
tion of a unified style in works, and later on dispensed with every trace of
the past.”

It may be remarked that Jami and Kangra in the eighteenth century
wetre by far the most powerful and wealthiest of a1l the Hill States.

The political relations of the Hill States with the Mughals, Afghains and
Sikhs are important for the proper understanding of the influences recog-
nizable in Pahari painting. With the advent of Mughal ascendancy all the
Hill States were compelled to bow to a foreign yoke. Akbar held a part of
the Kangra valley; Jahéingir occupied the fort in 1618. Princes or near
relatives of the ruling chiefs were required to attend the Mughal court; at
the beginning of Jahangir's reign as many as twenty-two young princes
from the Paiijab hills thus resided in Agra. The title Misn was conferred
on them and became the distinetive appellation of all the descendants of
the twenty-two royal families of the hills. The imperial authority sat
lightly on the hill R&j8s, who were courteously and even generously
treated; at home they conducted their own affaire in their own way, only
paying an annual tribute to the Mughal emperor.

With the accession of Aurangzeb these happy relations came to an end.
In the eighteenth century the Mughal empire began to break up, and the
Emperor of Delhi ceded the Pafijab provinces to Ahmad Shah Duréni,
Afghan in 1752. But the Central and Eastern groups of Hill States were
never more than nominally subjeet to the Duranis. Rajput princes held
important positions under the Afghfins as they had under the Mughals:
Raji Ghamand Cand Katoch of Kiangra, for example, whose portrait
is represented in No. DXCVIII in 1758 held the governorship of the
Jalandhar Doab and the hills between the Satlaj and the Ravi. Saif ‘Al
Khan,' a representative of the Mughals in Delhi, still held the Kangra fort,
although completely isolated by the independent Rijputs around it. From
1752 to 1764 the hill chiefs enjoyed almost complete freedom.

! ‘There is & portrait of this last Mughal governor of Kitgra in the Lahore Museum, with an
ingeription in Persian and Takrl charneters (Vogel, J. Ph., Catalogue Bhuri Sifigh Museum, p. 60).

rs8i
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Afghan rule in the Pafijab declined about 1767 and the Sikhs‘then ac-
quired political power, and authority over the Kangpi hills, exacting
tribute from Raja Ghamand Cand. In 1774 his grandson Sarsir Cand
succeeded to the kingdom of Kangra, though he was not sble to shake
off the Sikh supremacy until 1783-86.

Sarnsar Cand revived the claims of Kingra to the headship of the eleven
states of the Jalandhar group: he Tully established his power and ruled
despotically for twenty years, gaining a name and renown greater than any
of his ancestors. This must have been the flourishing period of the Kangra
school of painting in its most typical form. Samsir Cand's early court
was held at Tehrd Shujanpur on the left bank of the Bids near Nadaun, n
town which had already been embellished with many fine buildings in the
time of Ghamand Cand. Between 1787 and 1813 he was in possession of
Kangra Kot (Nagar Kot, the Fort) and may have spent some time there. In
1806 the Gurkhas invaded Kangriand besieged the Fort where Sammsér Cand
had taken refuge; a four-years’ siege failed to reduce it, but the country was
devastated. Sarhsar Cand had no recourse but to invoke the aid of the
Sikh ruler of the Pafijab, Ranjit Singh, but in return for this he had to
surrender the Fort and a large part of the Kangra valley. Mooreroft, writ-
ing of the latter part of Sarhsir ("and’s reign, after his return to Nadaun
tells us that ‘“the Raja has resided principally at Shujanpur, or rather
Alampur on the right bank of the Biis, in gardens in which some small
buildings acecommodate himself and his court, and a larger one is ereeted
for the zenana. His earlier residence and that of his predecessor was at
Tir& (4. e., Tard Sujanpur) where an extensive pile of buildingx stunds upon
an eminence on the left bank of the river. The apartments are more spa-
cious and commodious than is usual in Indian palaces. . . . Raja Sansar
Chand spends the early part of the day in the ecremonies of his religion,
and from ten till noon in communieation with his officers and courtiers.
For several days prior to my departure he passed this period at a small
bangala, which he had given up for my accommodation, on the cutside of
the garden, At noon the Raja retires for two or three hours, after which
he ordinarily plays at chess for some time, and the evening is devoted to
singing and naching, in which the performers recite most commonly
Brijbhakha songs relating to Krishna."”

rel
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The ;sxtensive development of the Kangra school of Pahiri painting in
the latter part of the eighteenth century and earlier part of the nineteenth
century was undoubtedly & direct result of Sarhsar Cand’s personal patron-
age. ‘“‘Sansar Chand,’’ continues Mooreroft, “is fond of drawing and has
many artists in his employ; he has a large collection of pictures, but the
greater part represent the feats of Krishna and Balaram, the adventures
of Arjuna, and subjects from the MaHabharat; it also includes portraits of
many of the neighbouring Rajas and of their predecessors. Amongst these
latter were two portraits of Alexander the Great,! of which Rai Anirudha
gave me one. It represents him with prominent features and auburn hair
flowing over his shoulders; he wears a helmet on his head begirt with a
string of pearls, but the rest of his costume is Asiatic. The Raja could not
tell me whence the portrait came; he had become possessed of it by inheri-
tance.”

The Kangra paintings and drawings so well represented in the Museum
collections evidently depict the scenery of Nidaun, Shujanpur, and ‘Alam-
pur, representing the palaces, gardens, hills, and waters of an idyllic retreat,
the beauty of which must have fully justified the saying still current in the
Hills, Aegaé Nadaur, Jaega kaun # *“ Who that has reached Nadaun would
ever leave it?”

Samsar Cand died in 1823 and was succeeded by his son Anirud Cand;
the latter was forced to retire to British territory in 1827 where he died in
1628. Anirud’s two sisters were married to the R&ja of Garhwal, a fact of
interest in connection with the close connections between the Garhwali
and Kangri schools in the earlier part of the nineteenth century. Very
possibly Kangra painters migrated with the princesses to Garhwal, escap-
ing the troubled cireumstances of Kangré and finding a patronage that
could no longer be extended to them at home. Kuld was the last State
to lose its independence, in 1840. Camba, Mandi, and Suket escaped any
worse fate than the exaction of tribute. Paintings from the Hill State of
Garhwil farther east in the Himilayas are very closely related to those
of the Kangra or Eastern group; those of the Pafijib plain, painted either

' ¢f. Arch. Surv. India, Logn exkibition of ontiguities, Pl. xxvint ¢: and Brown, Indion painting
under the Mughals, p. 162,

[10]
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in Amritsar or Patyéla are of similar character, but with great;r or less
variation.

Soon afterwards Mahariiji Sher Singh, who was more favourably in-
clined to the Hill States, succeeded Ranjit Singh in Lahore. Gulab Singh,
however, annexed the province of Padar, really a part of Camba, in 1836.

The history of the Western States must now be traced. Ranjit Dev
ruled in Jam from 1750-1781, and' was able to extend his dominions over
the other States of the Dogra group, and for a short time even over Cambi.
The town of Jamil prospered, because the anarchy in the plains diverted
trade to the hills, artizans and merchants settling in the hills for the sake of
greater security, Most of the late Jami paintings may be aseribed to this
period. The Sikhs on several oceasions failed to conquer Jami, until
Ranjit Singh in 1800 was able to exact a vassal’s tribute from Sampiran
Dev. Betewen 1783 and 1808 nearly all the other states of the Dogrd
group became tributary to the Sikhs. Rajauri remained entirely inde-
pendent till 1812, and was ruled by its own chiefs till 1846, when the hills
came under the rule of Gulab Singh.

The latter was a prince of Jam origin who quarrelled with his relatives,
and with his two brothers entered the Sikh serviee under Ranjit Singh.
Guléb Singh quickly rose to independent command and was employed in
maintaining order in the hills of Jami and Ka#mir; in 1820 he was given
the rank of Raji and received Jamd as a fief. The second brother, Dhyin
Singh, was given the same style and the State of Punch in 1822 and from
1828 to 1843 he was Prime Minister of the Sikh raj. The third brother was
also made a R3j3 and given the State of Behandriilta or Rémnagar, In
1834 Basohli was annexed to Jamd.

There are portraits of Guldb Singh and Dhyén Singh in the Bhuri Sifigh
Museum, Chamba, Nos. p xvii and b xviir.  Others are reproduced by
Hénigberger, Frichte aus dem Morgenlande, Vienna, 1851, pl. 3.

At the close of the first Sikh war the States of the Jalandhar group came
under British rule but the hereditary chiefs were not reinstated. On the
other hand the States of the Dogra group, with Kasmir, fell to Raja
Gulab Singh of Jami, coupled with the obligation to respeet the rights of
the dispossessed princes. With the important exception of Kangra, many
of the states are still governed by Indian prinees.

(1]
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The descendants of the Eastern Hill Rajputs are now mostly Jagirdars,
holding the title of R3j& from the British Government as a hereditary dis-

tinetion.

It will be useful to students of Pahari achools to bring together from
Hutchinson and Vogel's papers in the Journal of the Panjab Historical
Sociely and other sources the following lista of the rulers of the Hill States

from the end of the sixteenth eentury'onwa.rds.

CaMmsi

Prthvi SIgh ... oot
Chotar SIAgHR .- - oe v eeee e,

Portraits of all these are preserved in the Bhiiri S8ingh Museum, Camba,
Nos. p 1-D viir (Vogel, J. Ph., Catalogue, pp. 28, 29); those of Rij Sifigh
and Jit Singh, probably of late eighteenth-century date, are reproduced,
loc. cit., Pls. IV, V. A portrait of Jit Singh is reproduced in Uifalvy, Aus
dem westlichem Himalaya, Pl. VI (identified by G. Goetz, Kostim und

Mode . . . p. 94).

Jagat Bingh ........... ... .o i
{zenith of Nirpur power)}

RajripBidgh ..ot
Mandhfitd ............ciiiiiniiiii i

Fateh Sigh ... ... ...ttt it
BIrSinght . ... e
The Btate waa transferred to Gulab Sifigh of Jamii in 1846,

T A portrait of Bis Dev amongst the courtiers of Jahingir in a freaco painting in the Lahore
Fort, representing Juhanglr in Darbar, was seen by William Finch in 1611 (Maclagan, E.C., Earliest

English vixitors to the Panjab, J. P. H. 8., I, 2, 1912, p. 126).

* There is & portrait of Bir Singh in the Bhuri Singh Museum, Cambi, no. D, XV (Vogel,

J. Ph., Calalogue, p. 30).
[12]
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Grizn!

Riip Cand fi 1623
Man Sigh 1641
R Bibgh i 1675-1700
Daltp Siigh
Prakss Cand ?

Klieri
Trloka Cand 1605
Han Cand I1 ca 1615
Candar Bhan Cand en 1635
Y1ja1 REm Cand ca 1860
Uda: R&m Cand 1687
Bhim Cand ea 1690
Alam Cand ca 1697
Hamir Cand 1700-1747
Abhaya Cand 1747-1750
Ghamir Cand 1750-1751
Ghamand Cand * 1751-1774
Tegh Cand 1774-1776
Sarheir Cand ¢ 1776-1824
Amrudh Cand 1824-182%

Ma~pt
Slira) Sen 16371664
Sysm Sen 1664-1679
Gur Sen 1679-1684
Sidh Sey 1684~
Shamsher Sen 1727-1781
Surma Sen 1781-1788
Isvar! Sen 17881826
Zahm Sen 1826-1839

! T have not been able to find a complete st of the Rajas of Guler

* No DCI 1o thie Catalogue

1 There 18 a portrait of Ghamand Cand in the Bharn ~Singh Museum, Mo D XTI (Vogel, J Ph,
Catalogue, p 29}, and one each of Samsar Cand and Anirud Cand, Nos 1D Alll and DAIV A
portrait of Samssir Cand 1s reproduced by Gupta, Sdkh sehool of paunting, Riipam, 12, 1922 another
15 n my possession  Ghamand Cand, Teg Cand, and hamsir Cand are represented in the presens
Catalogue, Nos DXCV-DXCVIII

4 Gurkhas 1n Kidngra, 1806-1809 Sikh overlordahup from 1809
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Balbir Sen ! 1839-1851
Bajai Sen 1851-1902
Bhawin Sen 1903-1912
Jagendra Siigh 1913
SuksET
Syam Sen . 1620
Ram Sen ca 1650
Jit Sen ca 1663
Garur Sen 1721
Bhlukam Sen 1748
Rafijit Sen 1762
Bikrams Sen? 1791
Ugar Sen 1838
Rudon Sen 1876
Anmardan Sen 1879
Dust Mikandan Sen 1879
Bhim Sen 1908
KuLtr
Partap Sifigh 1558-1575
Parbat, Siigh 15751608
Pnthi Bubgh 16081635
Kaliin 8ingh 1635-1637
Jagat Suigh 1637-1672
Bidln Sifigh 1672-1688
Man 8ingh 1688-1719
Raij Bingh 1719-1731
Ja Sifigh 1731-1742
Tedhi Suigh 17421767
Pritam Siigh 1767-1808
Bikrama Sifigh 1806-1816
Ajit Smgh 1816-1841
Thakur Biigh 18411852
Gyiin Sifigh 1852-1869

4 Vigne, Trovels, I, 79-84, remded 1n a ““part of the palace which had lately been fitted up and
painted i the Indian fashion, in fresco, on & snow-white wall

t No DCII in this Catalogue Another in the Bhin Swmgh Museum, Cambi, No DXYI
(Vogel, J Pk, Colalogue, p 31)

[14]
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Basomwr!
*Bhupat Pal.................................. 1618-1835
SangrAm PAl ..., 1635-1673
*Hind&l Pal................ ..., 1673-1678
*Kripal Pal . ._................ . o 1678-1693
Dhiraj Pal ....... ... ..ot 1693-1725
*Medini PAl ............... ..o, 17251738
*HePal ... e, 1736-1757
Amrit Pal ..., 1757-1776
BijaiPal ............ ...l 1776-1806
*Mahendar Pal......................c0veen 1806-1813
*Bhupendar P&l ......ooviiieii i 1813-1834
Kalvan Pal ............... ... ool 1834-1846
In 1846 the State was one of those transferred to Gulab Singh of Jami,
JaMt
JagDev ... e ca. 15601585
Bamil Dev (in Jama) Parasrim Dev {(in Bihu) .. ca. 1585
Sangram Dav....... ea. 1610-1625 Kraan Dev.............. ea. 1610
Bhupat Dev........ ca. 1625~1648 Azmat Dev.............. ca. 1635
Hari Dev Kripasl Dev ............. ca. 1660
GajaiDev ......... ca. 1675 Ananta Dev
DhrubPev ... oot 1703
Rasjit Dev? ... ..., 1703
Bajra] DOV .. oeneeiiiiaee e 1781
(8ikh Bupremaey ............ ... .oc.eie.l, 1787-1846)
Bampiiran Dev . ....... ... i, 1787
JSinghs ... . 1797-1816 (?)
Gulsb Bigh* ... ... it 1822-1857

(Gulab Sifgh’s brothers Dhyan Singh * and Sucet Sifigh ¢ acted for the Sikhs as Viee-
roys of smaller states: the latter became Raji of Bandhrilta and was killed in Lahore

in 1844.)

t The names marked with & preceding asterisk are represented in Pahri ministures in the
Lahore Museum; but the four examples reproduced by Hutchinson and Vogel, J. P LK, 1V, 2,
Pl. 11, are all lnte drawings, apparently eopies by the same hand. There also is u portmit of Amrit
Pil in the Bhfiri 8ingh Museum, No. I XI (Vogel, J. Ph., Catalogue, p. 20}

® A portrait in the Bhiiri Singh Museum, Cambi (No. ) X (Vogel, J. Ph., (‘atalogue, p. 20).

3 No. DXCIII in this Catalogue.

¢+ A portrait in the Bhiiri Singh Museumn, Cambi, No. D XVIIT (Vogel, loc. eit., p. 31}, Por-
traits of Gulab Singh and Dhyin Singh alse in Hénigberger, Frichle aus dem Morgenlande,
Vienna, 1851, pl. 3. No. DXCII in this Catalogue may represent this Dhyin Singh.

® A portrait in the Bhilri Bitgh Museum, Camba, No. ) XVI1I, Vogel, loe. cif., p. 31.

¢ No. DXCI in this Catalogue.
{15]



INDIAN COLLECTIONS

) Kaéutn AND Jamf:
GulsbBingh ...t e 1846-1857
Ranbir Sifgh _................ . .. ey 18571885
Partip Bifigh . .........coiiiiiiii i 1885-1925
HAari SIgh - .. oe et 1925
KagTwin
Partap (Bhip) Sidgh ........... s 1588-1616
GurBingh ........c.c i e 1616-1629
Jogat SIAGH ... o.vet e 1620-1642
Bhagawan Singh ......oooviirneiiiiiienn, 1642-1661
Maha Singh ...... oo 1661-1674
JayaBifgh ... ... ... 0 oL 16741681
Kirst Bingh' . ... i 1681-1728
Amluk 8ifigh . ........... ... i 1728-1771
Mihr Sifgh, Sa‘idmand Khén _.................. 1771-1786
SujAn Bingh ........ ... 1786-1788
InByat Ullah 8ingh ................... ... ... 17881889
TeghBingh .........ocoiiiiiiiiiii i an. 18891820
Gulab Singh took possession of the State in 1820,
BHADRAWAR
Nag Pal
Bhakt Pal .........coiiiiiiiiiiiiiiiiies fl. 1625
Dhrub Pal ... ... i e fl. ea. 1670
Abhaya Pal .............. .o ca. 1681-1707
MediniPal .. ........... ..ot ca. 1707-1735
Bampat Pal..............ccooiiiiiiiiian ca. 1735-1770
FatehPal .........ccooiiiiiiiiiiiniiiann ca. 1770-1790
DayaPal ... ca. 1790-1810
PahfirCand .. ....... . ... L, 1810-1820

In 1821 the State was ruled as a feudatory provinee by Camba officials.
In 1846 it was transferred to Jama and still belongs to Ka&mir.

PaTaiNs IN THE PaRJis

Abmad 8hah Durfind. ... .......oovveiiic i 1752-1769 (d. 1773)
TimarShah .. ... 1769-1792
Bhih Zamin ..........ciiiiiii i 1793-179%

1 This raj& beeame a Musnimin; and one of his daughters married Farrukhsiyr, but retained
her Hindg faith.
[16]
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3. GarwiL

Tehri-Garhwil, a small state lying far within the Himalayan boundary
and far to the east of Kangra, supported a considerable school of painting
in a style related to that of Kangra, before and after the close of the eight-
eenth century. The names of a few of the painters are known.! At the
close of the seventeenth century {wo Hindu painters from the Mughal
court, vis. SyAm Dis and Hari Dis accompanied Sulaimén Shukoh to
Garhwal. The work of the latter’s great-grandson, Mola Rim (1760-
1833), painter and poet, is fairly well known; in the present Catalogue,
Nos. CLXX, CCCXXYV, CCCXXXTV, CCCXXXVI, ('CCL together
with Nos. DCLXXXIV, DCLXXXYV and some other floral designs have
been attributed to him. Works by his colleagues Minaku and Chaitu
have also been published.? Mola Ram'’s grandson, Balak Rim Siih, him-
self a painter of but small significance, has been the medium through which
the Garhwal paintings and drawings first reached the outer world (Alla-
habad Exhibition of 1911). Most of the portraits obtained from this souree
are reserved for the Catalogue of Mughal paintings: some apparently date
from the seventeenth century, others from the cighteenth and nincteenth.
The following is a partial list of Garhwali rajis:

Prthvi Sah
Medini §ah
Jaikrt 8ah
Pradyuman Chand  late eighteenth and

[Gurkhas 1804-1815] early nineteenth eentury

} seventeenth century

Sudargan 8ah
4. SikH
Rasjit Sifgh? ...... 1839 Sher Bingh*. . 1840-1843
Kharak Sidgh. .. .. 1840 Dalip Siigh .. .. 18431846

It was under the tenth and last Guru, Govind Singh (1675-1708) that
the Sikhs were first organized as a military power. During the eighteenth

1 O, R P., p. 23, note 2; Mukandi Lal, Nates on Mol Ram, Riipam, 8, 1921.

2 Mehta, N. C., Two Pahari painters of Tehri-Garhweal: Manaku and Chadu, Ripam, 26, 1926.

1 Portrait reproduced by 8. X. Gupta, The Sikh achool of painting, Ripam, no. 12, 1922, pl. 1
No. DCXIX in this Catalogue.

1 Portrait reproduced by 8. N. Gupta, loc. eit, pl. 11,
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century the Sikh chieftains were subject to Afghin domination on the one
hand, and constantly at war with the Marathis on the other., But in 1799
the Sikh chief Rafjit Singh took Lahore from Shih Zaman (ca. 1792-
1816), the last Afghan ruler of the Pafjib, and assumed the title of Rajd;
in 1802 he made himself master of Amritsar, and soon extended his power
in the hills and even beyond the Satlaj. Rafijit Singh brought about the
ruin of all the Hill States, one by one,’and in 1809 all were subject to his
suzerainty. He died in 1839, and the Sikh kingdom did not long survive its
founder. By the treaty of Lahore, 1846, the British obtained the territory
hetween the Satlaj and the Bids, including Kangra and Jalandhar. Later,
Kafmir was made over to Gulab Singh of Jamad.

The Sikh style covers approximately the period 1775-1850.! Like the
Mughal, Sikh culture is one based on personal achievements, rather than
on any great aristocratie tradition. The religion uses no images and has no
mythology of its own. Quite naturally, therefore, the Sikh school is essen-
tially one of portraiture of the Sikh gurus ? and chiefs and courtiers singly
or in darbar; its merits do not appear in the expression of feeling or re-
ligious devotion, but in the recording of keen observations of character,
within the frame of a well-understood scheme of decorative composition.
But while the Mughal portrait style was created from Indian, Persian, and
European elements, that of the Sikhs is derived directlyfrom the decorative,
mouvementé art of the hills. It is not 8o much an original art, as one created
by selection, that is to say by the omission of religious and emphasis upon
personal motifs; and it owes its special appearance more to the fact of its
representation of the Sikh type and costume than to any original aesthetic
character. It is an extension and special development of a portrait scheme
already well developed in the hills (ef. Nos. DXCVI, DCI, and Vogel, J. Ph.,
Cat. Bhart Stngh Museum, pls. ivand v). Itisevident that the Sikhs as they
aequired social influence and gradually became masters of the Hill States,
cemployed and imported Pah&pl painters, whose descendants, indeed,
still live and work in Amritsar (cf. Nos. DCXXXIII, DCXXXIV ete.),
where, it may be remarked, there still survive a good number of wall paint-

1 (., R. P, p. T4, and pl. Lxxvi; Gupta, 8. N., The Sikh School of painting, Rtipam, 12, 1922;
Goetz, H., Indische Miniaturcn der Sammiung Witliam Ruthensfein, pp. 56, 57, and fig, 19; Sunga
Prakseh, fndian Art, Fmpire Magazine, London, Jan., 1912,

¢ None of these, in Sikh siyle, can be regarded as contemporary with the Gurus, of course.
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ings in the Sikh gurdvdras, forts, and private houses.! Sher Singh continued
the patronage of painters in hisfather’s time. Von Ohrlich was present at a,
darbar of Sher Singh at Lahore in 1842 and writes “on oceasions of this
kind it is customary for the Indian nobles to bring the artist attached to
the court to take the portraits of those present. The painter of Sher
Singh was, therefore, incessantly occupied in sketching with a black lead
pencil those likenesses which were afterwards to be copied in water colours,
in order that they might adorn the walls of the royal palace; nnd some of
them were admirably executed. I was among the honoured few, and the
artist was very particular in making a faithful representation of my uni-
form and hat and feathers.”® As remarked by Gupta (loc. cif., p. 127),
“The Kangra artists brought with them the traditions of their own in-
digenous school, but onee they left the surroundings associated with their
hereditary art they could not maintain their individuality for long. In the
plains they came in contact with the growing influence of the Europeanised
Delhi miniatures on paper and ivory. This seriously affeeted the work of
the artists of the Sikh court, who instead of keeping to their own traditions
produced a hybrid art.”

Sikh costume to a large extent reflects the influence of the Afghans, who
from the time of Ahmad Shah Duréni to that of Shih Zamian controlled
the Panjab.®

! Gupta, 8. N., loe. cit., p. 127; Vogel, J. Ph., Hisforical nofex on the Lahore fort, J. P IHist. Soe.,
11, 1911, pp. 61-53.

 Reise in Indien, Leipsig, 1845. Ciupta, R. X., loe. eil, reprodaces *Sikh’ portraits of Willinn
Mooreroft and Herbert Benjamin Edwards. Other Indian portraits of uropeans, not necessarily
in Sikh style, include: James Tod (A. 8. 1., A. I, 10071908, p. 220); Gen. Perron and wife (B3 M.
Ms., Or. 375, Rieu, Cat. Pers. Mgs., p. 785): Col. James Bkinner (13. M. Ms. Add. 27,251, Rie,
Cal. Pers. Mss., p. 302); Richard Johnson, frem B, M. Ms. Or. 6633, Some reproduced from 1he
Johnson Albums (Ammold, T. W., The Johnaon Collection in the India COffice Library, Rpanm, i, 1921);
snother in B, M. Ms. Add. 18803; some others in A. K. L, Lonn exbibition of entiquitics, {oronation

Durbar, 1911, Caleutta, n. d. In this Catalogue, see No. DXII (Lord Metealfe).
3 Goets, Kostam und Mode, pp. 95-100.
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RAJPUT PAINTING: TECHNIQUE

The most important facts to be observed here are that the vast ma-
jority of the extant works are paintings or drawings on paper, usually con-
sisting of a sufficient number of attached sheets to have the consistency of
thin cardboard, and that all of the work, apart from occasional charcoal
transfers produced by tracing or pounding, is done with a brush. There is
no drawing with a pen and ink; but in some cases an original grey outline
is present, with ill-defined edges, and this must have been made with a
hard pencil like the kiffalekhan? described by Sri Kumara.?

In the typical case, a first sketch of the subject is made with a brush in
light red, — very rarely in yellow, — and over this is laid a white priming,
which 18 made very smocoth or even burnished. The underdrawing
shows through this priming rather clearly. The subject is then redrawn,
often with much modification, in brown or black. Next the background —
sky, trees, architecture, etc. —is coloured, leaving the figures white.
Finally the figures are coloured and given precision by a final outline, in
red or black. Sometimes the coloured surface is thick enough to break
away from the paper, leaving only the underdrawing, just as in the ease of
the Ajanta frescoes, where the technique is essentially the same, Some-
times the white priming is omitted altogether. The medium employed was
probably a starch paste.? The artists prepared their own colours and made
their own brushes. A representation of an artist at work will be found in
No. CCCXLIV, Plate XCIX.

As might be expected from the above aceount, the same compositions
frequently recur, reproduced in detail or in part. Methods of reproduetion
other than direct copying or eopying from conscious or unconseious mem-
ory, included tracing on transparent paper or ekin; if necessary, the tracing
so made could be pasted down on stouter paper and developed into a fin-

! The technique of Mughal painting en paper, which is almost the same as, and largely derived
from Indisn sources, is well, and more fully, deseribed by Percy Brown, Indian patnting under the
Mughals, ch. IX.

? Bee translation, Coomaraswamy, in Bir Ashutosh Mookerji Memorial Volume (in press);
and cof. Brown, P., in Indian patnling under the Mughals, 1924, p. 186.

* H, L. Fischer, Indische Malerei, Zeit. fur bild. Kunst, N. F. 1, 1890, states, as & result of

chemical analysis, that the medium employed was ‘Dextrin-gummi,’ and that the same was used
to saturate the paper and as & varnish.
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ished picture. In other cases reproduction by pouncing was res'orted to,
the outlines of the sketch or cartoon being pricked with innumerable fine
holes; this was done in the case not only of the large eartoons for wall paint-
ings, but also of quite small pictures, #nd, very commonly, of designs.

A great many works are found in an unfinished state. These in most
ecases represent “unpublished” notes and sketches belonging to the artists,
and such collections were handed down in artist’s families from father to
son in pupillary succession. In case of a commission being given for a par-
ticular subject, these sketches would be resorted to, and used with more or
less modification. Many of the most charming are in the stage of having
the background, but not the figures, coloured. On many sketches where
there is no colour the names of the colours to be employed in various parts
of the picture are indicated in writing, see especially No. (CCCXLII
(Plate CXI). It is possible that in some cases the design alone was pre-
pared by the master, the colouring to be added by pupils or assistants.
The following names of eolours have been noted on various sketches in
the Museum collections and elsewhere:

abarage (Gb-re-ngy . . . . . . . . . .. ... .. pale grey

aBAMENT . . . . . . o . o e e e e e e sky blue

badami, badgmi . . . . . . . . . . . .. .. .. almond pink
edi,vapd . . . . . . . e silver

cerd,eehard . . . . . . . . . . L L ... light red (brick red)
divmra . . . . . .. .. .. ... .. . . smoky

gaerd,geur . . . . . . . . . . . ... ... . light yellow, golden
gulabd . . . . . L. L L Lo rose

k@rd . . . . e black

khaki . . . . . . .. e buff

lgl, sindhur, saindhuri, surakh, ktrm . . . . . . . . reds
maraingi,movaff . . . . . . . . . . . . ... orange

1 blue

savaj, s0f, 0008 . . . . . . .. o . ... ... green

sgidpislaki . . . . . . . .. .. ... oL pistachio

Y. 7 2 gold

suped, supeds, saped, sopadd, dhole, dhauls. . . . . white

vasand, pHE. . . . . . . . ... ... L yellows

BOBANE . . . . . - o e e e e e iris color (purple?)

The word hailkd following the name of a colour indicates a lighter shade. Almost all thene
names oceur on Kangra sketches of the late eighteenth and early nineteenth century.
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L}

Except in the case of portraits, — and here one often meets with half a
dozen sketches or studies of one and the same individual upon a single
sheet of paper, — it is probable that the artists never drew from life or
posed models (the late Pahayl Kangrd schools afford a partial exeep-
tion to this statement). On this account they were all the more able to
excel in the representations of movement, and the designing of crowded
compositions. An analysis of the drawings will show that the drawing
constituted a kind of language, rather than a formal imitation of particular
things; there are certain formule employed for features, hands, drapery,
water, and so forth, which the pupil aequired in the master’s atelier pre-
cisely as words might be learned. What the pupil learned was how to draw
& hand, an eye, a scarf, and so on; the actual use of these formuls, how-
ever, abstract and generalized as they may be, often produces an effect of
convincing reality. The drawings, In this sense, show a profound knowl-
edge of gesture and of drapery. The face is most often represented in
profile, sometimes in full or three-quarter view, or the head may be seen
from behind; but intermediate positions are hardly ever met with.! Aerial
perspective is rendered, in combination with “vertical projection,” but the
representation of lines converging to a vanishing point — in representa-
tions of architecture, for example — is not clearly understood. This de-
ficlency of science, it need hardly be said, in no way detracts from the ex-
pressive value of the art.

1 In old treatises on painting (Visaudhermotlaram, trana. 8. Kramrigch, Caleutts, 1924, and

Silparatna of & Kumiira, ¢h. 84, Trivandrum Sanekrit series, LXXY, 1022) five, nine, and thirteen
stances (stha@nam) are distinguished.
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COSTUME AND OTHER ACCESSORIES IN
RAJPUT PAINTING

THE costumes so clearly and lovingly delineated in Rijput paintings are
not only of great intrinsic interest, but at the same time provide material
which can be used in dating and localization.!

In the following pages are described the principal elements of the cos-
tumes represented in Rajput paintings, with historical notes.

Mare CosTuMme:
Ornaments
(@) Pigments, pastes, and dyes:

Tika, spot between the brows.

Chap, sectarian marks.

The finger and toe nails may also be dyed with henna on festival

occasions.

(b) Jewelry (@bharana, bhugana):

Sarpes, sarpefic, plume, of Mughal origin, often jewelled or
enamelled, worn in the turban.

Mald-band, a jewelled fillet worn on the turban. In certain of
the Pahapl pictures Rajas are represented wearing fresh
flowers in the turban.

Bala, earrings of thin wire on which are threaded two pearls
and a ruby. A smaller ring of the same kind is called murid.
Other earrings are called dar. birbali, ete.

Bhuj-band, armlet. Karnkana, hracelet.

Nupura, anklets,

Mukuta: the ecrown, generally five-pointed, worn by princes and deitios
in the Rajput paintings, as well as in Jaina miniatures. This crown is rather

1 Dr. Hermann Goets has studied the Rijput miniatures from this point of view and discusses
the social relations of the Rajput and Mughal eourts in Studien zur Rujpnden-Malered, Ostasintische
Zeitachrift, X, 1922-1923, and Indische Miniaturen in Munchner Volkerkunde M useum, Muncher
Jahrbuch der Bildenden Kunst, XIII, Sept. 2, 1923. He gives a tabular elassification of Mughal
atyles in Die Hoftrachien des Grosamoghul-Reiches, Ludwig-Maximilint’s Universitat, Munchen,
1923 }or the costume dating of early Ragmalix see below, p. 71; except un this peint, and for some
que~tions of terminology, I am in general agreement with Dr. GGoets' published conelugionk. Fur-
thet raterial on costume and jewelry may be gleaned from Wataon, J. F., Textile manufacture and
restumes of the people of India, London, 1866, pp. 53-57, footnotes; Pratinidhi, Bh, Pandit, The
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g tiara or diadem (ugnisa bhusane) than the high erown of the Ajanta
paintings and mediaeval sculpture: the term mukufa, however, is used in the
literature. The mora-mukufa is the peacock-crested crown worn by Krgma.

Pagri, paga, phenia, patia, patka, safd: the turban (Persian tharband,
classical Sanskrit ugnisd@). The many varieties of turbans are characteristic
of race, caste, period, and locality. Two main types are distinguished, as
follows: the pagr?, narrow and very long (e. g., about six inches by thirty
yards), and the sgfd, broader and shorter (e. g., about one yard by nine or
eleven yards). The former is characteristic in almost all Rajput paintings
of the seventeenth and eighteenth century: it often consists of two or more
pieces twisted together or superposed. The term is frequently met with in
eighteenth-century literature in connection with the Marithds and the
courts at Delhi and Oudh. A large loose pagri may be called dasiar. The
s@f@, now much worn in the Pafijab and Rajputana is perhaps not more
than a century old, and is probably of Afghin origin.

The use of turbans dates back to Vedic times, when the rija was spe-
cially so distinguished ; the turban is still an especially honorable garment.
The head is eovered on all occasions of ceremony; to remove the turban is
unceremonious. Although the turban appears so constantly in Indian
sculptures from the Sufga to the late Andhra periods, it is not seen at
Ajanti; here and in medizeval sculptures deities and kings wear high elabo-
rate crowns, persons of lower rank being bareheaded, or wearing a simple
kerchief. Nor is any turban represented in Gujariti (Jaina, ete.) paintings
of the fifteenth century.! In Réjput paintings, however, turbans and crowns

lines lo be fullowed in drawing the piclures for the Mahabharala edition, Annals of the Bhandarkar
Institute, 11T, 1, 1923; Baden-Powell, Panjab Producis, Vol. I1, Lahore, 1872; Mukhariji, T. N.,
Art Menufactures of India, Caleutta, 1888: Watt, 8ir (i, Indion A+t al Delhi, London, 1004;
Hendley, T. H., Indian Jewelry, Journal of Indian Art, Vol. XII, London, 1909, especially the
Introduction, and pp. 17-1%, and 44 (the last referring to Central Asian influences). For more
ancient costumes the student must reach the actual monuments- the material is abundant, and a
systamatic work on the subject, with references to the literature, and to the costumes of Persia
and Central Agia, js urgently needed.

1 A single exception appears in & leaf (in my possession) belonging to the same Ms, {a.D. 1461)
a8 No. 5 of the M. F. A, Catalogue of Jaina paintings and manuseripts. The personsge represented
is the Saka ‘Shahan Shaki” The turban is of a form similar io one often seen in Persian paintings
of about 1500, the material being wound over a pointed cap. The Gujarit! painter may well have
seen Persians wearing a turban of this kind, and may have deliberately represented this un-Indian
form as appropriate to a Saka king; the illustration has little bearing on the history of the turban
in India proper.
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are worn almost indifferently, both forms oecurring in series of p'aintings
by the same hand. That some pre-Mughal change of fashion had taken
place i~ indicated in & passage of one of the Maharig{r tales translated by
Jacobi — “ From that time on, kings were invested with the turban: before
this they were invested with the diadem.” ' Turbans are worn by women
only under exceptional circumstances. The Rajput pagri appears to
have been adopted at the Mughal céurt already in the time of Akbar, and
remains the typical head-dress of both Musalmins and Hindiis as repre-
sented in the paintings of the seventeenth and eighteenth centuries; the
form is unsymmetrical, sloping backwards, and bound by a transverse
band of different material. A jewelled mald-band may be tied round the
turban horizontally, and a plume (sarpe$, sarpefic) often richly jewelled or
enamelled, may be worn in the turbuan itself.

Topi: various forms of cap, some conical and bound with a fillet (cow-
herds), others with earflaps (Brihmans), are represented in Kangri paint-
ings.

Dhoti: the classical dhaufi, already usual at Bharhut and Saniei. This is
the lower body garment, forming with the scarf the essential part of classi-
cal Hindi costume as surviving from the earliest representations to the
present day. The dhofz measures about one yard by five; it is passed round
the body and tucked in at the waist, one end hanging loose, the remainder
closely folded and tucked in at the waist whence it hangs in close pleats,
while the first end left free is passed between the legs and tucked in at the
back. Details vary with the locality and tribe or caste. The pitambara,
‘yellow garment,’ is especially characteristic of Krsnpa. The langofi is o
kind of very narrow short dhoti worn in the same way and econstituting
the minimum of clothing. It is worn under the dhofi; or ulone, when work-
ing hard or bathing, or by the poorer classes and by ascetics. In Rijput
paintings it is often worn by the gopas, where the typical costume consists of
cap, and breeches, or lasigoti and dupaiia.

Dupatia: identical in form and usage with the classicel uffariye, seen at
Bharhut, still so-named in the Kathdsaritsdgara, and still in use. It is long
and relatively narrow; hanging over the left shoulder, it is passed round

1 Hertel, Ausgewahlle Erzahlungen in Mahdrasiri, Leipaig, 1908 {from Hemacandra’s Parzn-
slaparvan); trans. in Enghsh by Meyer, Hindu T'ales, 1909, p m. Hemacundra s work must have
been eomposed between 1159 and 1173 ..
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the back, under the right arm, and falls again over the left shoulder, so that
one end hangs in front of, and one behind the body, on the left. A wider
cloth is called cadar. Shawls (éala or dofala) of wool (KaSmir shawls) are
worn by men in the winter. Any form of searf or shawl may be worn either
with dhoti or afigarakha, and may be bound round the waist when actively
employed. The term &ala is sometimes applied to & scarf which is either
bound round the waist or worn as a turban.

Jama‘: (called takauchiyah by Abu’l Fagl, sarb gats by Akbar himself);
this court dress is a kind of frock coat with a full skirt. It is fastened at
the side at the shoulder and just above the waist, on the left when worn
by Hinds, on the right when worn by Musalmiins, though occasional ex-
ceptions oceur.! The skirt is open, and at first rarely extends below the
knee, becoming gradusally longer, and as worn by the Rajputs in the early
nineteenth eentury, reaching the ground (Nos, CCCCLXIII, CCCLXVII,
ete.). The jama' was evidently, in the sixteenth century, regarded as an
Indian, not as a Persian garment. As Goetz (Kostdm und Mode . . . p. 79)
remarks, *‘In Akbar’s time the Rajputs were still wearing the Muhamma-
dan jama' fastening on the left shoulder, which had gone out of fashion
amongst the latter ever since the time of the earliest Mongol invasions.”
The Mughals appear to have readopted it from the Rajputs at the same
time that they took over the female colf, skirt, and sari, ete. Abu’l Fazl
makes this clear when he says, * The lakauchiyah is & coat without lining,
of the Indran form. Formerly it had slits in the skirt, and was tied on the
left side; his Majesty has ordered it to be made with a round skirt, and to
be tied on the right side” (‘Ain-i-Akbari, Blochmann’s trans., 1.88). The
slits in the skirt of the jama' or takauchiyah may refer to actual slits, or to
the four-pointed prolongations of the skirt, two on each side, which con-
stituted a fashion prevalent at the Mughal court in the late sixteenth and
early seventeenth century. This form appears, almost to the exclusion of
any other in the Hamza Namah illustrations, ca. 1570; in the Rasikapriya
MS. (ca. 1600} and in a Gujarati MS. of the Kumdrasambhava ? of about

1 On Rhages pottery and in Mesopotamian paintings of the thirteenth century it fastens on the
left. Rejé Songrim, s Hind®, is represented with the jéma® fustening on the right in the Mughal
painting, ca. 1605, reproduced in B. C. Clarke, Indian Drawings . . . Wantage Beguert, pl. 7.

* Incoraplete, but presumably the work of Réjasekhara, a Jaina author of the fourteenth
century.
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the same date, in my possession, it appears side by side with the plain
form. The latter alone appears in Rijput paintings, with the possible ex-
ception of No. XXIX in this Catalogue; and in older Gujariti (Jaina)
MSS of the fifteenth century.! Thus, while the pointed skirt gives some
clue to date, I am inclined to believe. inasmuch as the fashion never in-
volved the complete abandonment of the plain form, that works in which
it does not appear are not necessarily late.

The jama‘ belongs to the side-fastening frock-coat type of garment of
which the natural home is in Central Asia and China, and must have been
brought thence to India at some time. From what has been said above, it
will be seen that this time must have antedated the Mughal period, when
it was regarded as an ‘Indian form.” Thus, although constantly represented
in the earliest Rajput paintings,” and worn alternatively with the dhoft,
even, though somewhat unsuitably, in the case of representations of Kysna,
it need not there be regarded as in itself any evidence of Mughal influence.
At the present day, the jdma' is still worn by old-fashioned Brihmans in the
hills; and by Hind@ bridegrooms as a wedding costume, in the latter ease
not without protest on the part of those who regard the costume as of
Mughal origin and in some sense a relic of Muhammadan rule, others
arguing that it dates back to the epic period. 8o far us I know the jama’
cannot be traced in the mediaeval or Gupta periods. But it appears un-
mistakably in the Kusgina art of Mathura; here I refer, not to the gaba-
or coga-like coats of the portrait statues and coins of Kugina kings in which
there is a median opening, but to reliefs such as B 47 in the Lucknow
Museum, and others in the Mathura Museumn (Pl. CXXXTI), representing
donors, in other words Indians of ordinary rank, as wearing a frock coat
fastening on the left, and not to be distinguished from the Rajput jama’,
nor from the Mughal jama' except in the position of the fastening. It scems
by no means unlikely that the jdma‘ was first brought into India by the
Seythians or Kugnas and remained in use, to some extent at least, ever
since, particularly amongst the Rajputs, many of whom were themselves
of Central Asian origin. The coat of the same type, but fastening on the

1 Only in representations of the Saka king Gardhabhilla, but fastening on the left Cafalogue

Indion Collections, IV, p. 36 and pl. 6, no. 2.
* Also in the rare fragments of contemporary sculpture, 85 Hlustrated in PI CXXXI.
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right, worn by the Bhutanese, is more likely of direct Mongolian than of
any old Indian or Mughal origin.

From these data, while it appears certain that the jama‘ was known in
India before the Mughal period, it cannot be determined how far it had
been in general use by Hindfis properly so-called; it 18 by no means im-
possible that its very general adoption by Rajputs as an official costume,
about 1600, must be ascribed to Mughal influence.

The art and usage of the jama‘ vary with passing fashion. As we have
remarked, from about 1575-1614, the four-pointed skirt and plain skirt
were in simultaneous use; then the skirt is always plain, but extends only
a little below the knee; finally it almost touches the ground.

Capkan: a coat, usually of moderate length, fastening on the left side at
neck and waist. It would be double-breasted, but the outer layer is eut out
in a sweeping curve extending from neck to waist. It is close-fitting over
the chest, but the skirt is open and moderately full. It is now commonly
worn by Rajputs, also by Nawabs (Musalman aristocracy) and the old-
fashioned gentry as a formal dress in the United Provinces. It is not un-
commonly represented in R&jput portraits of persons belonging to the
middle classes.

Angarkha, anarkha: literally ‘body-protection,” a name sapplieable
specifically to a shorter and less elegant capkan as worn by Réjput peas-
ants; and more generally to any coat of either capkan or acakan type. Also
called kamri.

Acakan {etymological equivalents Sanskrit aficaka, Prakrt keficuka,
synonym in Urdii &iredni): a long coat tight-fitting over the chest, but
with a moderately full skirt; opening down the centre, with numerous
(usually five) fastenings between the neck and waist; the skirt has an ex-
tension or flap (bdlabar) which may be worn either inside or outside.
Mainly worn by Muhammadans, nowadays also by Hindis in the United
Provinces as semi-formal costume. The form is evidently of Persian origin
and does not antedate the Mughal period.

Qaba, ‘abd: an overgarment, or cloak, used for warmth, as a Muham-
madan court garment, fastening in the middle at the waist only. Practi-
cally identical with the Ka&miri and modern coga, worn by Hindis and
Mubammadans. Evidently of Persian origin in the Mughal period. The
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coga proper is sometimes represented in Sikh portraits and is now com-
monly worn by Paiijabis and KaSmiris.

Kach: short, tight breeches worn by young men, especially by the cow-
herds in many Pahari paintings.

Paijéma, ijydra: trousers, worn by men or women, of varying cut.
The typical form is tight and wrinkled below the knee, and too long for the
leg; the consequent wrinkling has given rise to the common designation
curiddr, ‘like bangles,’ applied in the same way to wrinkled sleeves. Some
use of trousers in India may date from the Kusina period, but in the
Mughal-Réjput period and in modern usage they are commonly regarded
as of Muhammadan origin.

Keomarband, patukd: sash, bound round the waist, with hanging ends,
worn over dhofi or avigarkha. Various types of dupafld may be worn op-
tionally as head-dress or girdle.

FemaLE CosTUME
(e) Pigments, dyes, and pastes;
Mdga: vermilion mark on the parting of the hair, used only sub-
sequent to marriage and discarded in widowhood.
Tika, tilaka: spot of vermilion, or sandal paste, between the
brows.
Chép: sectarian marks, made with sandal paste (candana).
Mahavdira, laksa: red dye (cochineal) applicd to the palms of the
hands and soles of the feet.
Afijana: collyrium used for the eyes.
Mihamda: the finger and toe nails are dyed with henna but are so
represented in Rijput paintings only from the mid-seventeenth
century onward. Tattoo marks, although in common use,' are
not represented in the paintings.
(b) Jewelry (abharana, bhusana):

Conk: hemispherical or conical wrought metal ornament worn on
the top of the head in parts of the Pafijgh.
Sir-méaga: pearl thread worn in the parting of the hair.
Dherhi or tikG: forehead pendant (may form part of the sir-mdga).

! Cimningham, The Stupa of Bharhut, London, 1879, pl. 111, luard, C K, Tatlvowngin (‘eniral

India, Indisn Antiquary, XXTIT, 1004.
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Siéa-phiil, §16a-mant, siraj, jewels worn on the hair.

Sinthi?, a tripartite flexible ornament covering the parting of the
hair, and the edge of the hair along the brow as far as the ear on
both sides.

Natha, besara, besari, nose rings, the former piercing the nostril,
the latter the cartilage of the nose. The natha may have a leaf-
shaped gold pendant, latakana, to which small juganu may be
added.

Bena, forehead ornament; cand-bena, a crescent-shaped pendant
worn on the forehead or hair; juganu, generie term for a pendant
of any kind.

Karn-phil, ear-flower, earring, the large round kind. Many
other earrings are in use; e. g., a kind with a bell-shaped pendant
(Fhumka); and the series of small rings (bali or balié) worn on the
upper part of the ear. Other forms include dhérhi, dédi, chara
(with pearls), ete.

Mala, hdra, many varieties of necklace, each having its own name,
e. g., candrahara, paficalari.

Dhukadhukt, necklace hanging low on the breast.

Bhuja-band, armlet.

Karikana, bracelet; curi, glass bangle; kara, nargari, ete.
Kinkini, girdle of bells.

Mudra, mundari, finger rings.

Hath-phil, ornament covering the back of the hand, and attached
to finger rings.

Challa, toe rings; anavata or ariguthd, great-toe ring, sometimes
with a mirror; bickud, toe ring with a bell.

Nupura, jehara, tehara, anklets. The use of gold anklets is in
gecordanee with Rajput practice. Elsewhere in Indis, gold orna-
ments are not worn below the waist.
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CosTUME PROPER

Sart: the Sanskrit sdf, sdfikd. The typieal Hinddi woman’s costume;
a piece of material at least one yard in width and eight in length.
The sdri alone is worn at home or when visiting the temple, and in this
case forms a garment complete in itself; otherwise, as commonly repre-
sented in Rajput paintings of all periods, over skirt and coi. The lower
part is arranged like & dhoft go far as the close folds hanging down in front
are concerned; but when the skirt is worn, the free end cannot be passed
between the legs, 8o that the lower part of the sa@r7 forms an overskirt with
a gathering of narrow vertical folds in front. When, as is generally the
case, both in the paintings and in modern usage, the sdrs is of thin trans-
parent muslin, this ‘overskirt’ is almost invisible except where the thick-
ness of the folds makes its colors evident. The rest of the sdri is passed
under the left arm, over the head, forming a veil or wimple (ahcalo, @hcala,
aicard), and then hangs down over the right shoulder. In easc no colf is
worn, the end of the s@% may be drawn across the breast from right to left
and tucked into the skirt-band (nibibandha) on the left.

The word self is rarely used, but the term seld@ricala oceurs in the sense
of aticala as above described. The word aricala is also applicable to a
dupatia, which serves the same purpose as the upper part of the sari.

The oldest representation of a s@r? worn in modcern fashion to which 1
can refer appears on a Gupta architrave from Garhwa.’

Dupatie (ancala, orhni, ete., the classical uffdriya). A searf or long nar-
row shawl, generally of decorated, more or less transparent, muslin,. Worn
over the breast and head as a veil, partly or completely coneealing the face.
Khes is a larger and more richly decorated heavy silk dupatla, formerly
made in the Paijib. The cadar (*chudder”) is usually a larger, often
square ‘sheet’ worn over the head and upper part of the body; in some cases
the cadar is woolen and worn for warmth (No. CCCCXXXYV). The em-
broidered, usually approximately square, phulkdr? is a kind of heavy cotton
cadar or orhni worn by the Panjab Jats. Sala (‘shawl’), and doéala are
likewise often of wool and worn for warmth; the well-known Ka&mir shawls
are the charaeteristic type {most of the single square forms being made for
European usage).

1 Burgess, Ancient Monuments, p. 242, lower right.
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The ;;erms dupatia and orkni are applicable to practically all examples
seen in R&jput paintings. The dupalfa is worn with skirt and coli, over the
jagult, in which case it is often of the same colour and material, or over the
pesvdj. With a sari, the dupatia is of course unnecessary, as the end of the
sdir? itself serves the purpose of the aricala.

Colt and argiya. The tight-fitting, shaped bodice, covering the breasts,
having very short sleeves and fastened by strings at the back; the colf and
afgiyd are similar in front view, but the former leaves the back bare, the
latter coversit. Asfar as can be made out the garment usually represented
in the Rajput paintings is the colt and this form is the most usual in
modern usage. The term used in Sanskrit and classical Hindi literature is
usually kuficak?, keficuka, or kaficu. A bodice is clearly recognizable on a
Mathuré Kusana railing pillar.! It appears at Ajants.? where it is of plain
or flowered material, extends well below the breasts, fastens at the back
but does not leave the back exposed, and has short tight sleeves. At
Ajantd and in early mediaeval sculpture (Mamallapuram) we also find the
breast-band (sthandvarana, sthanotiariya), which is something like the
modern Javancse slendang, but tighter and narrower. Both bodice and
breast-band occur sparingly in the Ajapta paintings; they are worn only by
women of inferior rank, women of higher position being invariably nude
to the waist, except for jewelry {in parts of R&jputana at the present day
the coli is worn only by dancing girls). Both bodice and breast-band are
unmistakably depicted in the fifth-eentury paintings of Sigiriya in Ceylon.?
The Bengali and Naipall miniatures * and Burmese frescoes ® of the eleventh
and twelfth centuries and Gujarati miniatures © of the fifteenth century, and

1 Kramrisch, 8., Grundzuge der indischen Kunat, pl. 19 (A 84 Lucknow Museum). The bodice
is elaborately decorated and has long sleeves extending to the wrist.

t Qriffiths, J., The paintings in the Buddhisi cave temples of Ajunta, London, 1896-1897, 1,
pls. 18, 30, 67. A shert tight tunic of corresponding forn i8 worn by men of inferior rank, particu-
larly soldiers, loc. cit., pls. 71, 72, A peculiar garment without sleeves, but extending in front to
far below the waist is worn by dancing girle, ler. cit., pl. 30, and this appears to be a bodice with a
loose extensmon covering the stomach: this is also well seen in some of the Deogarh reliefs.

: Ball, H.C.P.,in A. 8. C., A, R., for 1905.

1 Foucher, A., L'Jconographie bouddhique de Inde, 1., pl. 1x, fig. 6; Vredenberg, E., Continuily
of piclorial tradition in the art of India, Ripatn, noa. 1 and 2, Celeutta, 1920; Coomaraswamy,
A. K., Portfolio of Indian Art, Boston, 1923, pls. 33-33.

» Duroiselle, Ch., in A. $. 1, A. R., 1915-1916, p. 87, and pl. 1. The bodice extends below the
breasta, but not very {ar below.

¢ Huttemann, W.. Minialuren zum Jinacorila, Baessler Archiv IV, Leipsig, 1914; Coomara-
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the Birbhfim ! miniatures of the sixteenth and seventeenth centuries all
show the colf in general use. An elaborate kaficuki is scen on the well-
known figure of Durg, from the thirteenth-century temple at Singaséri,
Java.? The bodice is mentioned incidentally in classical and medineval
Sanskrit texts such as the Brahmapda * and Bhdgaratd Purdnaes, Banas's
Hargacarita. and the Kathdsaritsdgara, and by Vidyapati, Muhammad Jaisi
and other classical Hindi writers. It plays an important part in R&jput
chivalric customs. The ¢olt is thus, although a tailored garment, evi-
dently by many centuries pre-Muhammadan. In view of the numerous
representations and references dating from the Gupta period it scoms un-
necessary to suppose that it originated only in connection with a speeial
usage of the Durgd cult in Kasmir, as suggested by Goelz.* In modern
India the colf is in general use in Southern (Tamil) India, but not in
Malabar.

In Mughal painting of the late sixteenth century the colt forms a con-
stant part of the court ladies’ costume of Rijput type, extending some
distance below the breasts. In cven the earliest Rajput paintings it ix dis-
tinetly shorter, and in later examples is greatly abbreviated. In actual
usage at the present day a small segment of the under side of the breast is
very often visible.

Kurti. A shirt-like garment, falling a little below the waist, with full
or half sleeves, a moderate central or lateral opening at the neck, and two
fastenings. The Paiijabi form, open all the way down, is probably a recent
development, both kurtd and kurfi being essentially chemise or vest-like
garments put on over the head. The woman's Aurti is perhaps deseended
awamy, A. K., Nofes on Jaina arl, Journal of Indian art, no. 127, Landon, 1914, Cuialogue of the
Indian Collections in the M. F. A., Pt. 4, Jaina paivlings and mamiseriple, Boston, 1921; wee alwo
fig. A on Plate CXXX in this Catalogue. Mehta, X. C., Indian pmnting 1n the fifteenth contury,
Riipam, nos, 22-23, 1925,

1 fen, Dinesch Chandra, History of Bengali langunge and Hlerature, Caleuttn, 1991; Bonga
Sahitya Parichaya, Typical aclections from Bengali literalure, Culeutta, 1914, pls. vi, v, g
Goetz, H., Kostum und Mode . . ., Jahrh, as. Kunst, 1924, fig. 1.

2 Ars Asiatica, VIII, pl. xxvI.

* Brahmanda Purdnag, ¢h. 21, vv. 21-23, Kurukulld i~ deseribed as wearing a dark hodier
{yama-kefcuka), the text heing quoted by Shastri, H., Origin and cull of Targ, Mem, A B 1L, 20,
1925, The Brakmdnda Purdna is probahly not later than the fifth century.

1 GGoetz, H., Dir Tscholi. Ein Beilrag zur Gesehichie der indischen Fraventracht. Zeit. fur hist.
Waffen und Kostimkunde, Berlin, 1924.
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from the long loose tunic represented in Sunga terra-cottas® and some
Gandhira sculptures. It appears in Pahari paintings only in one or two
examples of nineteenth-century date. The kurti is usually worn with a skirt
and dupaffa, and is characteristically a Pafijabi garment; No. CCCXCVI
(M. F. A. 17.2566) 18 one of very few examples found in Rijput paintings.

Ghagard, lahtigd, daman. The skirt, usually gathered at the waist and
more or less full; in some cases (Marwar) consisting of as much as twenty-
five yards of material. Richly embroidered types are found in Kathiawar.
No kind of skirt is represented in Ajaptd paintings, but a railing pillar
from Mathura of Kugéna date (B 86 in the Lucknow Museum) represents
a gopt wearing an unmistakable s@rong, overfolded from the waist to form
a partly double skirt. The sdrong, however, as now worn in the East seems
to be a garment of Malay origin; it is never seen in Rajput paintings, nor is
it really analogous to the Rajput skirt, which is gathered onto a regular
waist-band (nibibandha), through which a braid is passed, and tied in front
or at the side. More probably a true skirt is the decorated garment repre-
sented on another Kusina railing pillar, A 84 in the Lucknow Museum,
Kramrisch, Grundziige der indischen Kunst, pl. 19. An unmistakable skirt
is represented in the Bikanir terra-cotta mentioned below. In the Jami
{Nos. LXXII ete., CCXXV, CCCIX) and other early types represented in
the Rijput paintings (No. CCXIV), and also on the Bengali book covers,
the skirt is usually decorated with horizontal stripes or a border; the later
types are more often vertically striped or flowered. A form with a short
flounce or frill attached to the waistband is exceptional (No. CCLII), but
also appears in seulpture of about 1600 a.p. (fig. ¢ on Pl. CXXXI); also
in the much older, late Kusana or early Gupta Ddna Lid scene repre-
sented in a Biksanir terra-cotta.? The skirt is typically worn with colf and
sGrt or dupatia. In the case of the joguli and peévdj no separate skirt is
required. In some cases a skirt is worn over trousers,

Jarnguli or jaguli. A complete dress combining bodice and ekirt. This
is the very characteristic late Kangra high-waisted ‘ Empire gown,’ fasten-
ing at the neck and waist, and open between the fastenings; the sleeves are
long, tight, and wrinkled (euridd@r?) with elegantly turned cuffs; the skirt is

8.1,A.R,1917-1918, pt 1,pl xim,7,and M. F. A, 25 448,
A R, 1917-1918, pt. 1, pl xu, 3.
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long and moderately full, and open down the front, so that the paijamas
are seen whenever its panels are displaced in movement, This garment is
worn only by women and children; by adults at the present day only in the
remoter hills. It is worn over paijamas (never over a skirt), usually with-
out & coll, and always with a dupatia.

What seems to be an earlier form of the same garment appears ocea-
sionally in Mughal peintings of the time of 8hah Jahan and in Pahap
paintings of the Jami school datable in the seventeenth century, which
examples appear in No. CCCIV, ete. of this Catalogue (M. F. A, 17.2783)
and in the Munich Volkerkunde Museum (13.92.13).' Here there is a con-
siderable déecolletage, bordered with jabots in the form of a bertha, or with
bands of gold or silver lace, and there is only one fastening, just above the
waist. This earlier janguli is generally of very thin transparent muslin,
plain or flowered; the later Kingra form is often opaque. Baden-Powell ®
quotes the term doru as applicable to the Kangra woman's gown ‘which
covers the whole body, fitting close under the neek’; this is presumably a
gynonym for jagult. The garment is probably of Turki origin; worn by the
Dogra Rajputnis in the seventeenth century, it may have been borrowed
from the Mughal zenanas of the time of the Lahore ecapital and close rela-
tions between the Mughal and Pah&ri Rajput courts.

Pesva;: this garment is related to the jariguli inasmuch as it constitutes
a whole dress combining bodice and skirt. It was worn originally, as re-
marked by Watson, by Musalmén brides, and on festival oecasions, and
later by Musalman daneing girls and hy Hindii women who dance in the
same manner, and is still used by the latter. The material is usually very
richly decorated. The décolletage is sufficient to show the neeklaces; over
the breast and stomach the bodice is highly fastened by means of loops on
the inside, and below this is a skirt like that of the jagufi. I do not know
of any unmistakable representation of the pesvdi in Rijput painting.
The term peévd; applies also to a light-fitting tunic worn by Muhammadan
men (A’in-i-Akbarl, 1, 89: ef. Goetz, Kostiim und Mode, . . . p. 73, and Kiih-
nel and Goetz, Indische Buchmaleret, p. 31).

Paijdma, ijyara, §alvar: trousers adopted by HindQ women evidently

L Goetz, H., Indizche Miniaturen ym munchener Volkerkunde Musewm, Munchner Jabrb, der
Volkerkunde, XIII, 1923, fig. 4. 2 Pamab manufaciure, vol 11, p 107.
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under Mughal influence, and worn under the jagult, as represented in the
Kangra paintings of the eighteenth and early nineteenth century, the gaily
coloured trousers showing through the transparent gown.

SumMARY oF THE CHANGES TRACEABLE 1IN CosTuMEs REPRESENTED IN
GuIArRATI aNp RAJPUT PAINTING FROM THE FIFTEENTH TC THE
NineTeentHs CENTURY

Jaina minialures: male costume. Royalties and deities or saints in glory
wear diadem, dhoti, and dupaffa, and large round earrings (karn-phul type);
no kamarband. The Saka king, however, is represented in & costume more
of Mughal character — crown or helmet, jame' buttoning to the left; or
chain armor, trousers, and boots. Some soldiers of the Saka army appear
to wear j@éma' buttoning to the right, combined with chain armor. Brah-
mans and all other males with the exception of royalties are represented as
barcheaded. No turban is anywhere to be found. Queens wear the tiara
(or more informally are barcheaded), dhotf, coli, and dupatld; karn-phul,
and other jewelry. The costume of female attendants is similar, without
the erown.

Rajpul, early group contemporary with Akbar and Jahangir: male
costume. Hindi gold mukuia; round turban, or Dakhani turban, with
or without sarpe§. The crown and both types of turban oceur in the
Rasikapriya MS. and in the early Ragmalas. Dhott and dupaitd; or jama*
and paizama, with cither headdress. In the reign of Akbar the jdma‘ has
usually, but by no means invariably, two points projecting downwards on
cach side; subsequently it is of even length all round. Both forms oceur
in the Rasikapriyd MS. which is not in pure Rijput style (M.F.A.) and
in a M8. (Gujarati) of the Kumarasambhava of about the same date, the
latter in my possession; the plainer form, associated with mutton-chop
whiskers and shading on the armpits, is characteristic of the early Rag-
mdlas. With the possible exception of No. XXXTIX, I know of no example
of the four-pointed skirt in pure Rajput painting and for this reason I
think that its absence affords no evidence of late date. Around the waist,
over the dhoft or angarkha is worn a stiff decorated (jarakast) sash (kamar-
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band). Sword and dagger (kaldra) are worn. Shadow is indicated on the
armpits roughly by means of a circular area of dots, contrasting with
the realistic indications of Mughal pietures. There is usually no beard, but
a cropped mutton-chop whisker and small moustache are worn; instead of
the latter there is often seen the Hinda ringlet or scorpion lock falling in
front of the ear. Rama is sometimes represented in armor, with helmet
and kamarband. The feet are bare in most cases. Black tassels oceasion-
ally form & part of the male costume. It is important to observe that the
purely Hindd and the Mughal type costumes occur side by side in the
same groups of paintings and were in use tegether, just as purely Hindid and
late Mughal or European forms are seen at the present day and may be
worn by the same individual on different occasions.

Female costume: consists typically of transparent sdr? worn over skirt
and bodice; with large black tassels (pompoms) attached {o bracelets and
armiets and at the waist. Sir-mdg, sis-phul, karn-phul, natha; and other
jewelry of usual type.

Architecture; of late sixteenth and early seventeenth century type
suggesting Bundelkhand rather than Rajputana, with roof pavilions reeall-
ing Akbar's tomb, and the Pafic Mahall at Fathpur Sikri. Trees formal
and decorative, generally associated with sprays of some flow ering, ereeper,
Black tassels often attached to cushions. Beds and seats often with very
thin black legs.

Rajput, middle and laiter part of seventcenth century: male costume.
The turban sloping farther back and sometimes overhanging at the back;
often with a jewelled fillet (malaband). The trunsverse ribhon rather
broader and tighter. The jama’ is longer and less often transparent, the
trousers more often striped. The mutton-chop whisker goes out of fashion,
but moustaches are larger and & pointed heard is very usual.

Female costume: no black tassels (pompoms), or very small and ineon-
spicuous. The materials richer. Trousers hegin to be worn, and also the
jagul, at first only by dancing girls, and in any ease exceptional. Farrings
now usually with a pendant. Heelless slippers are sometimes worn.

Architecture, elc.: more delicate, with greater use of white marble. The
hukka bowl characteristically globular (smoking is not seen at all in Rajput
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paintings before the time of Shah Jahan, though usual at the Mughal court
considerably earlier), Bidri ware is often seen.

Rajput, eighteenth century: male costume: no marked change, but the
J@ma' is much longer and plainer, without jabots; and it is more generally
used. The crown is not often found, except on deities. Occasionally the
influence of the Oudh court ecan be recognized in the form of the crown.
The turban projects at the back, and the eross band is tighter and wider.
Large flowing moustaches and cropped beards are characteristic.

Female costume: the former costume persists, but the jaguli trousers
and dupatld@ predominate in aristoeratic circles, and especially in Kangra.
Trousers are often worn under the skirt, which is larger and fuller. Ear-
rings with pendant (7hurka); or in some cases, with pearl tassels like those
worn at the late Mughal court in Oudh.

Architecture: the jharekhd with curved eaves is highly characteristic.
We find also small towers like minarets. The Ahukka bowl is bell-shaped,
of bidrl ware or Lucknow enamel. Formal gardens are often represented.
The landscape is much more realistically treated.

Rajput, nineleenth century: Pure Rajput costumes are little changed.
The double-breasted man's coat (capkan) fastening on both sides is often
seen in Rijasthin. The forms of the turban are very varied. The influ-
ence of styles prevailing at the late Mughal court in Oudh can sometimes
be recognized. In the Sikh school of the Paiijab, Afghan influence is felt;
large turbans and long pointed beards are characteristic, and long tight
trousers are worn under a coat (coga) with much shorter skirts; a large
ghawl is more usual than the narrow dupatla.
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ANCIENT MOTIFS IN RAJPUT PAINTING

It is interesting to recognize in Réjput paintings a great variety of
motifs, compositions, and formulae that oceur commonly in much older
Indian works or correspond to the phraseology of classical rhetorie. Some
of the more striking of these survivals include:

I. Compositions or formulas actually met with in older works:

Ramdyana: the closest parallel is presented in the ease of the episode in
which Rima is represented as lying transfixed by innumerable arrows,
discharged by the Rakéasas from above the clouds (No. XXVIII in this
Catalogue). This composition, with the surrounding besars and monkeys, is
essentially the same as that of the Ramayana relief on a column of the
Virupakéa temple at Badami (eighth ecentury A.p.).

Krsna-govardhanadhara and Dana Lila: both of these are found
amongst the Bikanir terra-cottas from Suratgarh, which are probably early
Gupta (A. 8.1, A. R, 1917-1918, pl. 1, p. 22 and pl. x1n, 1, 3), the former
also at Mathurd (D 47 in the Mathurg Museum) and with the Aaliya-
damana, ete., at Mandor (Bhandarkar, D. R.in A. 8. I, A, R., 1905 1906,
pp. 13511.).

Gajendra-moksa: at Deogarh, Vargha temple (A. 8. 1., A, R,, 1917-1918,
pl. 1, b and p. 7) and in the wall of the Gupta temple (Burgess, Ancient
Monuments, pl. 252). The former mediaeval, the latter of Gupta date,
Ci. C,, R. P., Plate xv1, which I now believe to be of Nepalese origin under
Réijput influence.

The water creature by which the elephant is seized is very variously
represented in R&jput paintings — sometimes as a crocodile, sometimes
as a sort of octopus, sometimes as a loathly worm. This variation suggests
that the whole motif may ultimately be derived from or parallel to the
Naéga Jataka, of which there is an illustration at Bharhut (Cunningham,
The stipa of Bharhut, p. 52 and pl. xxv, 2), where the elephant is seized by
a crab.

Gaja-Lakgmi: this subject, which goes back to the Fortune or Maya-
Devi type of Bharhut, Safici, and Orissd, occurs too often in early exam-
ples to need specific references.
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Catakas drinking rain drops: for an early central Asian example doubt-
less of Indian origin, see remarks on Nos. CLVIII, CCCXCIVs.

Pictures overlapping the frame: this peculiarity, common in paintings
of the Jami school (Nos. LXXII, CCI, CCVI, CCCXLIX, ete.) is found
in various early sculptures, e. ¢., basement of the Nandimandapa, Kailasa
temple, Eliira (Burgess, J., Report on the Elura cave temples, A. S, W. I,
VI. London, 1883, pl. xxxi1, 3), and Amaravati, several examples (Bur-
gess, J., Buddhist stupas of Amaravati and Jaggayyapeta, London, 1887,
pl. xx1).

Coniinuous narration; common at Bharhut, Saficl, and Amaravati. A
western origin has been suggested for this method (A. della Setta, La
Genest dello Scorcio nell’ arie greca, Rome, 1907): but it is curious that it is
only very rarely employed in Gandhédra. It is commonly found in Kangra
paintings, especially the Nala-Damayanfi and Hamir Hath series.

Bird’s eye perspective (vertical projection): characteristic of all Gujaratl
and Rajput paintings, the horizon being very near the upper margin of
the pieture. This feature is universal in Indian landsecape, e. g., already
at Bhaja. In oriental composition, above is generally equivalent to behind.

Representation of mouniains by superimposed mounds or arches: (C.,
R. P, pl. 11, and No. CCXX in this Catalogue). Universal on punch-
marked coins (so-called caitya of early numismatists); Gandhira (Dhar-
marajika stiipa, A. 8. 1., A. R., 1912-1913, pl. 1x, a); Amaravati {Burgess,
J., Buddhist stupas of Amaravaii and Jaggayyapeta, pl. Lv, 5; Mandor,
Bhandarkar, D. R., in A. 8. 1, A. R., 1905-1906, fig. 1. This is the usual
formula in Mesopotamia (Susa, Nineveh); it is found also in Crete. See
also Petrucei R., in Burlington Magazine, V, 29, 1916, p. 79 {extension of
same formula to China).

Peacocks on roafs (Nos. LI, LIX): common at Ajanta, e. g., Burgess, J.,
Ancient Monuments, pl. 198. At Bharbut.

Garden-wall background (No. CCCXLIX). A method of composition
in which the figures, ete., are represented against a background consisting
of the high wall of a garden, overtopped by trees. Old examples include
the Bhutesvar Sibi Jdtaka pillars (Foucher, A., in Mém. conec. 1’Asie
orientale, 111, 1919, pl. 111, 2, and Vogel, J. Ph., Exzcavations at Mathurd,
A. 8.1, A. R, 1909-1910, pl. xxv1), Ajanta Cave II (Griffiths, Frescoeg of
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Ajunta, Vol. I, pl. 7) and Nepalese book covers (20.589 in the Museum
of Fine Arts).

Genre scenes with a person peeping over a curtain: Mathurdi (Bhiutedvar)
pillars illustrating the Sibi Jataka (Foucher, A., Les répresentations des
Jalaka in Mém. conc. I’Asie orientale, III, 1919, pl. 111, 2); another railing
pillar from Mathurs, Coomaraswamy, Kunst und Kunsigewerbe Indiens
und Indonesiens, fig. 73.

Deswns of animals wnth one head common lo several bodies: see Nos.
DCLIV, DCLYV.

Cult of Nagas: see No. LXXVI,

II. Compositions and motifs corresponding to miscellancous references
and rhetorical phrases of the classical literature:

Ramayana No.XVII,ete.): Uttara Rama Carita of Bhavabhiiti.

Descent of the Ganges (Nos. CLVI, CLXXII, CLXXIII and C.,R. P,
pl. Lxv1): “pietures of Siva attended by Brogiriti” earved on rocks, Bana,
Kadambari, 278 (translation by C'. M. Ridding, London, 1896, p. 108).

Peacock’s feather (No. CCCLI}: see Riupam, No. 4, 1920,

The wreath of foam at a river's edge (C., K. P., pl. xrtvi1 b and Nos.
CCLXXXI, CCCXXXIII): Buddhacarita of Asvaghosa, X1I, 107, “like
the river Yamuna, with its dark blue water and its wreath of foam.”

Lotus faces of women leaning from balcomy windows (No. COXXXIII):
see also C., R. P, p. 30, note 3. Figures in baleonies are exceedingly
common in early Indian art.

Falling rain drops, lightning, cte. (Nos, LIII, CLVIII, CCCXXXIII,
CCCXXXIV, CCCXC(CIVs).

Lovers united in a painting (sec No. CCCXLIV).

Snakes and sandal trees: {INos. LVIII LXX). A commonplace associ-
ation in classical literature and cf. Bhisa's Srapnav@saradatia.

Deer enchanted by music (Nos. X, LXXI): a commonplace, e. g¢.,
Hemacandra, Pariéisiaparvan, 111, 194, and 1X 39 {truns. Hertel, 1908);
Bana, Kadambari (trans. Ridding, 1896, p. 95).
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THEMES OF RAJPUT PAINTING

Ricas anp RicrnIs

A favorite theme of RijasthAni painters is a set of illustrations to a
Ragmala or ‘Garland of Kagas,’ poems deseribing the thirty-six musical
modes. The Raga (m.) or Ragint (f.) consists of a selection of from five to
seven notes or rather intervals, distributed over the scale from C to C,
the entire gamut of twenty-two notes being never employed in a single
composition. The Rdga consists of full seven notes, the Raginis associ-
ated with each of the six leading Ragas being modifications or abbrevi-
ations of the full theme. The Raga or Ragini is further defined by character-
istic progressions, and a leading note to which the song constantly returns,
but on which it does not necessarily end. It is thus something more than
a mode — it is a ‘melody mould,” though not yet a song or tune, for the
number of songs or tunes that may be composed in a given Rdga or Ragini
cannot, be limited.

What is most important to observe is that the mode is known as clearly
by the mood it expresses and evokes as by the technical musical definition.
In other words, just as in old Greek music, the mode has in all cases a
characteristic ethos. The moods expressed by the Ragas and Raginis are
connected with phases of love as classified by Hindu rhetoricians, and are
appropriate to particular seasons or elements, e. ¢., to the Rainy Season or
to Fire, and all are definitely associated with particular hours of day or
night, when alone they may be appropriately sung. It is not without im-
portance to observe these proprieties, for the effect of a Rdga indiscreetly
employed may be such as to change the day into night, or to create a
general conflagration, If these effects are not nowadays observed it is
ascribed to the degeneracy of modern musicians. In any case, these effects
are deseriptive of the psychological reactions which HindG music never
fails to evoke in its own environment.

Réagmald paintings represent situations in human experience having the
same emotional content as that which forms the burden of the mode illus-
trated. In other words, the burden of the music, the flavor of the poem,
and the theme of the picture are identical. Inasmuch as emotional gitu-
ations have been elaborately subdivided and eclassified by the Hindii
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rhetoricians, in connection with literary and dramatic analysis, it follows
naturally that the pictorial and poetical themes of the Ragmalas often
coincide with those of the rhetorical classification {see above, Srngdra);
thus, Madhu-Madhavi Ragint (C., R. P., pl. 1) is an abhisarikd. Further,
inasmuch as the Krgne Lild is mainly concerned with the love relations
of Radhd and Kygna, these characters are frequently made use of in
illustrating the Rdgmald themes. Other pertinent situations are taken
from Pauranik mythology or epic legend.

The Ragmala pictures in series are especially charaeteristie of the early
Rajasthani school in Rajputana and Bundelkhand, where they predomi-
nate almost to the exclusion of all other subjects. They also oceur in con-
siderable numbers amongst the Pahirl paintings of the Jaml group, but
are practically unknown in Kangra. To a small extent in the seventeenth
century, and more often in the eighteenth, the themes of the Ragmalas are
taken up by Mughal and mixed Mughal-Rijput painters, and used merely
ag picturesque themes without, or with merely incidental reference, 10 the
original usage.

The early Rajasthani Ragmald pictures are the most archaie in aspeet,
most brilliant in color and purest in idiom of all Rajput works. From this,
and from the fact that the theme-types are well established and practically
constant (variations are common in the Jamd and Iater types), it would
seem likely that the tradition of Kagmdala puinting must be an old one,
No literary references are known which could throw light on the subject,
with the possible exception of the designation, in the Visnudharmotlaram,’
of a class of paintings as Vainika, or lyrical (literally, ‘of the lute’); these
being differentiated from the safvike (spiritual), ndgara (sceular), and
miéra (mixed). On the other hand, we know nothing of descriptive
Ragmala poems older than those found on the paintings themselves, and
these are apparently in a Bundelkhandi dialeet which is related to the
language of the Padumarati of Malik Muhammad Jaisi, which can hardly
be older than the beginning of the sixteenth century; and from this fact,
and the frequent representation of R&dha and Krgna as typical characters,
we should be inclined to infer that the Ragmald vogue should he connected
with the Vaisnava revival and vernacular literary production of the four-

v Kramnsch, 8, Vishnudhormotlaram, Caleutta, 1924, p 45.
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teenth to sixteenth centuries. That the style of the paintings, aside from
their themes, has a much older ancestry, is not in question; all that can be
said is that we have no proof of the existence of sets of Ragmala paintings
older than the oldest so far discovered, and that these can hardly antedate
the sixteenth century, and may not be older than the close of the sixteenth
century.

The language of the Régmala poems found on the paintings is in one
sense not of a high order; that is to say, the poems themselves are somewhat
lacking in literary elegance, and their vocabulary (and orthography) are
somewhat provincial. In another sense, in the sense of profundity, their
value is considerable. Whereas the Vaisnava lyrics, properly so defined,
adumbrate spiritual experiences in the terms of human passion, the
Ragmala poems deal with human emotion, but in speaking of the deepest
passion employ the technical phraseology of Yoga. The lover enters into
trance (dhydna) upon the Beloved, like a devotee (tap?) and loses her
identity in him “as the worm becomes the ichneumon,” a phrase usually
applied to a merging of the self in the experience of God; the term japiap,
nominally applied to the telling of beads, iz used with reference to the
constant repetition of the name of the Beloved.! Very often too, the de-
scriptive passages are exceedingly vivid, as for example when the poet
describes the close of a night of love:

When many a rite has been paid to the God of Love,
the morning dawns and it grows cool,

Now is Vibhiasa wearied out,
and sweet sleep steals upon the couch.?

The author of the Eagmala texts of Series 1 and 2 (Nos. I and IT-XVI)
in this Catalogue, one of 8.1 in the Fogg Art Museum, two of 8.2 in the
Freer Gallery, two of 5.2 in the Metropolitan Museum of Art, and one of
8.2 in the Cleveland Museum of Art (and a few still in my possession)
names himself Lachiman? The author of Series 3 (Nos. L and LI in this

! In the Indian tradition, the lover is feminine, the Beloved masculine,

1 Coumaraswamy, A. K., Hindi Ragmala texis, J. A. O. 8., XLIII, pp. 306-4089.

* Coomaraswamy, A. K., J. A, 0. 8,, loc. cit., p. 402. One picture perhaps from 8.2 is in the
British Museum (Heath, L.). Four others (8. §) in the style of 8.2, but not 4 part of the same series,

are in the eofleetion of Mr. A. Ghese, Caleutta; these are inseribed with dohds only, identies] with
those of B.2; une of these is reproduced by Ghose in the Indian Historical Quarterly, June, 1926.
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Catalogue) and British Museum Ms. Or. 2821 (the most complete text
known to me) remains anonymous.! The two texts above referred to are
quite distinct, but occasional phrases are eommon to both; in the same
way the representations differ, but with some resemblances. Both texts
are in the probably Bundelkhandi dialect above referred to, and the style
of architecture depicted suggests a similar source (? Orcha).

The author of the British Museum text of Ms., Or. Add. 26550 is a
poet by the name of Lil; this is a later text and in a more definitely
Rajasthani, probably Jaipur, dialect.? The foregoing list by no mcans ex-
hausts the total number of different Ragmala texts found on pictures in
various collections; the theme appears to have been a favorite one although
the only known texts are those found on the pictures.

Erics, RoMancEs, AND Puranas

The two great Indian epics in their various recensions and stages of
development have provided an inexhaustible storchouse upon which the
Indian poets, dramatists, and actors, painters and sculptors have con-
tinually drawn. The main outlines of thesc famous stories are o well
known that it would be superfluous to repeat them here at length,

The Mahabhéarata *

The wars of the Kurus and Piandavas. The latter, the five sons of
Pandu, are respectively Yudhigtira, Bhima, Arjuna, Nakula, and Sahadeva;
their blind unele Dhrtaristra rules in Hastinipura, and has s hundred
sons, the Kurus, of whom the chief is Duryodhana. Yudhigtira, however,

1 The text of Lippeheidsehe Bibliothek, 1474, Berlin, appents to e identical with that of 8.3
and B. M. 3Ma. (. 2821; T am indebted to Dr. H. Goets for transcriptione of Maladr? and Gunakali
Raginis from thin Ms. 1 have printed what ir probably the Dipnke Rage text (nissing in the
British Museum Mzg.) of this series in the Yearbook of Asiatic Art, Loudon, 1925,

% The word abhirma in the phrage pragate alhirama kahabai of fl. 2, 34, is u part of the de-
seriptive text, not as interpreted by Blumbardt (Calalogue of the Hindi, Povpabi and Hindudan:
manuscripts in the British Museum, London, 1899, p. 61). The suthor's name, 14l, appears on
fi. 10, 11, 12 in the phrase Lila kahas.

* Macdonell, A. A., Sanskrif Literature, london, 1900; Winternits, K., {reschichie der {ndirchen
Literatur, Vol. 1, Leipzig, 1908; Coomaraswamy and Nivedita, Myth« of the Hindus and Buddh-
ists; Roy, P. C., Mahabharata (prose transtation), Caleutta: 1884-1806; Dutt, M. N., Mabal-
harata (prose translation), Caleutta: 1895-1905; Dutt, R., Mahabbaratn, The Epic uf Ancient India,
Jondon, 1899; Griffith, R. T. H., Ramayana (verse translation), London, 1870-74, reprint Benares,
1895; Dutt, M. X., Ramayana (prose translation), Calcutta, 1502-14,
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is appointed heir-apparent, but is banished with his four brothers at the
instance of Duryodhana. The five Pandavas become allied to Drupada
and marry his daughter Draupadi. After many adventures they return to
Hastinapura and found the city of Delhi. But the hostility of the Kurus
is unabated. The five Pandavas being invited to a festival at the Kuru
court, Yudhigtira is induced to gamble with Sakuni, and is cheated, losing
in succession his wealth and kingdom, his brothers, himself, and Draupadi.
The latter is miraculously preserved from Duh#&fsana’s insults. The five
brothers and Draupadi are released but must go into exile for thirteen
years. Returning at the end of this period the Pandavas utterly destroy
the Kurus in the cighteen days’ battle which concludes the story of the
Great War.

Of the numerous myths, episodes, and romances included in the epic
the Bhagavad Gitd is the most important; and the story of Nala and
Damayanti is represented by an extensive series of Rajput drawings.

The Ramayana’

Numerous versions exist or have existed. The classic recension is the
Sanskrit text of Valmiki. R&ma is an avatdr of Visnu, and heir to the
throne of Ayodhyd. By the intrigue of his mother-in-law Kaikeyi, he is
banished for fourteen years, during which time he lives in the Himalayan
forests with his wife Sit& and brother Lakgmana, another brother acting
a8 Regent on the death of his father Dagaratha. While living in the forests,
Rams slays countless demons. Their chief is Ravana, ruler of Lanka across
the sea. Rivana has received the boon of immunity from the gods and
can be slain only by a man and it is to this end that Visnu has taken inear-
nation. Ravana decoys away Rima and Lakgmana by means of & magic
golden deer, and in their absence carries off Sita to Lanka. Rama now
enters into alliance with the monkey Hanuman, and later with Jambavan,
chief of the bears; a bridge is built across the sea, and siege laid to Lanka,
Rama and Laksmana being aided by a vast army of bears and monkeys
and by Vibhigana, Rivana’s brother. In the end Ravana is slain and Sita
recovered, and all return in triumph to Ayedhya.

! Translations by M. N. Dutt, Caleutta 1802-4; T. H. Griffiths, Benares 1870-74, and 1805;
Dutt, R. C., London, 1800; G. Gorressio (Italian), Parigi, 1847-58; H. Fauche (French), Paris,
1854-8.

[46]



RAJPUT PAINTINGS

One of the earliest deseriptions of Hindu painting that we possess
deseribes an extensive series of Ramayaena frescoes painted on the walls of
a palace (Bhavabhiiti, Uttarar@macarita, Act. 1); seulptured scencs from
the Rimdyana are represented on the basement of the Gupta temple at
Deogarh. The Ramdyana is represented in the Bhiri Singh Museum,
Cambé by an extensive series of paintings (D67-D150),! in the present
Catalogue mainly by Nos. XVII-XXIX from a large series probably of
Jami origin, as the annotations on unfinished sheets are written in Takri
characters.? The series is further remarkable for its unusual dimensions
(33 X 24 inches), and may be regarded as a transeript on paper of what
were essentially compositions designed for mural paintings. Another
series, from Kangra, includes Nos. XCV-XCIX; Rijasthini examples
inelude Nos. LXXXIV-LXXXVII. I do not know of any large series
of Mahdbhdrate illustrations: ? but isolated subjeets are illustrated in C.,
R. P, Pls. xxv1, xxvita and by Nos, XC, XCI, C in the present
Catalogue. The romance of Nala and Damayanti,* included in the Ra-
mayana, is however represented by an extensive serics of Pahdpi drawings,
Nos. CI-CXXX in this Catalogue (other examples in the Caleutta Art
Gallery, Metropolitan Museum of Art, and in my possession) which are
not only excellent examples of the Kangra galm at its best, but admirably
llustrate the intimate life of a Paharl court at the close of the cighteenth
century. The known examples of the series are probably based upon some
vernacular version rather than upon the original Sanskrit, Of later ver-
nacular romances the following are represented in Rijput painting; 1he
Hamir-Hath, Malafi-Madhu, Sohni-Makival, Sassi-Puniii (Sussi-Pannu,
Sasvi-Punhi), Latla-Majiian, Padumavati.

Hamir-Hath
This is a romance of Réjput chivalry, represented by Nos. CXXXIII-
CXLVIII in this Catalogue and some others of the serics are still in my
possession. I have seen another series in the Mandi fogikhana; these,
attributed to a painter of the name of Sajiiu, and dated ca. 1809-10, have

1 Yogel, I. Ph , Catalogue, pp. 21-26. There is a late illusteated Rimayape manuseript in the
India office, in a style recalling No. CCX11 in thir Catalngue.

t Examples illustrated in C, B. P, Fip. 1, Nos 7, &, 0.

1 The Razm-Ndmeh prepared for Akbar and now in Jaipur is, of course, & Mughal work,

4 For the full story see Monier-Williams, Nalopakhyaram, Oxford, 1879,
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been pI;blished by H. Shastri* Other sets of Hamir-Hath paintings are
preserved in the Bhiiri Singh Museum, Cambi,? and at Patysli. The story
may be summerized as follows: one of Alau’d-Din’s generals, Mahima S&h,
forms a lizison with one of the queens, and, this being diseovered, is obliged
to make his escape. He makes his way to Ranthambhor, and Hamir
promises him protection, and does not hesitate to keep his word when
Alan’d-DiIn first threatens and then besieges his stronghold. In the final
battle Alau’d-Din is put to flight. But the ladies of Hamir's court, mistak-
ing the vietory for defeat, have recourse to jouhdr (suicide) to save their
honor and are burnt to ashes. When Hamir returns to his castle, and learns
what has taken place, his heart is broken; he places his son on the throne,
and himself commits suicide, making an offering of his head to Siva.

The story is founded on historical events which took place in the thir-
teenth century.

Malatt-Madhu

No. XCII in this Catalogue illustrates some Hindi version of this
story, better known as the theme of Bhavabhiiti’s classic Sanskrit drama
Malati-M adhava, a love story in which Madhava, son of the minister of a
neighboring state is sent to Ujjayini as a student, with a view to his
marriage with Milati, daughter of the minister at Ujjayini. The picture
and accompanying portion of the Hindi text show the two young people
as fellow students, and falling in love.

Sohni-Makival *

Mahival is a herder of buffaloes. SBohni visits him at night, swimming
across a river with the aid of an inverted earthen pot. Her brothers dis-
cover the matter and substitute a pot of unbaked clay; this goes to pieces
in the water, and Sohni is drowned. Nos, CXLIX, CL in this Catalogue
represent. Sohni crossing the river.

1 The ' Hamir-hath,’ or the obatinacy of Hamir, the Chaukan prince of Renthambhor, Journal of
Indian Art, ne. 132, 1916. Refercnces to the texts are given by Fhastri, and in C., R, P, p. 63.

3 Bhastri, loc. cil., p. 36; not listed in Vogel, J. Ph., Cotalogue.

# No published translation & known to me. The story should not be ronfused with that of
Hir and Railfha, Kineaid, C. A., Talea of old Nind, 1922; de Tassy. (., 1857: Hisloire de la Liltérature
hindoue ¢ hindoudonie, II, 1870, p. 242; Allégorics, récils poéliques et chants populaires . . . de
Uhindorstani, Paris, 1876, p. 481, in which a prinee adopts the disguise of 8 herdsman of buffaloes.
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Sassl-Punin
It is prophesied to a certain Brihman that he will have a daughter who
will marry a Musalmén. To avoid this, when the child is born, he sets it
afloat in a box on the Indus. The child is rescued and fostered by a Musal-
man washerman. Punii, the son of a local chief, falls in love with her, by
hearsay; he visits her village disguised as n merchant, and she returns his
love, and the two are married. Puniiii’s father and brothers regarding this
a8 a misalliance, earry off and separate the lovers. Going on foot in search
of her lord, Sassl is assaulted by a geatherd; she appeals to Allah to open
the earth and the earth opens and receives her. Puniii meanwhile sets
out in search of his sweetheart and comes to the place where the carth has
received her, where he sees and recognizes a picee of her s@ sticking out of
the ground. He too prays that the earth may receive him; the earth opens,
he springs into the chasm, and the twe are united in the grave, Repregented
by No. CLI.
Laila-Majfiian
This well-known Persian story of unhappy love is oecasionally repre-
sented amongst Rijput paintings, more or less elosely related to Persian
or Mughal originals. Represented by Nos. XCIII, XCIV.

Padumavati *

A late manuscript in the India Office Library is lavishly illustrated,

but is of little importance.
PavriNik

The greater part of the material upon which the Krsna 1i1d is based is
drawn directly or indirectly from the Bhdgavata Purdna.® Many of the
legends in question were certainly current before the beginning of the
Gupta period and probably befere the beginning of the Christian era.

The only Purina which is, as such, commonly illustrated in Rajput
{Pahiri) painting is the Markandeya * (Nos. CLXXV-CLXXXVII in this
Catalogue and a series in the Bhiri Singh Museum, Cambi®). The

! Kineaid, C. A.. loe. eit., de Tassy, Hasdoire, 1L p. 242; ¥. 1. G., Siiea? and Punki, Tondon, 1863,

2 Grierson, G, A., Paumarafi of Matik Muhammad Jaist, it Tod

* The Decean College, Poona, possesses a fine illustrated Bhigerate Puvdpr, obtained m
Udaipyr, and dated 1634 1 Trans Pargiter, F. B, BibL Ind | I8 E004,

& Vogel, J. Ph., Catalogue, p. 26. ¥ee also, O . P, p. 57, A gecount of Dureli with illusdra-
tions from Pehar! paintings has heen published by 8. X. Gupta, The Godddeas Durgd, Modern Review,
Oct., 1913,
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section illustrated in these series is the Devi-mah&tmaya (Cantos 81-93
of the Purna). The following summary of this section is taken from
Pargiter, loc. cit., pp. xxviii-xxix:

“Mirkandeya related that king Suratha, being ousted from his kingdom
met a vaiSya driven from his family, and both consulted a rsi about their
longings for home; the rsi ascribed their feelings to the goddess Maha-
maya (Great Iilusion), and related how, when she was lauded by Brahma,
Vispu slew the demons Madhu and Kaitabha. . .

“The psi then recited her exploits. Here begins the Devimihatmya
properly. The demons under Mahiga vanquished the gods, and the god-
dess was formed as Candikd (Ambika)} out of their special energies com-
bined; she began a great battle and destroyed the demons, all the demon
chiefs and finally Mahiga himself. The gods praised her in a hymn, and
she promised to befriend them always. Again the gods were vanquished
by the demons Sumbha and Nisumbha, and invoked her; she appeared,
and Sumbha wanted to marry her but she declined; he sent an army and
she destroyed it; he sent another with Canda and Munda; the goddess
Kali destroyed them and ('andika gave her the combined name Camundi;
Sumbha sent all his armics; Candika killed the chief Raktavija, then
Nisumbha in spite of Sumbha’s aid, and many demons, and finally Sumbha
himself; whereat the universe was filled with joy. The gods praised her in
a hymn and she promised to deliver them always. She descanted on the
merits of this poem. The gods regained their supremacy; and she is ex-
tolled. Here ends the Devi-mahatmya proper.

“ After hearing this poem king Suratha worshipped Candika, and she
promised he should be the eighth Manu, Savarni.”

Other mythological subjects are drawn from earlier parts of the
Bhagavatd Purdpa. Thus, at the Churning of the Milky Ocean, where the
mountain Mandara (Meru) was the churning rod, the serpent Vasuki the
rope, the devas pulled at the head, the asuras at the tail; the first product
was the world poison which Siva swallowed and by which his throat was
stained blue; then came Laksmi, rising from the waters upon an expanded
lotus, and laved by two or four clephants; and then a vessel of Living
Water or water of immortality, for which the gods and asuras contended.
Visnu, assuming the form of a beautiful woman, obtained the consent of
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the asuras to a distribution of the water of life by herself, and offers it ex-
clusively to the gods. One of the asuras, however, was seated amongst
them, and received a draught (No. CCIV); he was beheaded by the discus
of Vignu, but could not be slain. and became the dual Rahu (the cause of
eclipses) and Ketu (the dragon tail and mother of meteors).

Another familiar subject is the Birth of Brahma, who is represented as
seated upon a lotus which springs from Vigpu's navel, as he reelines upon
the serpent Ananta, floating in the ethereal sea, at the beginning of a new
Kalpa or period of rosmic evolution.

An old Paurgnik subject not infrequently represented in Rijput paint-
ing is the Salvation of the King of Elephants (Gajendra Moksa) or Elephant
and Crocodile ((fajagraha). The story is that two great sages, ench a devoter
of Vignu, incurred such curses from ot her saints that one beeame a erocodile
the other an elephant, forgetting their former nature. One day when the
elephant went down to the water to drink, the erocodile (sometimes so
represented, sometimes as a sort of octopus, as on No. CLXXXIX, some-
times as a loathly worm with many eyes) seized him by the Ieg. Remem-
bering his former faith, the elephant sought refuge in Vignu, lifting up o
lotus flower in his trunk as an offering. Visnu appearing in the form of
Hari, riding upon Garuda, slew the crocodile with his discus and saved the
elephant. Both of the transformed sages thus attained salvation al the
hands of the Lord, and are reckoned amongst the ‘Forty-two Beloved of
the Lord,’ the Hari-Vallabhas of the Bhakta Mala. It is generally under-
stood that the elephant represents the soul of man entangled in the snares
of lust and pleasure, and powerless to save itself without the aid of the
Adorable.?

Seiva

Saiva subjects, usually representations of Siva and Pirvati (Mahideva
and Uma) are by no means so abundant as Vaisnava. The majority are of
the Pahayi Kangra school and represent the deities enthroned, wandering
or resting in the Himalayas, Siva as a long-haired yogi, Parvatl as a de-

1 4 pieture of this sort, on which the elephant’s trunk is seized by the crocodile bas been the
foundation of Kipling’s “How the 1lephant got hir Trunk™ — his use of the material aptly ilhe-
trating Bain's dictum that ‘Hindu Indin is for Rudyanl Kiphog o book wealed with seven senls.?

* Cf. Burgess, J., Antiend Menuments of Incia, 11, pl 252: Ruo, T, X, G, Hindu fconography,
pl. Lxxx, 1. For the Bhoki-mali see Griereon, Sir G, in J. R. A8, April, 1000, See also p. 39,
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voted and altogether human wife. These two are almost always accom-
panied by the bull Nandi and often by their children, the deities Ganess
and Karttikeya. In these Himslayan pietures Siva is typically a fair
ascetic figure, wearing the crescent moon on his brow, with blue-stained
throat, and serpent necklace, clad in a tiger or leopard skin, four-armed,
his body smeared with ashes, and provided with a trident (friéila), gourd
(kamandalu) and tabor (damarw). Parvati is represented in the contem-
porary costume of a Hindd princess. Genesa, of course, is elephant-headed,
Karttikeya has six heads.

The Saiva (and Sakta) pictures, with their Himilayan setting offer a
type of landscape very different from that of the rivers and low hills of the
Bigs valley, characteristic of the Krana paintings and intended to repre-
sent the Braja Mandala and Jamna. The Himilayan scenes, however,
belong almost entirely to the foothills; in only two or three examples are
snow-clad peaks represented, and deodars, so far as I know, in one only.

Saiva painting of the type above indicated is represented by good ex-
amples in the collections. More extensive series exist elsewhere, amongst
which may be mentioned a large number illustrating the Marriage of Siva
and Parvati, preserved in the Mandi togikhina.

Tantrik

The Tantrik system of India, so called from its scriptures, the Tantras,
plays a large part in modern Hinduism, and enters conspicuously into the
texture of Hinduism and Buddhism from the seventh or eighth century
onwards. Its most essential feature is the worship of feminine divinities
and of the Supreme Power or Energy (Sakti) as feminine. This Devi, the
goddess par excellence, is at once the source of illusion (mdya) which
creates the sasisdra (conditioned world of birth and death) and Liberates
from iltusion, destroying the samsdra. She represents the Mother-aspect
of the Brahman, both with and without attributes. She exists in all forms
as Sarasvati, Laksmi, Durga, Parvati, ete., in all female creatures: all
life and being are manifestations, indeed, of this one supreme Energy.
The system has its own elaborate and systematic mythology and cos-
mology. The Tantrik system has been little studied and much abused by
European writers; it embodies, however, whatever its abuses may have
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been, “‘a deep philosophic doctrine and a wonderful ritual which artistically
shares with the Buddhist Tantras, though in a different way, the vehement
splendour which has been aptly ascribed to the latter; a ritual which is, at
the same time, when rightly understood, singularly rational and peycho-
logically profound.”?

Vaisnava
SUuMMARY oF THE KmsNa Lji?

The outstanding feature of the Vaisnava revival of the fourteenth and
fifteenth centuries appears in the devotional cult of Ridha and Kysna. We
therefore speak first of the Krsna Lila ? with special referenec to the en-
Jances. *

Krsna, as a descent (avatar) of a fourth part of Vignu, becomes incar-
nate in the womb of Devaki, the wife of Vasudeva, in order that there might
be accomplished the destruction of the tyrant Karsa of Mathurd. Kmisa
is Devaki’s brother and consequently Krsna's uncle. As his death at the
hands of Krsna has been foretold, Kamsa puts to death Devaki’s sons, 1o
the number of six, as soon as they are born. The seventh child (Balarima)
is miraculously transferred to the womb of Rohini in Brndaban,® and there
born and protected. The eighth child is Krsna; and as it was of the cighth
child that Karhsa had been specifically warned, the guards pliace Devaki and
Vasudeva in chains. When Krsna is born, he manifests in his divine form,
and tells his parents to feel no anxiety; they are to convey him to Gokul
(Brndaban) and substitute him for Yasoda’s new born daughter. Then
becoming a human child, he begins to cry, and Devaki and Vasudeva, fall
again into the illusion of mortality and know only that a son has been born.

t Avalon, A , Principles of Tanlra, London, 1914, Numerous other publications by the mune
author may be consutted, especially The Serpent Power, Loudon, 1919 and Shak® and Shikla,
Madras, 1920.

2 This section, with exeeption of two paragraphs referring to the (it Gorinda of Juyadevs,
and the Dan Lilg, is based on the version of the Bhigevate Furdaa, in the Hindd veraon of Rave
Lallu Lal known as the Prem Sagar (of the foruer & Freneh verson by Burnouf, Pars, 1580 1hd 1,
is available, of the latter an English version, The Prema Sugar, or Ocean of Lowe, by Pincott
Lendon, 1897).

4 The word lila (sport, gestes) in a literary sensc means cycle; in a religious sense, the works of
God, as possessing the quality of manifestation, and not determined hy necessity.

¢ For the epic Krsoa, see Coielogue of the Indian C'ollections, 1, pp. 20 fI.

& The dairy village and forest, where redide Nands and Yafods, in the Braja Munduls, where the
Ras L4 is enacted.
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Miraculously the chains are loosed, and Vasudeva takes the child and sets
out. The Jamns is deep; but the child, perceiving his father's distress,
stretches out his foot, and, when it touches the water, the river becomes
fordable.* He deposits the child beside Ya&oda and taking the girl returns
to Devaki. The gyves and manacles are miraculously replaced. Kamsa
now hears that & child bas been born; finding that it is (apparently) not a
son, he is completely deceived, no longer believes in the prophecy, and re-
leases Devaki and Vasudeva. A voice, however, announces that Krsna
has taken birth in the world; and, raging against Vispu, Karsa orders a
massacre of all the Vaignavas.

Yakoda, in Gokula, believes that Krsna is the child she bore and his
birth is celebrated with great rejoicings. Nand-ji and the cowherds (gopas)
visit Mathurd and pay their annual tribute. Karhsa now sends out demons
to destroy all children of the Yadu race, and these demons are succes-
sively slain by Krsna; death at his hands, however, implies the attainment
of salvation. The names of the demons whom he overcomes in early child-
hood are Patani (who poisons the milk of her breasts); Sakatisura (who
crushes a heavy cart under which Krspa is lying in his cradle); Trindvat
{whao becomes a whirlwind, but Krsna becomes of such weight that he can-
not be raised from the ground); Bacchasur; Bakasur, a gigantic crane
(Krsna opens it beak and tears it apart); Aghasur (a serpent who swallows
Krsna and all his companions, whereupon the former swells up enormously
and bursts the serpent); Dhenuka, who appears in the form of an ass;
Sankhachiir; an esura in the form of a bull; the asuras Keéi and Byomasur.
These exploits are performed during the first twelve years of Krgna's life.

At the same time Kysna's childish sports and naughtiness are at once
the delight and despair of his mother and of the milkmaids. In one house
or another he is constantly stealing milk, curds, and butter (whence his
cpithets Lagu-gopila, Makkhan-chor, etc.); what he steals he eats, or gives
to his companions, Usually Krsna, by his wiles, convinces Yagoda of his
innocence, and escapes all punishment. On one ocecasion he is tied to a
heavy mortar to keep him out of mischief; nearby are growing two trees
side by side and in these trecs by the enchantment of the Rsi Narada are

1 A familiar bross toy represents the infant Krima seated within a cup.  If water is poured into
the cup, it rises no higher than the child’s foot.
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embodied the two sons of Kuvera, Nala and Kavars. Krgna drags the
mortar until it lies erossways between the trees and then pulls upon it,
uprooting the two trees, whereupon the two young men arc released and
appear in their own form, worshipping Krina. Nand and his pastoral com-
munity now remove from Gokula across the river, to Brndiaban, in order
to be more seeure.

Reminiscences of an early conflict between the Krsna cult and the once
more orthodex Brahmanieal cults of Brahmi and Indra are embaodied in
certain episodes in which these deities are overcome by Krsua. Brahmi
steals away Krgna’s companions and the cows, and hides them in s cave,
but Krgna recreates them in illusory forms, and alarms Brahma by making
their forms more godlike than the gods themselves; the latter asks pardon
of Krsna, and the cowherds and kine are released. Coensiderably later
Krsna substitutes a cult of Mount GGovardhana for that of Indra; the latter
then attempts to destroy the cowherds by torrential raing; but Krsna raises
up Mount Govardhana, and holding it above them on the tip of his finger,
protects his friends, and Indra acknowledges Kpgna's superiority. In the
same way varuns, whose servants have scized Father Nand while bathing
in the Jamn3, yields to him.

Another of Kpgna's cxploits is the subduing of the poisonous Naga
Kaliya who haunts the Kalidah whirlpool in the Jamni, and poisons the
water for a distance of four leagues, making it boil. Krsna resolves on
Kaliya's death,! and, playing with a ball, he aseends a Kadamba tree, the
only Living thing to be found near the Xalidah; allowing his ball to fall into
the water he jumps in after. Kailiya with his hundred and ten hoods is
aroused ; meanwhile Nand and Yasoda, the cowherds, and milkmaids rush
in terror on the shore, calling upon Krsna to escape? Balarima, Krsna's
brother, consoles them. Krygna avoids the attacks of Kiliya, and springs
upon his head, assuming the weight of the three worlds, and dancing.
Kaliya recognizes that this must be the inearnation of Vispu, and yiclds.
Then Kiliya's wives implore Krsna to spare the life of their lord, for
“death itself is excellent. for a woman without a husband.” Kiliya at the

1 Aecording to the version of Sirdas, the oceasion is made by Kardwa, who sends to Futher Nand

demanding & lotus flower from the Kilidah.
* A good pieture of this seene is reproduced in the Burlinglon Magazine, vol. XX, 1912,
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same time prays forgiveness; and Xrgna eonsents to banish him to Raunik
Dip. Kaliya worships Krgna and departs,

Krsna is constantly playing upon his bamboo flute (venu, muralt),
making music of surpassing sweetness; very often he stands beneath a
Kadamba tree in the forest, while the cows are grazing.

On one occasion when the milkmaids are bathing in the Jamni, he
steals their clothes, and will not surrender them until they come to pray
for them, hand in hand.

Once when the cowherds are hungry, he sends to ask food from the
Brahmans of Mathurd. The Brahmans refuse, but their wives hasten to
carry offerings of food to Krsna. One is prevented by her husband, and
bound, so that she cannot accompany the others, and dies; but they find
her already with Krsna. When the women return to Mathurg, their hus-
bands repent.

Krsna is the charmer of all hearts {(mana-mohana, mena-chor), and for
his sake the milkmaids disregard all conventions of social morality. Above
all others, Ridhi or Radhika is his particular companion and darling.

The term Ras Lila, literally “ Passion-play,” is applied to the sports of
Krsna with the milkmaids. On a clear autumn night, Krsna remembers that
he has promised the milkmaids to dance with them, and so goes into the for-
est and plays upon his flute, All the milkmaids are entranced and disturbed
by the sound, and at last “abandoning the illusion of the family, breaking
through modest regerve, abandoning household duties, in confusion, they
rose and hurried forth.” One, as she rose to go from near her husband, was
hindered by him, and brought back to the house — “then, indeed, she,
meditating on Hari, abandoned the body, and before all others went and
reached him. Perceiving the affection of her heart, Sri Krsna Cand gave
her final emancipation.” When the others come to Krsna he asks them
first why they have disregarded reputation and duty in so doing, for the
“woman who Jeaves her husband and goes to another, in birth after birth
obtains a dwelling in hell,” and he recommends them to return. They
protest their devotion and the renunciation they have made in eoming to
him; he recognizes their love and invites them to dance. They prepare
themselves, and the music and dencing begin; but they without diserimi-
nation eonceive that Krgna is now subject to their charms and think of
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him as their lord in a literal and mortal sense, He therefore ak;andons
them, and, taking only R&dha with him, roams through the forest. They
search for him everywhere, inquiring of every trec and creeper, beast and
and bird, if they have seen him. At last they find the marks of his fret
and of Radha's, and a mirror (and the use of this mirror was that when
the Beloved was seated to plait the Sweetheart's hair, she would hold the
mirror in order still to behold his face); and so they continue their search.
Meanwhile Radha, in the same way believing that Krgna is subject to her
charms, and has need of her as she of him, and so acting in spiritual pride,
tells him that she is weary and asks him to carry her. He smiles and stoops
and begs her to climb on his shoulder, but as she stretches out her hands,
he vanishes. There the milkmaids find her alone, in tears, and feel they
have found a half of what they are secking, and all together continue the
search. When at last they cannot find him, they return to the river bank
where the dance had been, and wait. There they speak of Kpsna and of
their devotion to him, and bewail their solitude.

Then Krsna recognizes their humility and need of him, and appears in
their midst. They are delighted and restored, but they reproach the Lord
for his faithlessness and negleet — he steals all hearts and recognizes no
obligations. On a question being propounded he admits that of all ways of
acknowledging service the worst ir ingratitude. But when they believe
that he thus condemns himself, he adds “ 1 am not in this reckoning, as you
think and laugh about; on the contrary, my method is that whoever de-
sires anything from me, the desires of hig heart I satisfy.” He acknowl-
edges their love and will reward them fully and freely.

Then by Yoga illusion making himself many, he dancees band in hand
with the milkmaids in a ring; between cach pair is Kpgna and each believes
that he is at her side. 8o in this dance, the Rds Mandala, there whirl
around

Milkmaids and Nanda’s son, alternate like storm clouds and lightning,
The darkling Krsna and fair Braj girls, like a gokl and supphire necklace.

“ And there was such harmony of the Ragas and Raginis, that by hearing
it, wind and water no longer moved.” When the night —in which months
had passed unawares — was advanced, Krsna sends the milkmaids home,
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telling them that “as Yogis meditate, do you also meditate upon me;
wherever you may be I shall be near you.”

The famous Gita Govinda of Jayadeva, & Bengall poet writing in San-
skrit in the thirteenth century constitutes a kind of lyrical drama with
three speakers — Krsna, Radhé, and the messenger (Dutika).? The poem
describes the preoccupation of Krsna with worldly pleasures, typified by
the milkmaids other than Radha herself; the loneliness of R&dha, and her
messages to Krsna by which he is reminded of his true allegiance; and
Krana's return to Radhi, with the hliss of their reunion. The coneeption is
thus a little varied from that of the Krsna Lila as ordinarily presented.

An episode (not in the Bhagavata Purdna), known as the Dana Lilg, de-
picts Krsna as keeper of the ferry on the Jamna, which the milkmaids must
cross when they take their milk and curds to sell in Mathuri. He demands
from them a fee, which at first they refuse, but at last acknowledge him as
lord of all that they are or possess; they remain with him all night and
again take part in the Rase Mandala.?

Kamnsa now learns the true story of Krsna’s birth, and decides to insti-
tute a wrestling match and other sports to which Krsna and Balarama
shall be invited, and where they ghall be slain. He again imprisons Vasu-
deva and Devaki and sends Akrlir with an invitation to Krgna, and the
latter scts out for Mathurd together with Nand-ji and all his company.
On the way Krgna reveals his Godhead to Akriir, who worships him. In
Mathurd he meets a hunchbacked woman named Kubja, who is secretly
his devotee; he makes her straight and beautiful and promises to visit her
later.

They now reach the king's palace, and there Kysna breaks the great
bow of Siva which has been set up in the arena where the contests are to
take place. Karhsa is alarmed; he orders the arena to be prepared, and
sends out a furious elephant, Kubaliya, whose driver urges it on to the
attack. Kysna and Balarima make sport of it, and at last the former kills
it. Then the wrestling takes place, and these two make an end of all their
opponents. Then Krsna springs up on the royal dais, throws down Karhsa,

1 The best trauslation is that by Courtillier, (., Paris, 1904. There i3 & poetical version in
Liuglish by Sir Kdwin Amold, in Indien pectry.
2 Coonmnraswamy, A. K., The Taking of Toll (Dane Lid), trans., London, 1915,
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and slays him. He comforts the wives of Karea, telling them to perform
the obsequies, reminding them that

No one lives for ever; he is false who calls anything ' my own.’
No one is mother, father, son or relative; there is naught but the succession of
birth and death.

Krsna now releases Vasudeva and Devaki, places Ugrasena upon the throne
and dismisses the cowherds, his companions, to Brndaban. He remains in
Mathura with Balarima and pursues Vedic studies. He slays the demon
Sankhasura and takes the coneh as his own weapon; and restores his teach-
er’s son to life. He sends Udho to Brapdaban to comfort the herdsmen and
milkmaids; they are in deep distress, and bitterly reproach the Lord for
deserting them; they are jealous of Kubji. They are not content with the
practice of devotion, but long for him whom they have known as a lover.!

At this point the connection is made between the Gopila (cowherd)
Krsna with the Krspa of the epics. Jurdsindhu attacks and oceupies
Mathura; Krena and Balarima with Ugrasens retire to Dviraki and take
up their residence there. Balarama marries Revati, and Krgna, Rukmini,
daughter of the Raja of Kundalpur, after meeting her by arrangement at a
temple of Devi and carrying her away under the very eyes of the armed
guard. Rukmini bears a son, Pradyumna, who is as it were an incarnation
of Kamadeva, and in fact of Vignu.*

Duryodhana now attempts to murder the Pandavas; Krsna and Bala-
rama hasten to their aid at Hastinapur. Krsna marries other prineesses.

Pradyumna has a son, Aniruddha, by Carumati. There is a powerful
asura, Vanasur, endowed by Siva with a thousand arms and boundless
strength. Not knowing how to employ his superabundant power, he ap-
proaches Siva, who tells him that Krsna alone will be able to confront him;
and gives him a banner to sct upon his palace, and when this banner spon-
taneously breaks and falls, he will know that Krgpa has taken incarnation.
Vanasur has a very beautiful daughter Usi; she becomes as learned as she

1 The theme of two famous songs by bur Dis, entitled Bhromear-git  See tramslation in New
Onent, 111, 2, 1925

2 In the Krsna L3ig, Krsna 1+ the incarnatin of Vignu a« Ham and represents Rivna, Balarima
corresponds to Lakymana, Pradyumna to Bharatu, Anruddha 1o Sutrughna, and Rukmin to S8
The gopas and gopit are wmearnations of the mmor gods and their wives, devotees of Krona, who
took birth i the district of Braja as Yaduvam-is (descenduntsof Yedu, a hero of 1he Lunar dynesty}
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is fair. When she is twelve years old, she longs for & husband; and in &
dream she sees and embraces Aniruddha, but awakes without knowing his
name. She relates the affair to her confidante (sakh3) Citrarekhs; the
latter draws the likeness of all the great personages in the universe, and
finally, one by one, the forms of the Yaduvarh&is, and amongst the latter
Usa recognizes Aniruddha. Citrarekha promises to fetch him; she travels
through the air to Dvaraks, finds him dreaming of Uss, and carries him
off, asleep on the bed. When he awakes, he is alone with Uga. She keeps
him concezled in her palace. At last the matter is brought to the ears of
Vanasur, and he surrounds the palace of the princess with his army of
demons. Aniruddha awakes, and seatters the army but is captured and
bound by Vanasur. Aniruddha and Usa are confined. The Rgi Niarada
conveys the news to Dvaraki. Krsna sets out with an army, accompanied
by all the Yadavas, to his rescue. Vanasur is defeated in a bloody battle,
loses all but four of his arms, worships Krgna, and bestows his daughter
upon Aniruddha in formal marriage. They return to Dvaraka.

Krsna now sends Balarma to Gokula to visit Nand and Yasoda; he
finds the herdsmen and milkmaids intent on the thought and love of
Krsna. BalarAma spends two months in Brndéban, discoursing of Krgna
by day and dancing with the milkmaids at night. One night when Bala-
rama wished to bathe, he called to the Jamni to come to him; and when
the river paid no heed to his command, he angrily drew her toward himself
in a furrow which he made with his plough. At last he returns to Dvaraka.
Nirada visits Krana in Dviraka and observes his manner of living with
many wives; in numberless forms, he is the companion of each. Krspa
now returns to the Pandavas in Hastinapur. He assists them in the great
war against the Kauravas; and slays Sisupdla, and other heroes.

The story of the Brahman, Sudéma (Sridama) is now told. Sudama had
been 2 fellow pupil of Kysna under the same guru. He is exceedingly poor,
but at his wife’s suggestion decides to visit Krgsna. He has no better offer-
ing to take to him than a few handfuls of rice tied up in a rag. He arrives
at Dviiraki, enters the palace, and finds Sri Krgna enthroned. Krsna rises
and receives him with much honor. With great hesitation he produces his
humble gift, and Kysna partekes of it. Sudima does not prefer any request,
but Krsna, who knows the needs of all, despatches Visvakarma to erect a
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palace for Suddmi. SudaAma takes leave and returns; he finds in place of
his poor village and hut & rich city and palace. He finds that the palace is
his own, and is abashed; for he had not asked any reward for his devotion,
but i& reassured by his wife.

Nand, Ya#oda and the gopas and gopts now visit Sri Krsna in Dviraka:
he praises their devotion. Not by meditation, he says, have they made
him their own, but by their love. Krsna restores the six elder brothers
slain at birth by Kamsa. He continues to lead a life of prosperity and
pleasure at Dvaraka.

CONTENT OF THE KRsNA LiLi!

Such is the outward form of the Krsna legends in bare outline, To Indian
ears this is much more than & story. In Vaisnava experience the Krena
Lala is not an historical event, but an eternal reality, As Nilakantha ex-
presses it, “Devakl and other names are merely allegorical, bearing an
esoteric meaning, The narration i8 not the real point. The Ras Lild (that
part of the story dealing with the love relation of Krgna with the milk-
maids of Brndaban) is based upon undying and eternal truths, the perma-
nent relations between Jiva and Iévara (soul and (God). The heart of man
is the seat of this Lila, which can be reproduced at &ll times, in the heart of
every real Bhakta (lover of God) . . . . The Lili is constantly performed in
Goloka (Krsna’s heaven, that ig, a certain station of conseiousness) and is
reproduced over parts of the Brahméanda (the temporal Universe), accord-
ing to the will of Krsna.”

Moreover the Krsna Lild is not coneerned with the plane of conduet,
its theme is spiritual rather than moral. It is taken for granted that, on
the plane of conduct, the sanctions of morality according to the norm of
the Indian social order are indefeasible. It must never be forgotten that
Krsna is God and that his actions are in no way determined by neeessity
or by desire. King Parikgit, to whom the story is related, is indeed be-
wildered, and asks of SrT Sukadev-ji, who tells the story, how it is, if Krsna

! For interpretation of the Krang L1l consult espectally inha, P N, A Study of the Bhaganale
Purana, Benares, 1701, Coomaraswamy, A K, Riynd Paoding, Oxford, 1916, Sen, D (',
Hastory of Bengah Language and hieralure, Caleutta, 1911, Comuarasnamy, A K, sud Sen, A
Vidyopat:, Bangiya Padabah, London, 1913 Coomaraswamy, A K, The Takimg of Toll, bemg the
Dana 133, translated mto Fnglsh, London, 1915
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descended to remove the burden of the earth to give happiness to good and
pious folk, that he danced and sported with the wives of others. Sri
Sukadev-ji replies.

“Listen, O King! regarding God as human, you fail to comprehend this
mystery. What are not the powerful doing? Who knows their course of
action? They indeed do nothing for themselves; but having reflected, you
will perceive that they are separate from sall, as the leaf of the lotus from
the water. Revere the actions of Hari, but do not give your mind to the
doing of them.”

Pariksit asks again how it is that that milkmaid who would have gone
to Sri Krsna in the forest, but was detained by her husband, obtained
emancipation, for she did not know him as God, but regarded him as a
sensual object of desire. Sukadev-jI replies: “Incarnation of Justice!
They who celebrate the virtues of the greatness of Sr1 Kysna Cand even
unwittingly, they too undoubtedly obtain the emancipation of faith. . ., .
And hearken! I am now declaring with what, and how many, and what
various dispositions Sr1 Kysna was revered and salvation won; thus, Nand,
Yagoda and others, knew him &3 a son; the milkmaids as their lover;
Kaihise worshipped him by fear; the cowherds called him their friend;
Sisupala paid honour to him as a foe; the Yaduvaméis made him one of
themselves; the Yogis, ascetics and sages pondered upon him as God; but
at last, everyone of them obtained emancipation, If then one milkmaid by
absorption in the thought (dhydna) of him, attained the farther shore of
the ocean of birth and death, what is the marvel?”’

The theme of the Krsna Lild is thus entirely distinet from that of the
Ramayana. The latter is pseudo-historical, and sets forth & social idesl, in
which by a righteous life (performance of stadharma) 2 man may approach
to a nearer union with God, the former describes the very nature of accom-
plished union (bhdva-sarmilana).

Further: the fundamental concept of Vaisnava theology is to be found
in its view of the universe, not as in the Vedanta a complete illusion, but
as & theophany. When the mirror of the soul is cleansed, then God alone
is reflected therein, and all things are seen to be as they are, infinite. There-
fore, the whole drama. of life, the humblest or simplest event, the most
intimate moments of passion, the forms and behaviour of the whole in-
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animate and animate creation, whether visible or mythological, and with-
out the smallest distinetion of sacred and profanc, is a vocabulary available
to all those who have experience of God and are moved to speak of it. In
the last analysis, the revelation afforded by the whole or by any aspect of
life is of one and the same validity; but here, all spiritual experience was
seen reflected in the relation of Lover and Beloved, more clearly than in
any other way. In the language of human love the Vaignava mystics
found ready to their hands a most explicit vocabulary of devotion and of
union, The ultimate essential of all such devotion is self-forgetfulness and
self-surrender, the root of all division is pride and self-will, and thercfore
the drama of spiritual experience is represented by the Jove of woman for
man,

“That love which makes me to live a limitless life in this world. . . . It is
like & wife, who enters the fire at the bidding of love,” says Kabir. Above
all it ig represented by the greatest renunciation she ean make for his eake,
the abandonment of family honour, reputation, and of her whole position
in the world. For this, and even death, are the inevitable consequence of
adultery in a social order like that of India, where the foundations of
morality are based upon an ideal of pure descent and of dedication to social
function. The perfect experience of union is known to the milkmaids be-
cause ‘like a vairdgi’ they have left all to follow him. It is true that this
union can be otherwise achieved, and through any bond, for example, as
we have seen, by knowledge or by enmity, but, inasmuch as the Pauranie
renaissance is essentially a devotional movement, the emphasis throughout
is laid on love. It should also be observed that it is not only in those works
which specifically illustrate the Arsra Lila that these ideas prevail; a sense
of the concurrence of physical and spiritual reality is a new and conseious
blossoming of the characteristically Indian idea that lifc in all its functions
should be known as a ritual having at once an cxoteric and an esoterie
significance. Not that life is an allegory, and can be used to suggest a
meaning other than its own, but that its meaning i at one and the same
time spiritual and physical.! Not only then do the terms of human love

1 Tt 15 worth while to explaan here what from an Indinn poant of view, = regarded as profane or
ammal ponduct  Such econduet 1~ not recogmzable by its outward fonn, and cannet be avouded by
mere abatermiousness ' Impurtty 15 the progeny of Ignorance, which, having divoreed Divinsty from
what 1s naturally & Divine act, has lowered 1t 1nto one of mere enjoyment * 1% 1w not the fuliitlment
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express the life of the spirit; but the life of the spirit in its turn illuminates
and transfigures every human emotion and mortal experience. In the
Ragmalas for example, and in Rhetorie, where human emotions are the
theme, the technical language of yoga is used with reference to human
passion as naturally as the terms of passion are elsewhere used in works of
pure devotion.

Cult of Sri Natha4i: ! A special form of Krgna worship is represented in
the cult of Sri Natha-ji, established by Sr1 Vallabhacarya at the close of
the fifteenth century. Sri Natha-j1 became manifest (i. e., was discovered)
in the form of a buried image on the Govardhan hill near Mathuréi. Sri
Natha-jI appeared to Vallabhacarya in a dream commanding him to erect
a shrine and preach his worship. In the time of Aurangzeb, the perse-
cuted Vallabhicéris removed the image to MArwir obtaining the pro-
tection of Raj Singh of Udaipur. The cart conveying the image stuek fast
at Nathadvar, twenty-four miles north of Udaipur, and a new shrine was
erected there, and has since formed the centre of the cult, which still
flourishes throughout Western India. Pictures of various sizes, in 2 pe-
culiar, primitive and stereotyped style, representing Sri Natha-ji with
Radhi, and also the episode of the discovery of the image, are produced
in great numbers for the pilgrims to Nathadvir. Examples may be seen in
almost every shopkeeper’s booth at Mathura. Pictures of Dauji or Baldeo
(Balardima, the elder brother of Krsna), of Krsna as Dvarkangtha are
made after the same peculiar convention. The name of Sri N&tha-ji, and
his footprint symbols are often found on enamelled R&m-nomi pendants.

SRNGARA

Smgira, the ‘flavor of love,” ? in the sense of the technical workson rhet-
orie, 18 fully illustrated in Rajput painting, forming the immediate theme

of animal funetions that lowers & man from his high estate to that of a beast, but the failure to
recognize in these functions the working of divine necessities. On these points see Avalon, A.:
Principles of Tanira, 1916, Introdyction, pp. exxx f.

1 For &1 Natha-ji pee C.. E. P, p. 41; Bhandarkar, Vaisperism, Sdiviem, etc., 1913, p. 77;
Tod, J., Annalz of Rajasthan. For Dauji, see Vogel, J., Cutalogue of the Archaeological Murcum af
Mathura, Arch. Surv. Indip, Aun. Rep., 100800, Calcutta, 1912, For the iconography of Sri
Natha-ji, and the related types see (Karsandax Mulji) Hislery of the rect of Mahardjoes, or Valla-
bhicharyae in Wedern India, 1865, pl. facing p. 108,

1 The first of the ‘nine rasea’ or flavors whieh may predominate in a work of art. These flavors
are caused by the inherent emotions, bidras, in the case of Srigira, by love or desire (prema, rati,
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of a large part of the eighteenth-century Pahiri Kangra works, and less
immediately but quite consciously the theme of the Ragmdala paintings.
Equally definitely the phases of love are illustrated in the Krsna Lild, while,
in turn, in the sets of pictures illustrating the Astandyakda, cte.. the typical
hero and heroine are represented by Krsna and Radha.

In order that the subjects of many of these pietures may be understood
without repeated explanation in each individual instanee, it will be neces-
sary to summarize the phases of love and the classifieations of heroines
according to the rhetoricians.

Love (Srhgara) is primarily divided as Viraha, or Viyoga, unhappy
love or love in separation or unachicved, and Sariiyoga, love in union.
There are nine or ten stages of Viraha, of which the first Abhildsa or long-
ing, third Smarana or reminiscence and seventh Vyddhi, sickness and
washing away or fever arc most important for the clucidation of Rajput
paintings. These stages of Viraha may arise in four different situntions:
(1) in Piirva rdga or first love, when the meeting of eyes has taken place in
real life, or when the lovers have met in dreams, or have seen each other'’s
picture, (2) in Mdna when the lovers are divided by pride or resentment,
(3) in Pravdse when the lovers are separnted in different countries and
(4) with the flavor of pathos (Karuna) when one is dead. The first three
of these situations, as well as another (which should perhaps be elassed
under Pravdsa) in which one of the lovers has ndopted an asectie life and
retired from the world, are frequently presented in Rijput painting. Any
hercine suffering from unhappy love or love in separution is designated as
a Virahini.

Mana requires a slightly fuller explanation. Originally meaning ‘any
intrusion of the ego,’ it eovers all kinds of pride, indignation, resentment,
jealousy, ete., which may harden the heart of the Beloved. In spiritual

kama). The bhdvas find expression in Adrax or cegds or behaviour, constituting the graees of the
heroine. There are also stimulants (rilbdre), accessory emntions (riydbhici § bivire) and conpeguent
gestures (anw-bhére). Only so much of the thetorical analysis of the emotions is given here as ix
abrolutely necessary to an accurate description of ihe Rajmd paintings. The matter is treated at
length in Grierson. (i. A, Satsdiya of Bikir, Caleattn, 1896; Belanidt, B, Brirage sur indischen
Erotik, Leipzig. 1902; Regnaud, P., Lo Rhétoripue sansfrite, Paris, 156, und Mans, G CO QL The
Dajarpa of Dhannmjaya, New York, 1912, The Rijput painters follow the Rasikopripd of Ketuva
Das (ed. Bombay, 1900). No trundlation of this diffieult Hinds {ext is yet available, but some ex-
tracts will be found in C., RB. P., and in Coomurasnamy, A. K., The Eight Napakas, Journn of
Indian Art, No. 128, London, 1414,
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gignificance mana is that self-willing and self-thinking which hinders the
soul from self-surrender to the Lord.

A brief reference must be made to the excitants (vibhdva) referred to
above (p. 64, footnote). There are external circumstances which stimulate
or enhance emotion. In general, these excitants (such as moonlight, rain,
the huzzing of bees, sandal paste) are a source of delight to united, and of
suffering to divided lovers.

The subject of augury must also be mentioned. The erow, in particular,
is regarded as the messenger of separated lovers,!

The phases of ‘Love in Union’ (Sariyoga) are treated at great length by
the thetoricians. and abundantly illustrated in Rajput paintings, but are
too many and too various for separate discussion here.

Hindu writers classify the heroes (ndyaka) and heroines (nayaka) of
literature and legend in several ways according to their character (age or
experience, etc.) and situation (union or separation, ete.). From our
point of view the most important of these classifications is that of the
Astanayaka or Eight Heroine types, for which sets of pictures and single
illustrations are abundant. The eight ndyakds are as follows:

Svadhinapatika, she whose lord is subjeet to her will.

Utha, Utkald, Utkanthita or Virahotkanthitd, she who expects and
yearns for her lover.

Vasakasayya or Sajjikd, she who expects her lord to return from a
journey, and waits with the bed prepared.
Abhisamdhita or KalahGnlaritd, she who repulses her lord when he
seeks to soften her pride; she repents when it is already too late.
Khanditd, she whose lord has spent the night away from home; when
he returns in the morning, she reproaches him bitterly.

Progita-patikd or Progita-preyast, she whose lord has gone abroad,
appointing a time of return; the day has come, but he has not yet
returned.

Vipralabdha or Labdhdvipra, she that keeps an appointment, but
night passes without her lover coming.

Abhisarika, she who goes out to seek her beloved.

1 Cf the referenee to ‘crow-craft’ 1n the Brakmazale sutte (Rhys Davids, Dialogues of thr
Buddha,| 19)
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Several varieties of the last are distinguished according to the senti-
ments of the ndyakd or the circumstances of her journey, e. g., Kamd-
bhisarika, Krsnabhisdartkda, Garbhabhisarikd, ete.

These ndyakas are represented by the Pahidri painters as follows:

The Svadhinapatika is seated at ease, while her lord is kneeling to
tend her feet.

The Utka waits at the trysting-place, sitting upon or standing beside
& bed of leaves under a tree or at the edge of a grove. In the fore-
ground there is water with lotus blossoms, and at one side the wild
deer are grazing or snuffing the wind.

The Vasakasayyd looks out expectantly from the door of her house,
or is actually welcoming her returning lord, while the maids are
preparing the bed within. Sometimes a crow is introduced into
the picture, the omen of a returning lover. If the husband has
actually returned, as in the picture given in the ‘Journal of Indian
Art, No. 128, fig. 13, the nayaka should be distinguished as
Agatapatika.

The Abhisarrdhitd has repuised her beloved, and sits on the ground
in deep dejection, while he turns his back and departs.

The Khanditd meets her late-returning lover it the early morning,
and overwhelms him with reproaches.

The Progifa-patikd is seated in company with her sekhz, and will not
be comforted because her lord has not yet returned.

The Vipralabdha waits like the Utkd by a bed of leaves; but dawn
has come without the expected lover, and the agyaka is tearing off
her jewels in disgust, and casting them down.

The Abhisdrik@ goes out on a dark and stormy night; ! some of her
jewellery has fallen by the way; cobras twine like anklets about
her ankles; the lightning flashes, the rain pours; and the path is
haunted by goblin-hags. Sometimes the Abkisdrikd is repre-
sented as just arriving at her lover’s house, or at the place of
trysting. If, on the other hand, it be moonlight, she wears white
garments.

1 Cf the Western symbuol of the ‘terrom of the Divine Dark’ — Undertull, Ruysbroeck, 1015,

. 150.
’ [87]



INDIAN COLLECTIONS

L)

The two main varieties of the Abhisdrika are:

Suklabhisarikd, she who visits her beloved on bright moonlit nights,
wearing white garments.

Krsnabhisarikd, she who visits her beloved on dark nights, wearing
dark garments.

The latter of these is alone represented in the Rajput paintings. Hero-
ines are also classified in three types as: Svakiyd (loving her own lord),
Parakiya (loving one who 1s not her legitimate lord) and Sdmany@ (im-
partial). A majority of Nayakds illustrated in Rdgmdald pictures and in
picturcs of Nayekas, are svakiya: but Radha is typically a parakiya
heroine.

Another classification is according to the extent of the heroine’s experi-
ence. The inexperienced or artless heroine {(narala bald, and unmarried
girl not over sixteen years of age) is Mugdhd, Mugadini or Navoghd. One
somewhat older in whom modesty and love are equally balanced is called
Madhya; one who is experienced is called Praughd or Pragalbha.

Another classification 1s according to the heroine’s self-command when
her lover is unfaithful; thus Dhirg, she who has, and Adkird she who lacks
sclf control, and Dhirddhird she who can sometimes conceal her anger and
sometimes eannot do so.

The classifieation of Heroes (n@yaka) is much simpler. Bharata (Najya
éastra Ch. XXII} defines fourteen types, but the Hindi authors (Kesava
Das in the Rastkapriyd, 11, 2 and Jasvant Singh in the Bhasa-bhizgana, 1,
6-8) make a threefold classification as follows:

Pati (husband), Upapati (paramour), and Vaiéika (one who resorts to
women of casy virtue); and a fourfold classification as Anuikila (faithful),
Daksina (impartinl, but kind to one while loving another), Satha (false,
and at the same time unkind}, and Dhrsta (shameless). Examples of these
can be recognized or are specified in many Rijput paintings.

A character much more rarely met with is the Vidusaka or clown,
usually one of Krsna's boy companions, or faithful attendant, but given
to practical joking and humorous insinuations.!

1 Hee note on No CCLXIII (M F A, 17 2478), and p 170
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LIST OF PAINTINGS
1. EARLY SCHOOLS, MAINLY BEFORE 1630

A. Ricas Anp RiciNis
RAsAsTHANI

I

22.884, Gandhari Ragini. A Saiva ascctic seated on a tiger skin beside a lotus pond;
beside him, seated on the ground, with raised knees supported by her arms, o female as-
cetic {yogini) regarding the swdmi., Two disciples standing, with peacock-feather fy-
whisks, Forest landscape with lotus lake; monkeys springing from tree to tree. Doy
scene.

Rajasthinl (probably Bundelkhand), late sixteenth century,

Dimensions, .170 % .221 m. Ross Collection.

From the series deseribed as 8. 1 in J.A.QO.8,, xLm, 1923 {where the text is discuwed
and compared with that of B. M. Or. Add. 2821). Another {Bifhidue Kdgi #T) of the same
series ig in the Fogg Art Museum.

Inseription at back in Nagari characters with some archaie forms:

6. A(the) gamdhara rEpa barnanam:
{(savaiyd):
Biraha laharita maina samihdra
tepasi ripa bhai govulhdra;
Jald mamdali mdthai sohai,
asiga bibhati malagaksa Wikohai.
Kyna sarira Lagdye cira,
kanana baseta sarovara iira.
Joga patd juna dridka padmdsanu,
sohatu subhaga baghdmaru ddsanu.
Tari lags sumudrile naing
kiai parama plya pekhyau aing.
Dohara: T (226811 Hivoi Texr.
Tihi chabi bibi samgaha cali, raki praima pada piri
Svami misa(s)ga jogini bhal, avga caphd(v)ai dhiri.
Iti Gamdhdras. €.
Translation:
"Thus the relation of the form of Gandhira:
The form of Gandhara is of one devoted to tepas (austerity), distraught by
the waves of the ocean of the pain of love,
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Lovely her head with its mass of tangled locks, and brightly shines the sandal
paste smeared on her body,

With wasted frame in ruseet garb, dwelling in the forest by a lotus lake,

Supported by a yoga paffd, firmly lotus-seated, fair and pure, seated on s tiger
skin,

Gazing fixedly she seals her eyes upon the utter darling of her heart.

An adept of love’s rule, redoubled beauty going with her;

Beside her Svami she has become & Yoginl, and smears ashes on her body.

Such ie Gandhira.”

The firet line of the dohd is a little obscure as a whole. By comparison with the doha
of Vilaval Ragint in British Museurn Ms. Or. Add. 22811, 14 and 1. 4 of the caupar of
Keidareu Ragint, f. 36 in the same Ms. we might read

Tihi chabi bibi samga sehacari, ete,
and render tentatively:
“ With beauty redoulled, as a devoted wife, she follows to the end the way of love.”

The pituation recalls that of Pirvatl, practising austerities in order to regain the love
of Siva. Indian literature offers many instances of wives following their husbands in the
adoption of a religious vocation.

The style, compositions, coloring, and texts of this series are similar to those of 8. 2
(Nos. I1-XVT of this ("atalogue}, but even more vigorous,

Published: C., P. I. A., Plate LXII. TextinJ. A. 0. 8., x1111, 1923, with discussion.

PraTe 1.

11

17.2371. Bhairave Rdga: a prince and lady conversing. Each holds a lotus of dal-
liance (lilghje or lild-kamala). The lovers are attended by maids, and musicians with
tipds. Night scene.

Rajesthani (Bundelkhand) about 1600,

Dimensions, .145 X .200m. Roas-Coomaraswamy Collection.

Inscription in upper left hand corner, 1; at back:

Prathama Rdgu Bhairau: dohd
Kridata kridd sahale (ca)hala mai, bridd taji maji bhay,
Bhili bhramu bhair(au) carata, bhramalo ali rati-ray.

“ Disporting and dallying mid palaces and pleasures, abandoning shame and

waxing mellow
Bhairava moves in a whirlwind, insensate, the Lord of Rati (Kamadeva) roams

at large.”
(0]
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The fifteen pictures II-XVI, M. F. A. 17.2371-2385 are derived from an illustrated
Ragmald consisting originally of thirty-gix pictures on the following scheme:
1. Bhairara Raga, with Bhairavl, Nata, Malasrl, Patomaiijari and Lalitd Ragints.
2. Malakauée Rige, with Gourl, Khambhdvati, Malari, Rimakall, and Gunakar}
Raginis.
3. Hindola Raga, with Vilival, Todi, Devagandhiri, Deiakhya, and Madhumi-
dhavi Riginis.
4. Dipaka Rags, with Dhandéri, Vasanta, Karyatake, Tardr, and Parvi Raginis.
5. Megha-malirs Riga, with Gujarl, Guura (-malir), Kakubha, Vibhds, and
Baigala Raginie.
6. Sri Raga, with Paficama, Sadh-malira, Asivari, Kimodint, and Keddrau Raginis.
The names printed in italics are those of the pictures in the M. I A, series. The
Coomaraswamy Collection originally included twenty-three of the series, and these were
obtained in Delhi: two of these, Vasanle and Sodh-maldra, are now in the Metropolitan
Museum, New York, two, Paficama and Mdleéri, in the Freer gallery, and one, Madhu-
Madhati, in the Cleveland Museum of Art. A Bhairer? f2dpni, apparently of the sane
series is reproduced by Heath, Indian art at the Bratish Empire Exlubition, 1924, Pl v,
and Binyon, L., Indian painting at Wembley: the refrospective exhibation, Ripun, no, 21,
The present series has been referred to as 8. 2 in J. AL O. R, xun, 1923, Other ex-
amples are illustrated in C., R. P.,Pls. 1-111, and there assigned on stylistic epigraphie
and other grounds to the sixteenth century. Dr. Hermann Goetz in Stuedien zur Rayputen
Malerei, “ Ostasiatische Zeitachrift," X, 1922-23, pp. 54 and 56 has argued from the cos-
tume and facial angles that this series must he wwigned to the beginning of the eighteenth
century. In subscquent eorrespondence (1923) and in O. Z., N. F., 1, p. 121, Br. Goetz
assigns this series to about 1616-20 on account of the correspondence of the costume
with that of the Mughal paintings of the school of Juhiingir. The costutue amd armpit
shadow show that they cannot in any rase be later than this. I am still inclined to pluee
them somewhat earlier; there ix nothing in the costuine or architeeture that eannot as
well or better be assigned to the latter part of the reign of Akbar as to that of Juhingir,
To mention only two points: (1) the abundant use of large Dluck pompoms is parulleled in
the illustrations of the Rasikapriyd MS. which must certainly be dated aboul 1600, and
in ome Mughal paintings of the Akbar periodl, while the wenring of muny large pompoms
went out of fashion very early in the seventeenth century and (2) while it is true that in
8. 2 the skirt of the jama* lacks the pointed extensions which are churaeteristic of the
Akbar fashion (Restkapriyd MS.; portrait of Man Singh, (', P. L. A, PL xc and Hamza
Ndma illustrations, in Gluck, C., Die {ndwrche Munaturen deg Harmaae Homanes, 1925)
it should be observed that the pointed and the plain-skirted j2mea' were simultancously
worn {both forms are represented in the Restkapriyd MS. and in the Bankipore Tarikh-
i-khanddn~i-timuriyah). The plain j@ma’, indeed, already oceurs in Jaina MA, illustrations
of the fifteenth and sixteenth centuries {C., C. I. €., Pt. 1v, No. v1, PL xxu). 1 have

[71]



INDIAN COLLECTIONS

therefore assigned 8. 2 to “about 1600, and have described 8. 1, represented by No. I
of this Catalogue, which has & rather more “primitive’ aspect, as late sixteenth century.
These are conservative estimates, in my view; 81 and 82 may well be of mid or late six-
teenth-century date, and in any case are unmistakably pre-Mughal in style. See also
No. XXXIX of this Catalogue, infra, and discussion of the j&ma’', supra, p. 26.

As regards the texts: those of 8. 1 (No. I of this Catalogue and Bibkdss of the Fogg
Art Museum), 8. 2 (Nos, II-XVI of this Catalogue, with dohds only) and 8. 4 {four
cxamples of the same school, with dehds only, belonging to Mr, A, Ghose, Calcutta) are
practically identical. From the Fogg Art Museum Bibhdse text (quoted J. A. 0. 8,
xun, 1923, p. 602) it would appear that the author was a poet by the name of Lachiman.
A different text (but with occasionsl correspondences) is found in 8. 3 (Nos. XLVIII
and XLIX of this C'atalogue), 8. 5 (Noa. LII, ete., of this Catalogue) and in B. M., Or.
Add. 2821.

Prams I1.

111

17.2372. Palamaijar? Ragini: a lady, seated on a couch, conversing with her con-
fidante (sakhi). Night scene.

Riijasthini (probably Bundelkhand), about 1600.

Dimensions, .147 X .195m. Ross-Coomaraswamy Collection.

Inseription in upper left-hand corner: Bhairo 5.

Inseription at back:

Patamarijort Ragint Bhairau k1, dohd;

Tat# sunT sali bhdu bhili bhrama, bhairapa dhasa-khijont celau,

(il cita so kubathni kayd, ghatai kali dva nointity,

“THearing thereof, Sati loses her wits in a whirlwind, her heart is saturate with
rexentmient towards Bhairava,

With grief is hor hody bent, she wastes away in the black fire {of jealousy).”

Same hand and seriez ax Nor, II and IV-XVL.

Prate 1]

IV

172384, Lalitd Ragini. A lndy sleeping on a couch in a palace chamber, 2 warrior
with sword and shield upproaching on the right. The visit of the enemy to the hero’s
wife while the hero i abroad. Day scenc.

Rijasthanl (probably Bundelkhand), about 1600.

Dimensions, 148 X 198 m. Ross-Coomaraswamy Collection.

Inseription in upper left-hand corner: Bhaire ¢.

Inseription at back:

Lalita Ragiyi Bhairau ki:
Bagai bird agara duli, rupu-vdri yatu mainu,
Phiri kaisai ko kahi sekai, gaja g@mini sau baina.

2]
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L]
‘A tiger hero, swaggering and truculent, seeming to be the slave of Love,
‘Who can tell when he returns, roaring like an elephant?*
Same hand and series as Nos. II, IT1, and V=X VI.
The text is practically identical with that of 8. 4,
Prate IIL
v
17.2873. Mdalkau$a rdga. Prince and princess seated in a palace, she offering him
sweetmeats. Female attendants, one with a fly-whisk of peacocl’s feathers; a musician
with a vind. Night scene.
Rajasthani (probably Bundelkhand), about 1600,
Dimensions, .146 X .196 m. Roge-Coomaraswamy Collection.
Inscription in upper left-hand corner Malakaustaka 1.
Inseription at back:
Dultye Régu Malakaustaka:
Piya livdvana sahacarl, gei lid vanahdra
Chinu chinu juga barae jata, ithi kdma coupa krita mara.
“The devoted wife went into the forest to bring her darling home;
Every moment that passed was like an acon, whose love was killing her.”
Same hand and series as Noa. II-1V and VI-XVIL.
The text of 8. 4 is practically the same, except in reading krama for krita.
Prate IIL
VI
17.8374. Gauri Rdagini. A lady picking flowers in the garden of a palace, lotus pool
in the foreground. Day scene.
Rajasthani (probably Bundelkhand), about 1600.
Dimengions, ,145 % .195m. Ross-Coomaraswamy Collection.
Inscription in upper left-hand corner: Mdlakaustaka 2.
Inscription at back:
Gaurt Ragins Malakaustaka ki,
Baga aga dru-manau lriya, kridatt liyai phila,
Mdlakaustu nypu dvenat, ndike para anukila.
“Entering the garden, the modest woman playfully gathers flowers,
For the coming of her lord Malkaus; a mest devoted lady devoted to the hero.”
Same bhand and series ag Nos, II-V and VII-XVI.
Prate IV.
VII
17.2375, Khambavati (Khamdj) Ragini. A lady performing Brehmd pij2: Brahma
is four-faced and four-handed, and is seated before the sacred fire, two hands helding
books (representing the Four Vedas), and another hand with a rpoon, feeding the flames
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with ght (clarified butter); the lady making offerings to the sacred fire. To the right &
palace with chamber and couch. Day scene.
Rajasthani (probably Bundelkhand), about 1600.
Dimensions, .149 X 197 m. Ross-Coomaraswamy Collection.
Inscription in upper left-hand corner: Mdlakausliaka 3.
Inseription at back:
Khamhavali Rigint Malakausiaka ki:
Saphala kauna kau ndli-phaly, amjuli linai ndri,
Coturdnanu * juja jaki rahai, ripu nihdri nihdri.
" Degiring 8 boon, the woman offers up & coconut with folded hands,
She makes offerings to Brahma, and gazes again and again on the image."
Bame hand and peries a8 Nos. II-VI and VIII-X VI,
PraTe IV.

VIII

17.2878. Malasi Rdgini. A lady placing a rose-lotus garland round her lover's neck.
To the left a palace with chamber and couch; te the right a tree with flowering creepers.
Day or twilight scene.

Rajasthani (probably Bundelkhand}, about 1600.

Dimensions, .148 X .196 m. Ross-Coomaraswamy Collection,

Inacription in upper left-hand corner: Malakausiaka 4.

Ingeription at back:;

Malavs Ragini Malakaustaka k3:
Sukha samdhyd bamdhyd bahula, gai na sunahy varindri,
Yaha saridhyd sukha siddha sami, bidhand racs savdrs.
*Yery great is the bliss of the union of him and her, such as has never been heard of :
This union is full and perfect joy, God brought it about by design.”’

1 take varindr{ as vara and nirl, man and woman: the word can aleo mean ' beautiful
woman,’

Same bhand and series as Nos, II-VII and IX-X VL

Prate V.

IX
17.287T7. Gunakari Rdgini. A lady of blue complexion picking flowers from a flower-
ing creeper growing in a scarlet pot. To the right & palace, with chamber opening on the
terrace, and containing a couch. Day scene.
Rajasthini {probably Bundelkhand), about 1600,

Dimensions, .146 X .199 m. Ross-Coomaraswamy Collection.
Inseription in upper left-hand corner: M dlakausiaka 6.

' Caturgnanu, “four-faced,” i. e. Brahma.
(743
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Inaeription at back:
Gunakart Ragint Malakauslaka k1.
Phili sahita binali pahupa, maha cita abhirdma,
Malakaustu nypu Svanai, karalf seja KT sama.

‘' Blooming like a flower herself, she gathers blossoms with her heart full of gladness,
For the coming of her lord Milkaus, she duly prepares the bed.”
Abhirdma seerns here to be an adjective describing the heroine. See B. M. Or. Add. 26550,
ff. 20 and 34, where the word, occurring as part of the text, has been mistakenly regarded
as the name of the author of the poem (Blumhardt, J. F,, Catalsgue of the Hindi, Panjabti
and Hinduelani M 88 in the Brilish Museum, London, 1898, p. (1): the author's real
name, L&l appears on ff. 10, 11, 12 (see p. 45, note 2).
Bame hand and series as Nos. II-VIII and X-XV1,
PraTe V.
X
17.2878. Tod{ Rigipi. Woman with a r7nd standing in a grove of trees with flowering
creepers; two deer are attracted by the music, and one of these is feeding from her hand,
Day scene,
Rajasthan! (probably Bundelkhand), about 1600.
Dimensions, .147 X .200m. Ross-Coomaraswamy Collection.
Ingcription in upper left-hand corner. Hindola 3.
Inseription at back:
Todt Rigint Himdole ki:
Piya biyoga aii birahini, bairdgine bairdga,
Manu biramdveali mygeni, seu {fodi tharhi bdga.
¢ Divided from her darling, most unhappy in love, like 8 nun renouncing the world,
This Todi abides in the grove and charms the hearts of the does.”
Prati VL
X1
17.2879. Deidkhyd Rigini. An acrobat dancing with a fan, and o woman turning on
B cross-bar. Day scene with rain,
Rijasthini (probably Bundelkhand), about 1600.
Dimensions, .148 X .184 m. Ross-{Coomaraawamy Collection.
Insecription in upper left-hand corner: Hindola /.
Inscription at back:
Desgkha Ragini Himdola ki:
Guna dgari nigars ca(lure), tanu sugavidha nanu sikhe,
Rakhi cita caleripolt, imi debt desdkha.
[75]
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* An accomplished and clever young woman, fragrant of body, in all its parta,

Fixing her heart upon her lord, such a lady is Deéakh."”

Cmpau I take as caira- or calripati, “lord of an umbre]]a.," “J.Dl'd,” “king.”
Same hand and series as Nos, II-X and XI-XVI.

PraTE VI.
XII

17.2880. Dhanaér¥ Edgini. The confidante, of blue complexion, seated, drawing the
likeness of & man according to the deseription of the heroine atanding. Tree to right.
Night scene.

Rajasthin! (probably Bundelkhand), about 1600.

Dimensions, .148 X .196 m. Ross-Coomaraswamy Collection.

Inseription in upper left-hand corner: Dipak 2.

Inseription at back:

Dhanderi Ragitp Dipaka hi%:

Sama gdvati ldkau sakht, dhandsri ali sogu,

Rapu ghatai ol deha keu, & jani karas viyaugu.

“* All the tale she tells her sakhi, Dhanaérl is full of woe.

The beauty of her body is wasted all away, she displays the condition of ‘love in
separation.’”’

Drawing the portrait of the lover is one of the traditional accomplishments of a con-
fidante, Cf. the story of Aniruddha and Usi in the Bhégavats Purdpa (Prema Sagara,
ch. Lxm).

Same hand and series as Nos. II-XI and XITI-XVI.

Prame VII.

X111

17.2881. Vardri Régini. Love scene in a palace chamber, the lady with a yak-tail
fly-whisk (cdmara). Tree to right. Night scene.

Rajasthan! (probably Bundelkhand), about 1600.

Dimensions, .146 X .197 m. Ross-Coomarsswamy Collection.

Inscription in upper left-hand corner: Dipok 5.

Barari Régini Dipeka ki:

Sarasa bardri batni kd, cica ract chali maine,

Tega tydga krama netu bhau, phikint na sarom: naina,

“Sweet is the speech of Bariri— her beauty like Kimadeva's,

Wheo has laid aside his arms, as the occasion demanda— not lowering her eyes in
shame.”

I cannot give any mesaning to cica.

Same hand and seties as Nos. II-XII and XIV-XVL.

Prare VIL
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XIV

17.2382. VibAdea Ropint. Hercine (Rati) seated on o bed on a palace terrace, the
hero (Kimadeva) aiming & flower arrow at a cock which is standing on the leaves of a
plantain and crowing. Night scene (dawn).

Raijasthan! (probably Bundelkband}, about 1600,

Dimengions, .14 X .19m. Ross-Coomaraswamy Collection,

Ingeription in upper left-hand corner: Megh-maldra 3.

Inseription at back:

Bibhdsa Ragini Megha-maldra k3:

8aba nisi goi surala rase, kridala koka bildsa,

Askdke prajamka para, nidrd karati bildsa.
(The last word is doubtless an error for bibhdsa.)

““The whole night passed away in love's delights end enjoymnent of amorous
dalliance.

Alone on the bed, Bibh#sa sleeps.”

For enother form of Bibhasa, see No. L of this Catalogue. The hero who shoots
an animal which disturbs the love scene is a motif not uncommon in Indian erotic paint-
ings. Other examples in the M. F. A. collections included M. F. A. 17.2421 an illustra-
tion to the Hamir Hath, where the Bultin is shooting a rat (this Catalogue, No.
CXXXIII); the unexplained illustration to a Jaina MS., M. F. A. 17.2728, No. 3 in
C., C. 1. C., Pt. 1v, Pl. xv, where the hero is shooting at a parrot. Similar illustrations
are found in the Hamir Hath series published by H. Sastri in Journal of Indian Art,
YVol. I), London, 1916, where Mahima is shooting a lion; and in 4 Jaing M. in the
Freer Gallery, like the M. F. A. 17.2278 above referred to. The shooting of a cock by
Kamadeva iz peculiarly appropriate, as this bird, heralding the day, when dallianee is no
longer permissible, may be regarded as his particular cnemy.

The motif of shooting at the Beloved (illustrated in No. L of this Catalogue) is
quite distinet from that of shooting at an intruding animal. It may be remarked that
shooting motifs are common in European erotic art.

Same hand and series as Nos. II-XIII and XV, XVI,

Prate VIIL

XV
17.2383. Bangala Rdgipi. A man seated between two trees, reciting maniras and
telling beads. Day scene,
Réjasthani (probebly Bundelkhand), about 1600.

Dimensions, .147 X .198 m. Ross-Coomaraswamy Collection.
Inscription in upper left-hand corner: Megh-maldra 6.
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Inscription at back:

Bargdla Ragini Megha-maldra k1:

Apanay pati basi karena kau, bahu ndika bara bhipa,

Sdma maritru friya japali hoi, dhari muniydra kau ripu.

“With a view to enthrall her husband, a great and noble lord,

The woman repeats the Sdma manirg, wearing the aspect of a sage.”
Bame hand and series as Nos, II-XIV and XVI.
The text ig practically identical with that of S. 4.
Prate VIII.

XVl

17.2386. Keddré Ragini. Two persons seated on a terrace; one 2 yog! seated on a
tiger ekin, the other a musician with a rind. Night scene.

Rijasth&n! (probably Bundelkhand}, about 1600.

Dimensicns, .14 X .19m. Ross-Coomaraswamy Collection.

Inseription in upper left-hand corner: Sri Raga 6.

Inseription at back:

Keddrau Ragini Sr1 Raga ki;

Suni suni ndda kurarge dhuni, thakyau nisdkara jani

BRirahu badhyau keddra kaw, sukyou kart lahau bihdnu

‘ Ever hearkening to the calling of the deer, she sees that the moon is weary (i. e.,
dawn is at hand):

Love gickness is killing Kedari; she looks to the dawn for comfort.”

British Museurn Mes. Or. Add. 2821, f. 36 gives a variant of the same dohs. The motif
seerns to be that Kedira has become an ascetic, despairing of reunion with her darling;
but he unexpectedly returns at dawn. Our picture illustrates only the first half of the
dohd: but the British Museum picture referred to shows the returned husband.

Same hand and series as Nos. II-XV.

Prate IX.

B. Er1c

PAHARL, Jam(
xVII

17.2745. The Siege of Lanka: Rama, Laksmana, Vibhisana, Hanuman, ete., with
an army of bears and monkeys encamped before the city walls, two rakgase spies {Suka
and Sirapas), detected by Vibhigana, held prisoner. Painting in gold and colors.

Paharl, Jami, early seventeenth century.

Dimensions, .820 % .585m. Ross-Coomaraswamy Collection.

Reverse with a lengthy extract in Nigari charactera from the Ramayape of Vilmiki.
The extract concludes with the rubricated passage:— Itydrtha Ramdyane Mahargi-
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Valmiki-viracite Sri-Rima-carite caturvinfali sdhasrdm sdvhitdyam Lankikande Vibh-
Lpanena Suke-Sarana-grakapam Suke-Sdranau prati Sri-Riama-Candra-sarogn-pakyam:

“Thus the tale of the multifarious Rémdyana of Valmiki, of twenty-four thousand
verses, the Lank#-section, the capture of Suka and S&rapa by Vibhisana, and the stern
speech made by S Rima Candra to Suks and Sarana.”

A series unique in size (33 X 34 inches) and historical importance, strong in color
and bold but not refined in draughtsmanship, and recalling the mural art from which it
undoubtedly derives. The series may originally have consisted of a hundred or more
gheets; another painting and several drawings from the same peries are in the Metro-
politan Museum, New York. Beveral examples are endorsed with lengthy cxtracts from
the Rdmdyana of VElmIki, written in bold N&gari characters and rubricated, but in the
drawings the names of personages represented are indicated in several instances in Tkl
seript. The paintings have red margins, and as is often the case with Jami pictures, por-
tions of the picture intrude upon the mergin. Above the high horizen there is always s
narrow strip of cloudy sky.

Published: C,, E. P., pp. 17, 18, 59, 60, and Pl. xx1 (in color); Museum of Fine Arts
Bulletin, No. 96: C., P. I. A., Pl. 1.xxx1.

Same hand and series as Nog. XVIII-XXVIII in this Catalogue (M. F. A. 17.2746-
2766). Prate X.

XVIII

17.2748. The Siege of Lafka: Rimsa encamped before the city with the army of
bears and monkeys, and their leaders. RAma in conversation with Vibhisana; a rakpasn
spy held prisoner, another (Sardula} fiying through the air {0 make his report. Riavana
in eouncil with his ministers within the city. Painting in gold and colors.

Pahari, Jamb, early seventeenth century.

Dimensions, .830 X .600 m. Ross-Coomaraswamy Colleetion.

As before, the spies, originally disguised as monkeys, have heen deteeted by Vibhisans.
In this picture and the Inst (17.2748) Valmki's descriptive passages are vividly realized:
the monkeys, yellow or tawny, and some white with coppery faces “innumerable groups
going to and fro, leaping and resting by turns . . . long-tailed, roaring like mighty clouds,
irresistible as tigers . . . these are gazing upon Lank#, as if 1o lay her waste , . . and these
whom thou seest here, like mighty banks of sable clouds, like dark collyrium, puissant,
innumerable, dwellets in the mountains, in the countryside and by the rivers, these dread
bears are marching upon thee, O King . . . lo, one like to a mountain, Dbumri’s younger
brother, a lord of the bears, like to his brother in beauty, greater in powers. And this
captain of leaders, Jambavin; mild is he, obedient to his superiors, and fieree in fight.”

Published: C., R. P., pp. 17, 18, 89, 60, and 79 (reproducing the text with which the
picture is endorsed) and Pl. xxm1.

Same hand and series as Noa. XVII and XIX-XXVIII in this Catalogue (M. F. A.
17.2745 and 2747-2788). Prate XI.
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XIX

17.2747. The Siege of Lafka: REvana visiting Sita, in the Afoka grove, where she
is guarded by raksnsis: the rdksasa Vidyijjibha, at RAvana’s command, exhibits a goun-
terfeit severed head of R&ma, and his bow. Painting in gold and colors.

Pahafl, Jam1l, early seventeenth century.

Dimensions, .825 X 500 m. Ross-Coomaraswamy Collection,

Same hand and series as Nos. XVII, XVIII, and XX-XXVIII in this Catalogue
(M. F. A. 17.2745, 2748 and 2748-2758).

As Rivana is subject to a curse, invelving his death, should he ever again take a
woman by foree without her consent, he makes every effort to win her, and to this end
endeavors to persuade her of Raéma's death; but even though convineed of this she re-
mains unmoved.

Prate XIL

XX

17.2748. The Biege of Lankd: Ravana seated in darb&r with his ministers, 8it in
the Afoka grove guarded by rgkgasis. Painting in gold and eolors.

Pahiifi, Jamil, early seventeenth ecentury.

Dimensions, .825 X .595m. Ross-Coomaraswamy Collection.

Same hand and series as Nos, XVII-XIX and XXT-XXVIII in this Catalogue
{M. F. A, 17.2745-2747, 2740 and 2T49-2756).

Prate XTI.

XXI

17.2748. The Siege of Lanki: Réavana seated in conference with a rdkgasa captain,
the rakgase army without. Painting in gold and colors.

Pahap, Jami, early seventeenth century.

Dimensions, .825 X .580 m. Ross-Coomaraswamy Collection.

Bame hand and series as Nog, XVII-XX and XXII-XXVIII in this Catalogue
(M. F. A. 17.2746-2748 and 2760-2766).

Prare XIII

XXII

17.2750. The Siege of Lanki: Rima, Laksmana, ete., encamped with the army of
bears and monkeys on wooded hille before the city. Unfinished painting, ground yellow.

Pahafl, Jami, early seventeenth century.

Dimensions, .825 X .600m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. XVII-XXI and XXITI-XXVIII in this Catalogue

(M. F, A. 17.2T46-2749 and 2761-2766).
Prare XIII.
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XXInI
17.27T51. The Biege of Lanki: bears and monkeys fighting with rakgasas on the city
walls. Drawing.
Pahayl, Jam1, early seventeenth century.
Dimensions, .830 X .590 m. Rose-Coomarsswamy Collection.
Same hand and series a8 Nos, XVII-XXII and XXIV-XXVIII in this Catalogue

(M. F. A, 17.2745-2750 and 2752-3756).
Prare XIV.

XXIV
17.2762. The Siege of Lanika: rahgesas fighting from behind the elouds, wounding
the bears and monkeys with a rain of arrows. Rama and Laksmana unwounded, Draw-
ing.
Pahijl, Jami, early seventeenth century.
Dimensions, .810 X .585m. Ross-Coomaraswamy Collection.
Same hand and series as Noa. XVII-XXIIT and XXV-XXVIIT in this (‘atalogue
(M. F. A. 17.9745-2761 and 2753-2756).
XXV
172783, The Siege of Lafki: battle of bears and monkeys with the rdksrses.
Drawing.
Pahapi, Jami, early seventeenth century.
Dimensions, .830 X .55 m. Ross-Coomaraswamy Collection.
Superscribed in Takii characters:
Samkula jundha (yuddha?) rabhodd (?)
“¥Yehement hand to hand conflict.”
Same hand and series a8 Nos. XVII-XXIV and XXVI-XXVIII in this Catalogue
(M. F. A. 17.2746-2762 and 27564-2756).
XXVI
17.2764. The Siege of Lanki: battle of bears and monkeys with the rakgasns. In
the upper part, Indrajit flying before Angada. Drawing.
Pahapt, Jami, early seventeenth century.
Dimensions, .830 X .595 m. Ross-Coomaraswamy Collection.
Published in part: C., B. P., Fig. 7 {(Angada, wrongly deseribed as Hanuman). The
names Indrajit and Afigada are inseribed in TakrT charactoers.
Same hand and series as Nog. XVII-XXV and XXVII-XXVII1 in this Catalogue
(M. F. A. 17.27T45-2763 and 2755, 2756).
Prate XIV.
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XXVII

17.8765. The Biege of Lanka: rdkgases fighting from behind the elouds, wounding
the bears end monkeys with a rain of arrows. Some of the arrows changing to serpents.
Rima and Laksmana eovered with arrows and bound hand and foot by the serpents.
Drawing.

Pahafl, Jami, early seventeenth century,

Dimensions, .815 X .580 m. Ross-Coomaraswamy Collection.

Same hand and series a8 Nos. XVII-XXVI] and XXVIII in this Catalogue (M. F. A.
17.2746-2764 and 2706).

XXVIII

17.2766. The Biege of Lafika: rakgasas fighting from behind the clouds, wounding
the bears and monkeys with a rain of arrows. Some of the arrows changing to serpents.
Riamsa and Laksmana covered with arrowe and bound hand and foot by the serpents.
Drawing,

Paharl, Jami, early seventeenth century.

Dimensions, .820 X .590m. Ross-Coomaraswamy Collection.

Published: C., B. P., p. 60 and Fl. xxIv.

Bame hand and series as Nos. XVII-XXVII in this Catalogue (M.F, A. 17.2745-2758).

The subject is similarly treated in the Ramayana reliefs of columns of the Virupiksa
temple at Pattakadal, ca. 740 &.p.

PraTe XV,

XXIX

17.2767. Part of portfolio which contained the large Ramdyana drawings: paste-
board, one side covered with red cloth. Contains parts of a very large Mahiga-mardini
cartoon, punched for use as a stencil.

Pahayi, Jami, seventeenth century.

Dimensions, .61 X .845 m. Ross-Coomaraswamy Collection.

XXX
17.2758. The Siege of Laika: the city gate, with rdkpasa guards. Second drawing
in black over red.
Dimensions, .188 X .174 m. Ross-Coomaraswamy Collection.
Pahayi, Jamil, early seventeenth century.
Probably by the same hand as C., B. P., PL. xxv.
Prate XV.
XXX
17.2770. Bhimasenn: a man etriding forward, carrying a apear pointed at both ends.
Part of red border cut away.
Pahiiyl, Jamii, early seventeenth century.
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Dimensions, .093 X .148 m. Ross-Coomaraswamy Collection.
Reverse with Tiky1 inscription: Bhals 50:
Bhimasene-de prasane bridha hoe hora kalydnd hoe lakgmi hoe.
“If Bhimasena be favorable there will be increass, and good fortune and wealth
will result.”
Noe. XXXI-XXXVIIL and XLI-XLVIII in this Catalogue (M. F. A, 17.2763-78)
are all from one series, probably by the same hand. The subjects of the illustrations

XXXI. Tzgsi Texr

include deities, epic heroes, and miscellaneous. The series may once have amounted to
more than s hundred items, as the highest number given in the inseription is 68; the
phraseology of some of the texts (lzbha hoe, dukha hoe, sukha hoe, ete.) suggests that
the whole must have formed a kind of pack, used for divination.

XXXII
17.2771. Hanuman with a mace striding across a mountain landscape. Part of red
border cut away.

Pahisl, Jami, seventeenth century.
Dimensions, .093 X .139m. Ross-Coomaraswamy Collection.

XXXI1I. Taxni Texr

Reverse with Taki inscription: Bhali §:
Hanumdne-de prasane sthabi sukha hoe, hora je kdreja oinft ese sahale hoe.

“If Hanuman be favorable, every pleasure will follow and the result will be the

fulfillment of desires and smoothing away of anxieties.”
Same hand and series as Nos. XXXI, XXXITI-XXXVIII and XLI XLVIII in this
Catalogue. Puate XVI
XXXITI

17.2T72. Rivana, seated figure with ten heads and twenty arms, holding weapons.
Pahayi, Jam#, seventeenth century.
Dimensions, .092 X .146 m. Ross-Coomaraswamy Collection.

ras



INDIAN COLLECTIONS

Inscription on red border in white Tikrl characters Rivana.

Reverse, with TakrI inacription: Mamda 56 :

Ravane-de presane 0% . . . hoe.

Same hand and seriea as Noa. XXXI, XXXII, XXXIV-XXXVIII and XTI-XLVIIL

in this Catalogue.
Prate XVI.

C. PavRinik
PaniB1, Jaml

XXXIV

17.2764. Sukra (the planet Venus): a male figure, four-armed, with sword and shield,
rosary and water pot, riding on & peacock.

Pahifl, Jami, seventeenth century.

Dimensions, .094 X .139m. Ross-Coomaraswamy Collection.

Inscribed on red border in white T8kr! charactera: Sukra.

Reverse with inscription in TakrT characters: Bkald I:

Sukre-de prasane karaja sidha hoe, hora anabhoga, hora sukha hoe.

“Tf Sukra is favorable your desires will be fulfillad and enjoyment and pleasure
will result.”

Same band and series a8 Nog. X3IXI-XXXIII, XXX V-XXXVIII and XLI-XLVIII

in this Catalogue.
XXXV

17.2768. Candrama (the moon): male figure riding on a black buek.

Pahfifl, Jamii, seventeenth century.

Dimensions, .103 X .146 m. Rose-Coomaraswamy Collection.

Inscribed on red border in white Tikri characters: Camdrama.

Reverse with defaced inseription in Takel characters: ... . 4.

Cardrame-de prosene . . . labha hoe, hora su . . . sobha

“If the Moon be favorable, there will be profit, and beauty will result.”

Same hand and series as Nos, XX XI-XXXIV, XXX VI-XXXVIII and XLI-XLVIII
in this Catalogue.

Prare XVII.

XXXVI

17.2768. Brahmi: four-faced and four-armed, holding the Vedas, kuéz grass, and
water pot, riding on & swan (hawse). Red border partly cut away.

Pahiyl, Jami, seventeenth century.

Dimensions, .095 X .138 m. Roes-Coomaraswamy Collection.
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Reverse with defaced inscription in T8kri characters: Bhala S0:
Brambhe-de prasane . . . bha hoe
sukho hoe, . . . l3bha . . . hoe

Same hand and series as Noa. XXXI-XXXV, XXXVII, XXXVIII and XLI-XLVIII
in this Catalogue.

Prate XVIL

XXXVII

17.2787. Bhairava (Siva): blue-complexioned, four-armed, with skuli cup, sword,
tritdla, and damary, seated on a tiger skin, Yellow border.

Pahayl, Jamil, seventeenth century.

Dimengions, .101 X .144 m. Ross-Coomarsswamy Collection.

XXXVIL. Tikx? Texr

Reverse with inscription in Takrl characters: Bhals 98.
Mahddeve-de prasane sadd dhne-di bridha hoe,
dharama mukata hoe dharame-da karama kare
“If Mah&deva be favorable, there will be continual increase, you will be freed
from dharma, but you should practise dharma.”
Same hand and series a8 Nos. XXXI-XXXVI, XXXVIIT and XLI-XLVIII in this
Catalogue.
PraTe XVII.

XXXVIII

17.9789. Nardyana (Visnu): with a devotee ‘taking the dust of his feet.! The
divinity i of blue complexion, four-armed, with conch, maee, discus and lotus. The
formula 8. G. C. P., however, is not correct for Nariyana: 8. (i. P. (", would be correct
for Krsna, who is likewise suggested by the peacock mukufa,

Pahiyl, Jamil, seventeenth century.

Dimensions: .101 X .147 m. Ross-Coomaraswamy Collection,

Inseription in white Takri charseters on red border:

Narayana.
Reverse with defaced inscription in Takri characters: Bhalg 23:
Narayane-de prosgne aneka bha . . ., hora bhuka . . . . hoe
Same hand and series as Nos. XXXI-XXXVII and XLI-XLVI1I in this Catalogue,
Prate XVI.
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“D. Kgrsna Liri
RijastHANT OR GUIARATI

XXXIX

26.4268. Radhi with two companiony entering a walled garden, where Krapa is
sented by a bed awaiting her. There is a swarm of bees about her head, and flying be-
tween her and Kysna; monkeys and birds in the trees. The women are dressed in colf
(not very short), flowered skirt, and eficala, with black pompoms attached to armlets and
wrists; Krsna in trangparent muslin jéma’, opening at left with jabots, and worn over
tight muslin trousers; the skirt of the jama’ apparently with points, the kamarband
with long ends; the knees supported by & yoge pafle. Color brilliant and well co-
ordinated.

Southern REjasthini or Gujaratl, early sixteenth century.

Dimensions, .185 X .263 m. Harriet Otis Cruft Fund.

Prose: Gujarat! inseription in Nagari characters, partly destroyed:

. i pehargna . . . @ sakha sdthai aneka chei: jai 1 bela biji-bela sagali sa(tha):
egari bdsa valichd, jhing radhd-ji ra prema laldi hai: dhayd thékura-jT eka
dhyana miraga |herai ] chai: sakhi dge pedhardvali hui: bage mahe aneka
brakha chai.

. . many companions coming with her; creeper and vine together; before them
is & garden, the slender Radhd-j! is a branch of love; Krgna-ji is looking for
her coming, as if in a trance; one of her companions leads her forward; in
the garden there are countless trees.”

At the back is written an (ocwner’s?) name, apparently Dagho-ji Pare Phaumgar which
sounds like & Dakkhan! name.

Thig lyrical treatment of the Krsna theme is done in a style very closely related to
that of the earliest Rdgmala series in this Catalogue. The resemblances are too evident
to need special mention; on the other hand, the eye in people is represented as completely
seen as in Gujariti painting of the fifteenth century. As regards costume, the women's
skirts are more elaborately flower-patterned than in any other Rajasthani pictures, the
colf is rather long, and this would be an early feature; the same applies to the pointed
skirt of Kysna's jdma‘, but this depends on an interpretation of the drawing which ean-
not be regarded as indisputable. As elsewhere, the black pompoms are a relatively early
characteristic. The representation of the kkijr (wild date palm) is unusual.

The language (chot, etc.) is Gujariti. The same chai is used in the Jaina illustrations.
The lyrical theme suggests a mention of the recently discovered Gujarit! Vasanta Lil2
seroll fully illustrated in the style of the contemporary Jaina MSS, and dated at Ahma-
dabid, Samvat 1508, equivalent to 1451 o.p.! In this MS. the most abbreviated formulae

1 Mehta, N. C., Indian painiing in the fifteenth century, Riipam, 22-23, 1825; Gangely, 0. C.,
Vasants Vildsa: a new document of Indian painting, Ostasiatische Zeitachrift, N. F., 2, 1925,
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of draughtamanship are used; there is also a relationship with the Jain school of painting,
which may perhape be regarded as & kind of southern or Gujarat] dialect of Rajput. In
several pictures the bees (which play a large part in Indian lyrical rhetoric) are repre-
sented; I do not know of any other Indian painting, except the one now deseribed, in
which this is the case. Here the ‘bee-line’ recalls the Karpuramasijarl, 11, 6 * Before
her flies a glance, like a line of bees.” On the whole I do net think the arguments derived
from costume, solely, to be precise, from the jgma’, preclude a dating of our piece nearer
to 1550 than 1600.

Published, M. F. A. Bulletin, No. 142.

Prate XVIII and Frontispiece [eolor plate].

*RAjABTHANI
XL

23.444. TFragment, representing & landscape with trees, cows, a river in the fore-
ground, and kneeling figures of kings. The cows in gold.

Poesibly an episode from the Mohdbhdrata; or a Vaignava subject. Probably about
1600 or very early seventeenth century.

Dimensions, .11 X .217 m. Ross-Coomaraswamy Collection.

Prate XIX.

E. « MisCELLANEOUS
1. Paminl
XLI

17.2763. Decr fighting under a tree; painted over another version of the same subjoect

Pahiri, Jama, early seventeenth century.

Dimensions, .066 X .143 m. Ross-Coomaraswamy Collection.

Reverse with Takrl text, not deciphered but eontaining the word lqjada, ‘fighting.’

Published: C., R. P., PL. xxvir b and vol. 1, pp. 17, 18; (., P. 1. A, Pl. Lxxu.

A similar compoeition occurs in the Mandft al Hayawan of the Morgan Library, New
York: the accompanying text merely describes the peculiaritics of the ‘mountain ox.’

A gimilar composition is also found in British Museumn Ms. 18579, f. 63 a, where it
illustrates the Story of the Devotee who had his Robe of Honor Stolen (see Eastwick,
Anvar--Suhailz, 1854, pp. 103 f1.).

Same hand and series as Nos. XXXI-XXXVIII and XLII-XLVII1 in this Catalogue
(M.F. A. 17.2764-2778).

Prate XX.
XLII

17.2768. Ascetic or student (brahkmdcari); Brihman youth with apear end water
pot. Numbered Bhald 72.
Pahap, Jami, early seventeenth century.
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Dimensions, .100 X .145m. Ross-Coomaraswamy Collection.
Inscribed in white Takri characters on red border Bramhaedrs.
Reverse with Hindi text in Takri characters:
Bramhdcarie-de prasane bidy& labha hoe
Sukha hoe dirba(?) libha hoe . . . sukhe . . hoe
Brahmdledrya is the continent and devoted life of the student or ascetic, and one who
leads such a life is called 8 Brahmdedri.
Same hand and series a8 Nos. XXXI-XXXIX, XLI, and XLIII-XLVIII in this
Catalogue (M. F. A. 17.2783-2787 and 2769-2778).

XLIII

17.2773. Bed, in a chamber, the roof with five domes. Numbered Bhala 74.

Paharl, Jamil, early seventeenth century.

Dimensions, .102 X .145m. Ross-Coomaraswamy Colleetion.

Reverse with Hindi text in Takr characters, beginning Sajd-de prasape, the rest
illegible {sajd = sajjo or bed).

Same hand and scries as Nos. XXXI-XXXVIII, XLI, XLII and XLIV-XLVIII in
this Catalogue {M. F. A. 17.2763- 2772 and 2774-2T78).

XLIV
17.2774. Jailor and eriminal. Numbered Mandg 53,
Pahirl, Jumi, early seventeenth century.
Dimensions, .096 X .141 m. Rosz-Coomaraswamy Collection,
Takri inseription in white on red border illegible.
Reverse with Hind! text in Tikr! characters:
Kubudhie-de prasane burd karama kar? karle . . . karie burt mola hoe
“If a depraved person be gratified, he will make you do bad deeds and die an evil
death.”
Same hand and series as Nos. XXXI-XXXVIII, XLI-XLIII and XLV-XLVIIT in
this Catalogue (M. F. A. 17.2763-2773 and 2775-2778),

XLV

17.2TT5. The friends: two young men seated on a dari, one offering the other betel,

Pahiyi, Jami, early seventeenth century.

Dimensions, .101 X .148 m. Ross-Coomaraswamy Collection,

Inseription in white Tikri characters on red border Miira (friend).

Reverse with inseription in Tk characters, illegible,

Same hand and series as Nos. XXXI-XXXVIIL, XLI-XLIV and XLVI-XLVIII in
this Catalogue (M. F. A. 17.2783-2774 and 2776-2778).

Prate XX.
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XIVI
17.2776. A Brihman: a man seated on a dari under a tree (weeping willow type).
Numbered Bhald 70.
Pahari, Jami, early seventeenth century,
Dimensiong, .095 X .126 m. Ross-Coomaraswamy Collection.
Inscription in white TAkrl characters on red border Brahamana vidara.
Reverse with T&ke] inscription beginning 1ipare-d¢ prasane. (tipra = briahmana)
Same hand and series a8 Nos. XXNXI-NXXVIII, XLI-XI.V, XLVII, XLVIl], in
this Catalogue (M. F. A. 17.2763-2T76 and 2777, 2778).
Prate XX,
XLvIl
17.2777. Pandit with a book.
Pahiyi, Jami, early seventeenth century.
Dimensions, .093 X .140 m. Ross-Coomaraswamy Collection,
Reverse with inscription in Takel characters, partly illegible.
.+ . Lzbha hoe
Sukhe hoe, . . . bhali hor pamdnta hoe
Same hand and series as Nos. XXXI-XXXVIIT, XLI- XLV and XLVIII in this
Catalogue (M. F. A. 17.2763-2776 and 2778).
Prate XVI.
XLVIII
17.2778. Donkey beside a tree, braying.  Numbered 52.
Pahari, Jamd, early seventeenth ventury.
Dimensions, .003 X 143 m. Ross-Coomaraswamy Colleetion,
Reverse with Hindi inscription in Takri charaeters:
Gadhe-de prasane sadi dukha hoesukha hoe.
“If a donkey be pleased, there will be both sorrow and joy.”
Same hand and series as Nos. XXXI-XXXVIII and XLI-XLVII in this Cutalogue
(M. F. A. 17.2763-2T77).

Prate XX.
«2. RArasTHANT
XLIX
26.526. Design, fruits and leaves of lotus (Nelumbium spreiosum) probably part of
a picture border.

Rajasthini, perhaps sixteenth to seventeenth century.
Dimensiong, .159 X 080 m. Gift of Ananda K. Coomaraswamy.
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2. LATER SCHOOLS, AFTER 1630 AND MAINLY LATE
EIGHTEENTH CENTURY

A. Rigas anp RAGINTS
(1) RisasTHAN!

15,51, Vibhdsa Radgini. KAmadeva aiming a flower arrow at Rati, who reclines on a
bed on the terrace of a palace; & maid at the window fanning her. With Hind! inseription.
Rajasthin!, about 1630,
Dimensions, .172 % .245 m, Ross Collection.
Text of the Hindi inscription:
Rdganz Vibhise: Copat:
Megha maldra kdma gati kinhi,
megha vibhsa arka bhart Bnhi;
Pavhaupa dhanukha ! bdna kare liyau,
rali * sorigrdma bicdroli htyei;
Vaha neha ura hathi lagarar,
badana mori piya pema upavai;
Dou balirarnta dou jujhakirt,
rahe samdno kou nohi hdri;
Sughara ripa doi unihari,
navals iriyé piya jobanavari.
Doha:
Suniyala kathd ju kdma ki, riti binoda pada samgah,
Sarasa naina kari nirakhie, sarasai sarasa-hi ravga. 24.
“ Megha malira has entered on the path of love, and the clouda have assumed
full measure of glory,
Love has taken bow and arrow in hands, and Desire is considering in her
heart the hattle of love,
She lays & loving hand on her breast, and turning ber face, awakens her
darling’s love.
Both are hardy and valiant fighters, hoth are well matched and neither yields,
Both are alike in beauty of form, the tender girl and the lusty youth.
Hear the tale of love, the passionate pleasure of union,
Only if you look with the eyes of love will you see the true tineture of love! "

U Pauhaupa dhanukha = pugpe-dhany, ¢ Flower-bow,' i.e. KEmadeva,
* Rati, the wife of Kamndeva.
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A gimilar composition and almost identieal text are found in British Museum MS, Or.
Add. 2821, f. 29. The texts are discussed in J. A. O, 8., xL11, 1923,

The Bibhasa Ragini, M. F. A. 17.2382, No, XIV of this Catalogue (8. 2}, and that of
8. 1, in the Fogg Art Museum, differ in theme and text, but correspond in the act that
Kzmadeva and Rati are the hero and heroine, and in the fact that the former in both
cases is shooting a flower arrow, though at different objects. Cf. No, XIV, supra.

Published, Coomaraswamy, A. K., The Dance of Sira, New York, 1917 and London
1924, and in C., P. I. A., Pl. Lxviu (in color), where the hero and heroine are incorrectly
referred to as Krgna and Radha,

Same hand and series (S. 3) as M. F. A. 15.58, No. LI of this Catalogue.

Prate XXI.

LI

15.58. Madhu-madhart Ragini. A woman feeding o peacoek in a palace garden;
attended by maids. With monsoon clouds and lightning. HindI inseription,
Raijasthini, about 1630.
Dimensions, .168 x 250 m. Ross Collection,
Same hand and series (8. 3) a8 M. F. A. 15.51, No. L of this Catalogue,
Text of the Hind! inscription:
Rigant Madhu-mddhovi: copai:
Mauodhu-mddhar riipa nidhing adri,
harita bargne pahairai lana sdr3;
Bhdvai bheda bhusana aviga nike,
dekhi kofi muni saj: hot phike;
Nikasl mahale bart makl (hadhs,
nila jalade wnagt ghaid garhi;
Madhura madhura dhuni garajola dvai,
ddmini comaki raba fhaldvas;
Kuralahi! khaga' dnamde suravdni,
dekhi surfjht rahy Lh3 rdns.
Doha:
Piya mildpa ko phula tana, thidhi karaia vineda,
Nrpahinh dola kai manabasi, idthai mana maht moda. 14,
Translation:
“Madhu-midhav] is a treasury of beauty among women, she wears a green robe
over all her body,
Many kinds of jewels adorn her limbs, whom to behold, & myriad sages pale and
faint.

! Euralahi=kridahim, ‘are sporting,’ as in the Padumdvazt of Muhammad Jaisi, stanza 33 (cd-
Grierson and Dvivedi, Calcutta, 1911},
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Coming from the palace, she stands in the garden; heavy black clouds are gather-
ing joyfully,

The sweet, sweet rumbling of thunder is heard, flaches of lightning light up the sky,

Birds are disporting with many notes; the princess, beholding, stands there
delighted.

Her body blossoms like a flower for the meeting with her darling, she stands
entranced,

Dreaming of her lord’s embrace, there is bliss in her heart,”

The texts of 8.3 (Nos. XVII and XVIII of this Catalogue) differ from those of 8.1,8.2,
and 8. 4, but correspond with those of B. M. Or. Add. 2821.

An alinost identicsl picture and text are found in British Museum Ma, Or. Add. 2821,
f. 18. Both texts are discussed in J. A. O. 8., vol. xLi11, 1923,

The Madhu-madhay? Ragin of 8.2 (C.,, R. P., PL. 1) and that of $. 1 (text published in
J. A. 0. 8., loc. ert.) representing an Abhisgrikd heroine, differ in theme and text; but
correspond in the association with peacocks, and in some phrases of the text.

The two pictures of this Catalogue Nos. L and LI (M. F. A. 15.61 and 16.53) illustrate
the growing refinement which appears in seventeenth-century Rijasthini painting as a
result of Mughal influence. There is already the beginning of a transition from painting
to drawing, from color to outline, as essential medium. The later stage, in which feeling
and vitality are much reduced is well exemplified in B. M. Ms. Or. Add. 2821.

Published, Coomarsswamy, A. K., The Dance of Siva, New York, 1917 and London,
1924, and C,, P. I, A., Pl. Lx1x.

Rame hand and series {8. 3) as No. L (M. F. A. 16.51) of this Catalogue.

Prate XXII.

LII

1788, (Varari?) Ragint. The heroine with hands clasped over her head, with at-
tendants on a paluce terrace, field and trees beyond. The position of the hands (karkafa
haste) indicates amorous longing.

Rijasthant, probably Joipur, mid-seventeenth century.

Dimensions, .211 X .313 m. Harriet Otfis Cruft Fund.

Same hand and series as Nos. LIII-V in this Catalogue (M. F. A. 17.72, 17.2911 and
17.2012),

Ancther of this series in the British Museum, and one belonging to Dr. Coomara-
swamy.

In this series, which may be referred to as series five (8. 5), the Hindl text super-
seribed on each has been peinted over with clouds, which must have been done almost
at once after the rest of the work was complete, perhaps as an afterthought. Portions of
the text of Kakubha Rapgint (No. LV) can be made out, the words keli kardhi, serabara
. . . deha dhydna sufficing to identify it with that of Kakubha Ragint in British Museum
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Ms. Or. 2821, with which the composition and style likewise correspond, though the
British Museum Ma. is slightly later and not quite so well executed.
Prare XXII v

LIII

17.72. Hipdola Raga. XKrsna with Radha in a jewelled golden swing, attended by
many other gopls in a grove by a lotus lake, with many peacoeks,

Rijasthand, probably Jaipur, mid-seventeenth century.

Dimensions, .205 X 305 m. Ross-Coomaraswamy Colleetion.

Same hand and series as Nos. LII, LIV, LV in this Catalogue.

Prate XXIV.

LIV

17.2811. Khambavali (or Khamdj) Ragi?. A lady performing Bruhmi pdjd: Bruhma
is four-faced and four-handed, and is seated before the sacred fire, holding a book (the
Four Vedas) rosary and sacrificial spoon. The lady knecling with hands elasped in wor-
ship {afijoli hastz). Palace terrace with musicigns below; characteristic Rajput archi-
tecture.

Rajasthiin, prebably Jaipur, mid-seventeenth century,

Dimensions, .186 X 284 m. Ross-Coomaraswamy Colleetion,

Reproduced, C'., R. P., Pl v1.

Same hand and series as Nos. LII, LIII, LV in this Catologue.

For similar representations ef. No. VII in this Catalogue.

Prate XXV,

LY

17.2012. Kakubha Ragini. lady with a garland in ench hand with dancing pea-
cocks: two musiciang o the right, a shrine on the hill above, with two pilgrims. Lotus
pool in foreground.

Rajasthan!, mid-seventeenth century.

Dimensions, .180 X .278 m. Ross-Coomaraswamy (Colleetion.

Same hand and series as Nos. LII-LIV in this C'atalogue. Hee No. LII

Prare XXVIL

LVI

17.2000. Khambavali (Khomdj) Ragrat. A lady performing Brahma pipd. Brahmi
seated on a terrace before the sacred fire, four-faced and four-armed, holding the Four
Vedas and two sacrificisl spoons, the lady kneeling with hands clasped in worship (efzalt
haste). Tn the background a pavilion with heavy comice {rhaja).

Rajasthani, mid-seventeenth century.

Dimensions, .163 X .217 m. Ross-(‘comarzswamy (‘ollection,

Prare XXVII
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LVI1

17.2010. Kgkubha Ragini. A woman standing in landscape, holding & garland in
each hand. A pool in the foreground, with birds and a fox, mountainous background
showing Persian influence.

Rajasthani, Jaipur, eighteenth century.

Dimensions, ,.140 X .204 m. Ross-Coomaraswamy Colleetion.

Prate XXVIIL

LVIII

17.2013. Asdvari Rdgipt. A woman seated on lotus petals playing the bin or adgasara
in a grove of trees at the foot of a hill surmounted by a shrine. Cobras are attracted by
the music.

Rajasthani, probably Jeipur, later seventeenth century.

Dimensions, .237 X 200 m, Ross-Coomaraswamy Collertion.

Superscribed in Persian characters, Ragini Asdbari, and in Nigari characters with ¢
verse from a Ragmaia:

Ragani Asdvari: 35: dohd:

FPiya mogi amedhei asdvari, carhi maliydeala chai:

Sarpa sabas érikhanda taji, rahe deha lopalds

“ Asavari is longing for her husband, and climbs the Malaya mountains,

All the snakes degort their sandal trees, and writhe and coil their bodies.”
A similar composition and text in British Museum Ms. Or. Add. 2821, f. 35.
Prate XXIX.

LIX

17.2014. Mdalkousa Riga. Prince and princess seated, listening to two female mu-
gicians.

Rajasthini, Jaipur, ninetoenth century.

Dimensions, .180 X .250 m. Ross-Coomaraswamy Collection.

Inscribed with Hindi text from a Ragmaia:

Satvs Rag Malakos: chand paddhari:
Manijalita siihdsana pai eisdla dompoti seripa sukhamara sdla
Dharat sucaure sakhi cdru cdra, Yaha Rage Malakoesaha vicdra.
Iti Malakosa Raga
“On & beautiful gem-set lion throne, lord and lady in a fair palace;
Four lovely sakhis plying the fan: know this is Mialkos Riiga.
Thus Milkos Raga.”

This picture is almoet identical, except for reversal from right to left, with British
Museum Ms. Or. Add. 26550, folio 7. The wording of the text is different, but the sense
is aimilar,

Prare XXX,
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LX

17.3041. Lalna Ragint. Girl on a bed, a man with two garlands standing beside her.
A tracing on skin,
Rijasthanl, Jaipur, nineteenth century.
Dimansions, .085 X .141 m. Roess-Coomaraswamy Collection.
Prare XXX,
LXI

17.3080. Ramakali Rdgin?. Youth, accompanied by the sakhi or confidante of the
heroine, kneeling at the feet of the heroine; architeetural background.,

Rajasthani, Jaipur, eighteenth to nineteenth century.

Dimensions, .117 X .155 m. Ross-Coomaraswamy Colleetion.

Superseribed in Nagari characters: 11 Rimakali.

LXII

17.3081. Ragipi? Lady reclining on a couch and playing a vipd, the sakhi seated be-
gide the bed. Architectural background.

RAjasthani, Jaipur, nineteenth century,

Dimengions, .131 X .158 m. Ross-Coomaraswamy Collection,

LXIIT
17.3081. Rapnpl. Girl seated with cobra; drawing, probably a sketeh for Asdvar?
Ragini.
Rajasthan}, Jaipur, eighteenth to nineteenth eentury,
Dimensions, .103 X .136 m. Ross-C'oomaraswamy Collection.

LXIV
17.8087. Dhandiry Ragini: tracing on skin.
Rajasthan], Jaipur, nineteenth century.

Dimensions, .104 X .154 m. Roes-C'oomaraswamy (ollection.
Superscribed Ghatasari (for Dhanaéri) in Nagari characters.

{1a) RxiseTHANI wiTH MUGHAL INFLUENCE
LXV
17.71. Bhmrava Rdga. Siva as Bhairava seated on & bed attended by three girls,

one of whom is masssging his arm.

Under Mughal influence, Early seventeenth eentury,

Dimensions, .202 X 202 m. Harriet Otis Cruft Fund.

Ultramarine and gold are dominant in the unusual enlor scheme. The painted archi-
teeture recalls the decoration of such buildings as the Rang Mahalf at Delhi (Arch. SBur.
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Ind., Ann. Rep., 1907-08). With Urdi inscription in Persian characters in gold on the
blue sky: Prathama raga Bhairave habaskart shaba bagi, awal: ‘The first riga, Bhairava,
the hour of dawn, while night still lingers. First.’

The figure of Siva at first suggests Krgna by its blue color, but the hair dressed in a
knot {jatd) is characteristic for Siva as a yogi, and in any case it is Siva as Bhairava who
should he represented. Bhairava is dark complexioned; blue and black are interchange-
able in Indian iconography and color terminology.

Same hand and series as No. LXVI (M. F. A. 17.69). Two others of the same series
belong to Dr. Coomaraswamy.

Prate XXXI,

LXVI

17.68. Varar? Ragipi. Heroine seated on a cuuki, with hands clasped overhead;
maid or confidante in attendance.
With Mughal influence, early seventeenth century.
Dimensions, .203 X 294 m. Ross-Coomaraswamy Collection.
With Urdd inseription in Persian characters in gold on the blue sky:
Ragini Rarari wagt shaba baqt hakilas bahir din ke,
“ Ragini Barari, the hour of night when day is ended but twilight still lingers.”
The position of the hands with fingers interlocked (kerkata hastd) and the arms
stretched overhead expresses amorour desire.
Same hand and series as No. LXV (M. F. A, 17.71).
Prate XXXT.

(2) Pamig!, Jamd
LXVII

17.2787. Dipake Rdpe: male personage, with three flaming heads and four arms,
holding elephant goad (ankuta) and rose lotus {padma) as attributes, red in complexion,
riding on & white elephant with flaming head and carrying a flaming arghya pdtra in his
trunk,

Pehirl, Jami, early eighicenth century.

Dimensions, .157 X .148 m. Ross-Coomaraswamy Collection.

A portion of the original red border with white inscription in Takr! characters is
attached and reads Dipak Rage. Also inscribed reverse Dosra palara Dipakeds, *second
sheet of Dipak.”

Prate XXXII

LXVIII

17.2789. Deragandhdrt Ragini: two women, one with a fly-whisk (cdmara) perform-
ing Siva p@tjd, standing on either side of a lingam. Implements of worship, including an
arghya pdira, on the ground.
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Early eighteenth century.
Dimensions, .205 X .200 m. Ross-Coomaraswamy Collection.
Inseribed in Takr! characters in white on the red border:

Devagandhaeri Ragani Malkausedé bharaja

 Devagandh&r! Riginl, wife of Malkauga.”
Also reverse with Maikausedd patora (?), patara with the number 2 (i.e, ‘sheet two").

and several letters in another hand.
Prate XXXIL
LXIX

17.2790. Gombhira Riga: man and woman in a boat, the former aiming an arrow at
a deer running on the shore.

Pahari, Jami, carly cighteenth century,

Dimensions, .208 X .208 m. Ross-Coomarswarny Collection.

Inscription in white T3kri characters on the red horder.

Gambhira rdga Sri rdgedd putra
“Gambhira Ripa, son of 8ri Riga.”

Reverse with identical ingeription and some additional words,

It will be observed that the Jamii Rdgmald series includes a grouping not only of
Ragae and their wives Rdginis but also a series of modal varistions known as sons aml
daughters of the Rager. Among Rijnsthani works I know of only one sueh series
and the total number of pictures in a series should, of course, in this case, exeeed the usual
thirty-six.

Prate XXXII.

LXX

17.2791. Ramekeli Raginl a woman with a cup of milk in each hand, cobrus
emerging from trees right and left to drink the milk.
Pahayi, early eighteenth century.
Dimensions, 208 % 205 m. Ross-Coomarnswamy Colleetion,
Inscription in Takri characters on the red border:
Ramakali ragin? Sri ragedi bharajn
¢ Ramakali Raginl, wife of Sri Raga.”
Reverse with same inscription and additional words peceutn patara, “lifih sheet.”
The number 5 and six letters appear below in anoiber hand,
Prate XXXII,
LXXI
17.3188. Gujari Ragini: a woman seated in landseape fondling two black deer, an-
other womsan playing the rind.
Pah#irl, Jami, early eighteenth century.
Dimensions, .158 X .158 m. Ross-{'oomaraswamy ('ollectinm.
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Inseription in white Takrl characters on the red border:
Gujart ragini Dipakedi bheraje
“Cujari Rigint, wife of Dipak.”
Prate XXXIIL
LXXII
17.3118. Devagir? Rdgini: two women, one with garland, one with a fly-whisk and
basket of flowers, approaching & Siva lirgam to offer pdja. The Magam surmounted by
an umbrella of honor (chatéra).
Pahar, Jami, early eighteenth century.
Dimensions, .203 X .209 m. Ross-Coomamswamy Collection.
Inseription in red Takry characters on the yellow border:;
Devagiri ragant Hindoledi bharaja
“ Devaglri Ragini, wife of Hindola (Raga).”
Reverse:
Devagiri Hindoledt bharajd dusra patara.
“PDevaglht (R&gink), wife of Hindola, second sheet.”
also the number 2 and several letters in another hand.
Prate XXXITIL
LXXIII
17.2788. Bhomaranande Raga: a Saiva sannydsi dancing violently, and a woman
drumming on a tambourine,
Pahiifl, Jamf, carly cighteenth century,
Dimensions, .205 X .211 m. Ross-Coomaraswamy Collection.
Inseription in black in Tikri characters on the red horder:
Raga Bhamardnande Molkausedd putre, ** Bhamaranands Riga, son of Malkausa.”
Style of No. LXVIII, ete., but not in same series
Prate XXXIIL
LXXIV
17.3200. Gujart Ragint: girl with a vind, between two trees.
Pahiri, early eighteenth eentury.
Dimensions, .204 X .219m. Ross-Coomaraswamy Collection.
Inscribed in Takr! characters on the red border:
Ragant Gujari Dipaked: bharaja
“Gujari Rigini, wife of Dipak.”
PuaTe XXXIIL
LXXV
17.8218. Denagirt Ragint: a lady offering piijd of burning camphor before a large
hall of burning eamphor on a dish (verana-dale) supported by a standing brazen Garuda.
Attendant with yak-tail equrt, architeetural background. Red horder with Tikei inserip-
tion in white: Ragant Devegurt 17.
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Pah&rl, Jami, seventeenth century,

Dimensions, .197 X .251 m. Ross-Coomaraswamy Collection.

Prate XXXIV.

LXXVI

17.3219. Abhiri Rigini: a lady offering a cup of milk to four cobras emerging from
and coiling upon two earthen pots. Attendant with yak-tail caurf: architectural back-
ground. Red border with Takri inseription in black: Ragayl Akiri Hamdoledi bharaja,
“Ragini Ahir] wife of Hindola.”

Pahari, Jami, seventeenth century.

Dimensions, .206 X .205 m. Jamd. Ross-Coomaraswamy Collection.

As regards the subject of this picture, it may be remarked 1n the first place that the
cult of Nagas, as at once henevolent and destruetive powers of the waters, which flour-
ished 8o extensively in the Ganges valley at an earlier date has survived in great strength
in the Pafijib Himilayns. In particular the snake god Bisak or Bisu Nig is warshipped
all over the hills. The picture seems to refer to a particular legend connected with this
divinity, localized in, but perhaps not peculiar to Kuld. A certain woman was abducted
by Basu Nig; he allowed her to return home hut told her that she would give birth to
eighteen (in the hills, an indefinite round mumber) Nigs, whom she must feed daily with
milk, and so it turned out. Bhe kept the snukes in an enrthen pot and fed them, as repre-
sented in the picture. One day her daughter was inquisitive, and hersell tuking some
milk went to the mysterious pot. When the snakes popped out to get the milk, she was
frightened, and all the snakes escap~l.! H i interesting to see how this story has heen
made into the theme of n Ragmald painting. It may be remarked that the motil of unakes
twining about a jar or urs also iu. Coylon,? and = of remote wnfiguity in Western Asin in
connection with the cult of Ashtarouth.

Prare XXXIV.

(3) PaHART Kiveni
LXXVII

17.26568. Megh Riga: a four-armed divinity, evidently Indra, seated in the elouds
before a tree (kalpa vrksa) with elephant (Airdvata). In lower clouds to right: Vieou,
Siva, 80rya, Candra to right; gandharoas to left. Below, on earth, a man and woman
geated on a bed, and peacocks dancing, enjoying the rain. Thick red brush outline over
white priming. A good example of Strzygowski's '1Ivarena landscape.’

Pahiayi, Kangri, eighteenth century.

1 Hutehinson, J. and Vogel, J Pb . Hustory of Bhadrawdh Stote, Journ Panjab Histoniesl Soewty,

IV, 2, 1918, p. 118; and Panjab Cagetteer, 1917, and P 11, and p 62
* Coomaraswamy, Mediaara! Stnhnicse Art, P1 xxvi, i
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Dimensions, .148 % .243 m. Ross-Coomaraswamy Collection.

Inscribed 1. Prathama rdge Megha.

The only example of & rdga picture of the Kihgra school in the collection.
Prate CIIL

(4) MIBCELLANEOUB SBOURCEE

LXXVIII

1545. Todi Rdgini: woman leaning againgt a tree in landscape, listening to the
musie of another woman with a sind; two fawns attracted by the music,

Delhi or Lucknow? sighteenth century.

Dimensions, .161 X .228 m. Ross Collection.

Writing at back in Gurmukh! characters, Todi. Seal at back in Persian characters
dated H, 1155 = 1747 a.p.

Bame hand and series s No. LXXIX in this Catalogue (M. F. A. 15.47). Both
could be considered late Mughal.

LXXTIX

15.47. Rdginl: woman with a flower wand and a garland, leaning against a tree, in
landscape.

Delhi or Lucknow? cighteenth century,

Dimensions, .15 X .234 m. Ross Collection.

Seal at back in Persian charactera dated A. H. 1155 = 1747 a.p.

Bame hand and series a8 No. LXXVIIT in this Catalogue (M. F. A. 15.45).

LXXX
17.2612. Lalitd Ragini: the heroine sleeping on a couch, the hero departing, the
sakki standing by the couch, but erased. Sketch in carmine, with parts in black.
Central Provinees? eighteenth century.

Dimensions, .132 X .188 m. Roes-Coomarmswamy Collection.
Inscribed Lélila in Niagerl characters.

LXXXI
17.2864. Kakubha Ragpi: a lady in landscape with two peacocks. Inscribed in
Niagarl characters: Kakubha.

Patna, nineteenth century.
Dimengions, .08 X .132m. Ross-Coomaraswamy Collection.

LXXXII
17.2688. Rdagiyl: a woman seated. Imscription in Persian characlers: Ragini.

Patna, nineteenth century.
Dimensions, .104 X .12m. Ross-Coomaraswamy Collection
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LXXXIII

17.2822. Bhairara Raga? Siva as Bhairava dancing before a Saiva shrine, attended
by a dancing gane and a cobra, in rocky landseape. Partly colored.

Patna? nineteenth century.

Dimensions, .152 X .227 m. Ross-Coomaraswamy Collection.

B. Eric ANp RoMance
(1) RasasTHAN?
Ramayana
LXXXIV
17.2288, Rama and Sitd enthroned, attended by Lakgmana and worshiped by
Hanuman. Painting in full eolors and gold, the whites mueh darkened by chemical
change.
Rajasthani, seventeenth century.
Dimensions, .068 X .067 m. Ross-Coomaraswamy Collection.

Obtained with Jain M8S from Pij Krpi Rei at Pattan, Panjib.
Bame hand and series as Nos. CLIV, CCCLXIIIL (M. F. A. 17.2292,2284).

LXXXYV
17.2646. Rama returning victorious to Ayodhya, accompanied by Laksmays, Hanu-
man, Jambavin, ete. Drawing mainly in red, partly pricked for use as a steneil.

Réjasthini, Jaipur, early eighleenth century.
Dimensions, oval .202 % .268 m. Ross-Coomaraswamy Collection.

LXXXVI
17.2660. Réma, Laksmana and Sitd passing through the streeis of Ayodhyd on their
way to the forest; sbove, in & palace, taking leave of Kaugalyd. The ludy in the fore-
ground is perhaps Kaikeyl. Brush outline redrawn over white priming, background

partly colored.
Rajasthani, early nineteenth century.
Dimensions, .317 % .231 m. Ross-Coomaraswamy Collection,

LXXXVII
17.3080. Arjuna” a scated warrior, dressed in mail, with bow and arrow. Tirush out-
line drawing, no priming.

Rajesthani, Jaipur, cighteenth century.
Dimensions, .104 X .124 m. Ross-Coomaraswamy Collection,
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LXXXVIII
17.8078. Rama and Sitd in Ayodhys, attended by Lakgmans, Hanuman and Vibhi-
sana. R&ma and Sitk sested on a throne supported by Garudas, on a terrace with garden
beyond; Laksmana with a peacock cémare. Hanuman massaging Réma's right leg.
Tracing on skin,
Rijasthini, Jaipur, eighteenth century.
Dimensiong, .26 X .18¢ m. Ross-Coomaraswamy Collection.

LXXXTX
17.8086. Rama, with bow and lotus. Colored cartoon,
Rajasthani, early nineteenth century.
Dimensions, .85 X 995 m. Ross-Coomaraswamy Collection,

Meahabhdrata

XC

17.3031. The Five Pandavas: standing group, the names Sadeva, Nakala, Arjana,
Bhiva, Yudhigthira {?) superscribed in almost illegible Nagarl characters. Names re-
peated at the side as follows: Raja Yuldhilgthara (?}, Bhiva, Arjana, Nukala, Saideva
(s26).

Brush outline drawing.
Ré&jasthant, Jaipur, early eighteenth century.
Dimensions, .108 X .094 m. Ross-Coomaraswamy Collection.

XCI
17.2548. Bhagaved Gita: Krsps instrueting Arjuna. Second drawing over white
priming.
Rajasthéni, late eighteenth century.
Dimensions, .135 X .113 m., oval. Ross-Coomaraswamy Collection.

Malati-madhu
X1

28.3. Page (cut down) from an illustrated manuseript of, or a seties of pictures from
the atory of Miilat! and Madhu. Girl and youth seated in a pavilion, the former throwing
& paper ball at the latter; beside each, a book lying on the ground; between them the
teacher's seat (cauk?) with a whip lying on it. Buperscribed Malail Medhu pé gerida bahi,
“ Milat! throwing the ball at Madhu.” Part of the Hindi text above the picture and at
the back.

Rajasthani, seventeenth century.

Dimensions, .182 X .155m. Gift of Ananda K. Coomaraswamy.,
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Text:

50 Pa{a poreca ke aujhala rahe, bacana bibeke paraspara kahal,
Madhu Malatt dou parabing, kou adhika ne kou kina.
51 Yeka divasa gure dra na gayou, mana mai gudha Malatt thayau,
Paia pareca sou di neinane, nirekhyo Madhu purana manamana.
52 Soratha: Bhat biraha basa-bala, Madhu rati nirakhi johi,
Manahu kovari jala giri mina jyeu Malaii.
Copai: Paife pareca thore gahl phari, kari gahi gemda phula kT mdri,
Moadhu ueal cayske dekhyau, Malall badena kala-nidhi pekhyau.
Soratha: Cuoveia ucai noina, manshu bina ura urajhiyeu,
Pragatyau purana maina, priti heta Madhu Malatt,
Copal: Madhu fiya samajhi sakuca mana dhari, nict dpsati dhara parighari,
Manohu kuwibha dhare sahdsra jala, lajyd bhat prara i prabdla.
Malaft fiya maf @pa sambhart, dujai gerda phida kT mar?,
Badana durdya rahyau kahi baise, nirakhi badana bolau kina aise.
57 Phaln e(ri)bukha dekhi drga tesai, talavora hai bine khaye kasai,
Phuni mitho karavauru kasai, dura bhuda 7 jiyei asai.
58 Imdraing phala suridara hoya, Fhave ki decha nat koya,
Bing bujhai cakhai nahi koye, so gali se mali subha{ad hoya.
B9 Dohd: Subhata se male dekhi kai, mana aviba wiba phala hoya,
Pakai te bkat soya dekha, deha pi jardlo bhal soya.

Translation:

“In a separate room, with their paper books, they were talking together of various
things —
Madhu and Mailati, both of them clever, neither the more nor the less.
One day when the teacher had not come, Milatt devised a seeret scheme in her
heart;
‘Raising her eyes from book and paper, she saw that Madhu wus deep in his
studies.
Overcome by longing, she looked desirously at Madhu,
Malat] was like a fish that is caught in & koveri-net.
Taking & piece of the paper book she rolled it up, and making & ball she threw it
lightly:
Madhu looked up in anger, but what he saw was Milat?’s form, a casket of
snares!
Madhy looked up in anger, as though an errow had struck his breast:
But Love came forth in his might, and Madhu and MalutI fell in love,
Madhu, perceiving the state of his feelings, became confused, and thereupon
dropped his eyes,
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As though a thousand pots were pouring water down on him, he was abashed,
and his heart sank.
Mailati controlled herself, and tossed a second hall:
He hunched unp his hody, I cannot deacribe it; at the sight of her body he could
not speak
And though he beheld a very mango fruit, it seemed like a dagger or sword;
Then making it out to be sweet, the breath of desire sprang up in his heart.
1t was a lovely fruit of Indra’s heaven, seeming good to eat —
None enjoys before he recognizes what he sees, and thus the hero feil.
And seeing that the hero yielded, her soul {melted) like a perfect mango fruit,
And being ripe she gazed on him, and as for him, his body was on fire.”

Thiz is evidently a part of some Hindi version of the story of Mélati and Madhava,
which forms the theme of a well known classic Sanskrit play by Bhavabhfti, who flour-
ished at the court of Yajovarman of Kanauj in the first half of the eighth century A.p.
The play i translated in Wilson, H., Select specimens of the theaire of the Hinduas, 1871 ed.,
vol. II. Here Madhava is the son of Devaraka, King of Vidarbha, and is sent te Pad-
miivatl (probably the modern Pawiya in Gwaliar) to study logic, and with a view to his
ultimate marriage with Milati, the danghter of the minister Bhurivasu.

The representation of & schoolroom is of interest. For another example see No.
CXXX in this C'atalogue. Published: M. F. A. Bulletin, No. 142.

Prate XXXV,

Lails Majian
XCIII

16.562. Majiiiin, an emaciated figure, seated under & tree in & rocky landscape,
visited by Laila, whose camel is seen in the lower right hand corner. Probably un-
finished.

Rajasthani, Jaipur, eighteenth century.

Dimensions, .15 X .22 m. Ross Collection.

XCIV
17.2018. Laili and Majiiiin conversing in the desert; the eamel kneeling, to the
right. Sunset sky.
Rijasthani, eighteenth to early nineteenth century.
Dimensions, .146 X .210 m. Ross-Coomaraswamy Collection.
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(2) Paminl, KAxcrd
Ramaydna
XCV
17243B. Siege of Lafiki: Hanuman discovers Sit in the Afoka grove, guarded by
raksasis. Second drawing over thin priming, partly colored.
Pahifi, Kangri, late eighteenth century.
Dimensions, .369 X .259 m. Ross-Coomaraswamy Collection.
Same hand and series as Nog, XCVI, XCVII in this Catalogue (M. F. A, 17.2436-2437).
Prate XXXVI.
X(VI
17.2436. Biege of Lanki: Hanuman ravages the Afoka garden ond attacks the
guards. Indrajit aims an arrow at Hanuman. Second drawing over thin priming, partly
colored.
Pah#yi, Kangrh, late eighteenth century.
Dimengiong, .369 X .262 m. Ross-Coomaraswamy Collection,
Same hand and series ag Nos, XCV, XCVII in this Catalogue (M. F. A. 17.2436,
2437). See also No. XCVIII (M. F. A, 17.2447),
Prate XXXVIL
XCVII
17.2437. Biege of Lanka: Hanuman eaptive, with oiled rage bound to his tail, led
through the streets of Lankd, and flying through the air setting fire to the houses.
Becond drawing over thin priming, partly eolored.
Pahiri, Kangri, late eighteenth century.
Dimensiong, 366 X 261 m. Ross-Coomaraswamy (Collection.
Same hand and scries ags Nos. XCV, XCVI in this Catalogue (M. F. A. 17.24385,
2436).
XOVIIT
17.2447. Hanuman assaulting the rdksase guards, after finding SHi in the AScke
garden. Drawing in red.
Pahari, Kingra, late eighteenth century.
Dimensions, .282 %X 208 m. Ross-Coomarsswainy Colleetion,
Identical with part of No. XCVI (M. F. A. 17.2436) and perhaps the original skeleh
for same composition and by same hand.

XCIX
17.2582. The Forest Asylum {pandérdmea): Rima, ¥itd and Lakymana in their forest
homa, the latter cooking. Red outline over gray underdrawing.
Pahsrl, Kangra, eighteenth to nineteenth century.
Dimensions, .155 ¥ .187 m. Ross-Coomaraswamy Collection.
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Mahabhdrala

C
17.2644. Battle of Arjuna and Bhizma: both in chariots, Arjuna with Krgna as
charioteer and with a monkey banner, Bhigma with hawisa banner, the air thick with
arrows flying in both directions. Drawing in red, redrawn in black, partly over thin
priming,
Pahifl, Kangri? eighteenth to nineteenth century.
Dimensions, 305 X .202 m. Ross-Coomaraswamy Collection.

Nala and Damayanii

CI

17.2392. The gods traveling through the air, in two groups, moving in contrary di-
rections. Those to the left moving toward a city — doubtless Amaravati, Indra’s capital
— include Indrs, riding on the elephant Airdvata; Varuna with the noose riding on a
cauk?; Agni, flaming, also on & cauki; Yamsa earrying & rod; and Sarasvati, with a book
and »Tnd, riding on harsa. Those to the right are Ksli, driving in & chariot drawn by two
dogg and accompanied by Dvépars; and Kamadeva, with the ‘five arrows’ of love in his
hand. Each group iz accompanied by Gandharva musicians. Second drawing over white
priming.

Pahiirl, Kangyd, late eighteenth century.

Dimensions, .355 X 225 m. Ross-Coomaraswamy Collection,

Same hand and series as Nos. CII-CXXX in this Catalogue.

Prate XXXVIII,

CI1

17.2393. Palace of Nala: Nala in council in an upper chamber, a elerk’s office below,
with accountants. Horse and clephant stables beyond, and a Saiva shrine on a hill. The
apparently Georgian costume of the official standing to right of the clerk’s office is the
only suggestion of European influence in the series, No. 14 of the original series. Partly
finished in strong colors.

Pshajl, Kangra, late eighteenth century.

Dimensions, .395 X 288 m. Roas-Coomaraswamy Collection.

Same hand and series aa Nos. (' and CITI-CXXX in this Catalogue.

Prate XXXVIIL

CHI1

17.2894. The avayarivara of Damayanti: the courtyard is filled with suitors, and
the bride surrounded by her maidens and accompanied by Barasvatl, is borne in her palan-
quin towards Nala who is seated with the four gods disguised in the same likeness. One
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of the maidens carries the garland destined for the chosen suitor, on a covered tray.
Other divinities in the clouds including Brahma {with four heads) and Vigyu (with mace
and lotus). Becond drawing over white priming, slightly eolored,
Pahigi, Kangys, ate eighteenth century.
Dimensions, .387 X .282 m. Ross-Coomaraswamy Collection.
“In dismay saw Bhima's daughter five, in garb, in form, the same. . . .
‘How shall I the gods distinguish® Royal Nala how discern?’”" — Mahabhdraty,
Vi, 53.
Published: Coomaraswamy, Indian Drawings, PL xxv1: ., R. P.. Pl L.
Same hand and series as Nos. (], CII and CIV-CXXX in this (‘atalogue,
Prate XXXIX,

CIV

17.2396. Following the srayarirara, Bhima receives and congratulates Nala: Da-
mayanti watching, The gods have already taken their departure. Second drawing, over
white priming, slightly colored.

Pahifl, Kangra, late eighteenth century.

Dimensions, .398 X .281 m. Ross-C'oomaraswamy Collection.

Same hand and series as Nos, CI-CIIT, CV-CXXX in this Catalogue.

Prate XL.

aY

17.2896. Nala in procession: a typical Himillayan icon surmounted by o chotira is
borne before him in another palanquin. Second drawing over while priming, slightly
colored.

Puhari, Kangri, late eighteenth century.

Dimensions, .398 X .291 m. Rose-Comnaraswamy (‘ollection.

Bame hand and series as Nog, ('I CIV, ('VI CXXX in this Catalogue,

Prare XL.

CVI

17.2397. Nala received at Vidarbha by Bhima: to the right, above, Nala's toilet in
preparation for the marriage. Second drawing uver white priming, slightly colored.

Late eighteenth century,

Dimensions, .334 X .221 m. Ross-Coomarazswamy Collection.

Same hand and series as Nos. CI-C'V, CVII-CXXX in this ('atalogue.

PraTe XLI

CVII

17.2398. Departure from Vidarbha, following the wedding: above, Damayant! in

her palanquin, Bhima and Nala standing beside it, the former taking furewell of his daugh-
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ter; below, Nala taking leave of Bhima., Second drawing over white priming, slightly
colored.

Pahiri, Kafngra, 1ate eighteenth century.

Dimensions, .334 x .222 m. Ross-Coomaraswamy Collection.

Hame hand and series a8 Nos. CI-CVI1, CVIII-CXXX in this Catalogue.

Prate XLI.

CvIill

17.2309. Another version of Nala's reception by Bhlma: a BrAhman priest offering
a libation. The marriage pavilion is seen above the farther wall of the courtyard. Seeond
drawing over white priming, slightly colored.

Pahirl, Kangra, late eighteenth century.

Dimensions, .398 X .291 m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. CI-CVII, CIX-CXXX in this Catalogue.

Prate XLIIL.

CIX

17.2400. The bridal chamber, night sceme. Group of three maids with feod to left;
two others to right; one a doorkeeper, the other with a torch, Second drawing over white
priming, alightly colored.

Pahird, lnte eighteenth century.

Dimensions, .400 X 200 m. Ross-Coomaraswamy Collection.

Part reproduced in Coomaraswamy, Indian Drawings 11, Pl. x, 1.

Same hand and series as Nos. CI-CVIII, CX-CXXX in this Catalogue.

Prate XLIL

CX

17.2401. Entertainment (semdrddhana) of Bréhmans, in connection with the wed-
ding ceremonies. A kitchen to the left, with Brihman cooks handing out food: the
guests seated in a circle without. The host (Bhima?) with Nala in & pavilion. “Cloak-
room” on the right. Sccond drawing over white priming, slightly colored.

Pehayl, Kingri, late eighteenth century.

Dimensions, .400 X 290 m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. CI-CIX, CXI-CXXX in this Catalogue.

Prate XLIIL

CXI
17.2402. Perbaps the return to Nigadha. Damayanif’s palanquin in the centre,
Nala on horsebacek. Preparation of a bridal chamber. Second drawing over white priming,
slightly colored.
Pahari, Kangrd, late eighteenth century.
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Dimensions, .387 X .201 m. Ross-Coomaraswamy Collection.
Bame hand and serieg as Nos. CI-CX, CXII-CXXX in this Catalogue.
Prate XLIIL
CXII
17.2408. Nala and Damayanti in loggia and chamber to the left, to the right a
crowned youth approaching and peeping over the wall, Perhaps the interview of Naln
with Damsayant!, on the oceasion of his speaking for the gode {thus, between CII and
CIII, above) in this case we must identify the youth thrice represented, as Nala in each
case (method of “continuous narration”). Second drawing over white priming, slightly
colored, numbered 74.
Pahipl, Kadgrs, late eighteenth century,
Dimensions, .398 % .201 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos. CI-CXI, CXIII-CXXX in this Catalogue.
Prate XLIV.
CXIn
17.2404. Nala and Damayant! in three seenes. On the left she holde a mirror for
him, iz the centre she resists his advances, to the right he places a garland round her neck.
Second drawing over white priming, slightly colored.
Pahdri, Kingri, late eighteenth contury.
Dimensicns, .349 X .29 m. Ross-Coomaraswamy Collection.
8ame hand and series as Nos, CI-CXII, CXIV-CXXX in thix Catalogue.
PrateE XLIV.
CXIV
17.2405. Nala and Damayant! in three scenes. On the left, Nala fanning Damayantt,
centre, Nala seated, Damayanti standing; right, Nala reclining, she standing arranging
her hair. Second drawing over white priming, slightly colored.
Late eighteenth century.
Dimensions, .389 X .201 m, Ross-Coomaraswamy Collection.
Same hand and series as Nos. CI-CXIII, CXV-CXXX in this (‘atalogue
Prate XLV.
CXV
17.2408. Nala visits Damayant! in her own apartments, and covers her eyes with his
hand, making a sign to her maidens not to “let on” who it is. Nala is represented twice
{“ continuous narration). Second drawing over white priming, slightly eolored.
Pab#yi, Kangra, late eighteenth century.
Dimensions, .398 X 281 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos. CI-CXIV, CXVI-CXXX in this Catalogue.
Prate XLV.
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CXVi1

17.2407. Nala and Damayanti: the former sprinkling the attendants with water.
Second drawing over white priming, slightly colored. Numbered 83.

Pahirl, Kangra, late eighteenth century.

Dimensions, 399 X .201 m. Ross-Coomaraswamy Collection.

Same hand and series ag Nos. CI-CXV, CXVII-CXXX in this Catalogue.

Prare XLVL

CXVIl

17.2408. Damayanti gives alms (a pearl necklace). Second drawing over white
priming, slightly colored.

Pahari, Kangri, late eighteenth century.

Dimensions, .398 X .202m. Ross-Coomaraswamy Collection.

Same hand and series ag Nos. CI-CX V], CXVIII-CXXX in this Catalogue.

Prate XLVI,

CXVIII

17.2409, Nala and Damayantl in three scenes; left and centre showing Nala per-
suading Damayanti to a reconciliation after a quarrel. On the right, both seated in
affection, Damayantl with = lotus of dalliance (kelikd kamale). Second drawing over
white priming, slightly colored.

Pahari, Kangrd, late eighteenth century.

Dimensions, .398 X .281 m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. CI-CXVII, CXIX-CXXX in this Catalogue.

Prare XLVIL

CXIX

17.2410. Nala and Damayanti at play with a girl, imprisoned between their arms.
Becond drawing over white priming, slightly colored. Numbered 1.

Pahirl, Kangra, late eighteenth century,

Dimensions, .36 % 260 m. Ross-Coomaraswamy Collection.

Same hand and serieg as Nos. CI-CXVIII, CXX-CXXX in this Catalogue.

Prare XLVIL

CXX
17.2411. Nala receiving tribute (nazar) from a vassal prince. Second drawing over
white priming, slightly colored, Numbered 96,
Pahart, Kingri, late eighteenth century.
Dimensions, .399 X 291 m. Ross-Coomaraswamy Collection,
Same hand and series as CT-CXIX, CXXIT-(CXXX in this Catalogue.
Prate XLVIII.
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CXXI1

17.2412. Nala practising archery, and officers engaged in athletic exercises (single
stick, ete.). The archery practice is not for accuracy of aim, but for driving power and
coneists in driving arrows through a plank. Seeond drawing over white priming, slightly
colored. Numbered 97.

Pahayl, Kangra, late eighteenth century.

Dimensions, .398 X .201 m. Roes-Coomaraswamy Collection,

Bame hand and series a8 Nos. CI-CXX, CXXII-CXXX in this Catalogue.

Prate XLVIIL

CXXII

17.24138. Nala performing morning sandhya (twilight) ceremonies: above, attended
by Brihmanps, practising pragdyema (regulation of breath); helow, with Brilimans and
female attendants bathing. Second drawing over white priming, slightly colored. Num-
bered 08.

Pahirl, Kingrs, late eighteenth century.

Dimensions, .298 X .201 m. Ross-Coomaraswamy Collection.

The daily morning bath (nifyesnana) precedes the sandhya (“twilight ") ritusl. Every
householder is required to bathe twice daily — in the morning, before the sun rises, amd
again in the evening. The bath is preceded by tooth washing, and one of the maids is
here shown pouring away the tooth water from the edge of the terrace. Tarpana or peace
offering follows the bath, and then follow the sandhya coremonier properly o ealled.
The third part of this office consists of prapdyama or regulation of breath. For deseriplion
of this ceremeny, see 8. C. Vasu, Daily Practice of the Hindus, ed, 2, pp. 46-49. The regu-
lation of breath consists in inspiration through the left nostril, the right heing closed by
pressure of the thumb of the right hand, retention of breath, hoth nostrils being elosed
by pressure of the thumb, ring and little fingers of the right hand; and expiration
through the right nostril, the left being still elosed by the ring and little fingem.! The
gayairi maniram is recited at each stage and this is accompanicd by meditation on Brahmii,
Vienu, and Siva.

A later part of the ritusl is the offering to the sun, now risen, illust rated in No, CXXVIT,
(M. F. A. 17.2418).

Same hand and series as Nos, CI-CXXI, CXXIII-(*XXX in thiz Catalogue.

Prate XLIX.

CXXII1

17.2414. Nala and Damayanti seated, to right: a message is brought hy one of the
maidens {perhaps the announcement of a visitor). Second drawing over white priming,
glightly colored. Numbered 92.

1 The disposition of the hand is that known in dramatie duncing a~ sarpe firgn (see Nandiked-
vara, The Mirror of Gesture, translated by Coomaraswamy and Duggirula, p. 33).
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Pshari, Kangri, late eighteenth century.
Dimensions, .398 X .201m, Ross-Coomaraswamy Collection.
Bame hand and series a8 Noa. CI-CXXII, CXXIV-CXXX in this Catalogue.

Pratz L.
CXXIVv

17.2415. Nala at dinner: door of kitchen to left, Brahmans at dinner in the fore-
ground, other attendants being served in the courtyard beyond. Second drawing over
white priming, slightly colored. Numbered 100,

Pahiyi, K&ngrd, late cighteenth century.

Dimensions, .397 X .290 m. RossCoomaraswamy Collection.

Same hand and series as Nos. CI-CXXIII, CXXV-CXXX in this Catalogue.

In accordance with Indian custom men and women do not eat together. Food is
eaten with the fingers, the right hand only being used. It may be noted that Nala is
eating from a braes or golden tray, surrounded by bowls containing the various dishes,
which » Brihman attendant is replenithing. The Brahmans themselves take their food
directly from leaves.

PraTE L.

CXXV

17.2416. Damayanti in her own apartments (anighpure) in Nals'’s palace: on the
right in her private chapel, bowing before a representation of REdhi and Kygoa; to the
left, at dinner. Kitchen secn beyond. Second drawing over white priming, slightly
colored.

Pahapl, Kangra, late eighteenth century.

Dimengions, .396 X .201 m. Ross-Coomaraswamy Collection.

Same hand and peries ag Nos. CI-CXXIV, CXXVI-CXXX in this Catalogue.

Prate L1

CXXVI

17.2417. Nals with Damayant] in a pavilion, entertained by musicians; maidens
with caged birds; duenna leaning on a staff. Second drawing over white priming, slightly
eolored.

Late eighteenth eentury.

Dimensions, .308 X .200m. Ross-Coomaraswamy Collection.

Bame hand and series a8 Nos. CI-CXXYV, CXXVII-CXXX in this Catalogue.

Prate LI,

CXXVII

17.2418. Moming sandhya (twilight) ceremonies. Dawn libation to the sun {sir-
yarghya dénam). Nala, with attendant Brihmans, standing on a terrace near the door of
the inner palace pouring water from a arghya pdire. Second drawing over white priming,
alightly colored.

Pahayl, Kangra, late eighteenth century.
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Dimensions, .398 X .201 m. Ross-Coomaraswamy Collection.
For the Siryopasthdnam and Surydrghya danam see 8, C. Vasu, Daily Practice of the
Héndus, 2d edition (1908}, pp. 53, 88, 101.
Same hand and series as Nos, CI-CXX VI, CXXVIII-CXXYX in thia Catalogue.
Prate XTIX.
CXXVIII
17.2418. Nala and Damayanti seated on a bed in a loggia, probably waiting for the
moon to rise. A night scene: servants snuffing the eandles. Becond drawing over white
priminy, slightly colored. Numbered 108.
Pahari, Kangra, late eighteenth eentury.
Dimensicns, .396 X .292m. Ross-Coomaraswamy Collection.
Same hand and series as Nos, CI-CXXVII, CXXIN, XXX in this Catalogue.
Prate LII
CXXIX
17.2420. Nala and Damayanti seated on a bed on the palace roof, hand in hand,
watching the full moon. Second drawing over white priming, slightiy volored,
Pahard, Kangri, late eighteenth century.
Dimensions, .396 X .20 m. Ross-Coomaraswamy (‘ollection.
Same hand and series as Nos, CI-CXXVII], CXXX in this Cutalogue,
In summer the roofs of Indian houses arc used ag sleeping porches. (1. Kdma Sitra,
x, 19-22, ‘If it is the hot season, they should repair to the open termee and {uke their
seat there to enjoy the moonlight . . . the hushand should point out to her the varivus
stars. Such are the actions to be performed after sexual interecurse.’
PraTe LIIL
CXXX
17.2446. Part of a larger drawing. Palace of Nala: the schoolronm, with three
pupils and a teacher. In another place, alins-giving to poor Brihmans. Sevond drawing
over white priming, slightly colored.
Pahari, Kangra, late eighteenth contury.
Dimensions, .138 X .183 m. Ross-Commnaraswamy Collection.
Same band and series as Nos. ('T ('XX1X in this Catalogue.
For other representations of schoolrooms in Indian art see No. XC1T in this ('atalogue
(M. F. A. 26.3), and:
Griffiths, J., The paintings ir the Buddhist care temples of A junta, 1896 47, PL, 45;
Vogel, J. Ph., Inscribed Gandhdre seudptures, A, 8. L, A R, 1903 04, pp. 245 247,
Pl. Lxv1, i, and fig. 1 {Siddhartha's visit to the writing school, tipitdta);
Pleyte, (. M., Die Buddha legende in den Srulplurcn vou Borobodur, 1401 02, p. 60
and figs. 37-38 (same theme);
C., R. P., Pl. Lxa (Vilmiki’s hermitage).
PraTe LIV.
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CXXXI

17.2498. Nala and Damayant! (?) seated in an upper chamber overlooking a river,
viewing the monsoon clouds; musicians below. SBecond drawing over white priming, no
color,

Paharl, Kangys, late cighteenth eentury.

Dimensions, .184 X 258 m. Ross-Coomaraswamy Collection.

For another picture by the same hand see No. CCLXIX (M. F. A. 17.2472).

CXXXII

17.2668. Nala-Damayantl? Gods in horse-drawn cars proceeding through the sky
to Damayantl’s svayarvara: the following identified by inseriptions in n&gar3 characters
a8 “Virana,” Yama, and Agni.

Dimensions, .178 X .155 m. Ross-Coomsaraswamy Collection.

The Hamir Hagh

CXXXIII

17.242%. Homir Heth: Sultan Alau'd-Din shooting the rat; the queen Murhathi
despatching s letter to her lover; and the Sultin seated upon a throne, hoasting of his
skill, while the queen iz listening from an adjoining room. No. 2 of the series.

Pahiyi, Kingya, early nineteenth century.

The same episodes (except the shooting of the rat) illustrated with text in No.
CXLVIII (M. F. A, 17.2561).

Dimensions, .340 X .2556 m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. CXXXIV-CXLYV (M. F. A, 17.2422 2433).

CXXXTV
17.2422. No. 3 of the series. Mahima reading the queen's letter; and thus warned,
taking his departure. Second drawing over thin priming.
Pahiri, Kangri, early nineteenth century. Ross-Coomaraswamy Collection.

Dimensions, .340 X .255 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos, CXXXIII, CXXXV-CXLY.

CXXXYV
17.2423. No. 4 of the series. Mahimi arrives at Hamir Deo’s court and asks for
shelter. Becond drawing over thin priming.
Pahiiyl, Kidgri, early nineteenth century.

Dimensions, .341 X .255 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos. CXXI1I, CXXXIV, CXXXVI-CXLY.
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CXXXVI

172424 Hamir Hafh: Mahimi asks hiz host no longer to protect him when the
danger to the latter becomes too great. No. 5 of the series. Second drawing over thin
priming.

Pahéyl, Kangra, early nineteenth century.

Dimensions, .340 X .256 m. Ross-Coomaraswamy Collection.

Same hand and series as Noa. CXXXTII-CXNXXV, CRXXXVII-CXLY.

CXXXVIT
17.2426. Hamir Halk: Sultdn Aliu'd-Din despatching Molhana as ambassador to
Hamir Deo, demanding the surrender of Mahima. No. 6 of the serics. Second drawing
over thin priming.
Pahari, Kangri, early nineteenth century.
Dimensions, .341 X 255 m. Ross-Coomarnswamy ('ollection.
Same hand and series as Nos. CXNXNII-CXXXVI, XXX VI CXLY.
CXXXYVIO
17.2426. Hamir Hath: Sultin Aliu'd-Din in council with his generals, preparatory
to attacking Ranthambhor. No. 8 of the series. Second drawing over thin priming.
Pahiiy], Kanigra, early nineteenth century.
Dimensions, .341 X .256 m. Ross-C'oomaraswamy ('ollection.
Same hand and series as Nog, CNANIII-CXXXVIL CXXXIX XLV,
CXXXIX
17.2427. Hemir Hath: Sultin Alau'd-Din en route with his army to the asault of
Ranthambhor, No. 9 of the series. Second drawing over thin priming,
Pahiirl, Kangri, early nineteenth century.
Dimensions, .340 X 255 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos. CNXXXITI- XXX VIIL, CXI CXLV.
CXL
17.2428. Hamir Hath: Sultin Aliu’d-Din encamped before Ranthombhor: Hamir
Deo’s dancer slain by an arrow. No. 11 of the series. Second drawing over thin priming.
Pahiri, Kingri, early nineteenth century.
Dimensions, .341 X.255 m, Roes-Coomaraswamy Collection.
Same hand and series as Nos. CXXXIII-CXXXI1X, C'XLI-CXLV.

CXLI

17.2429. Hamir Hath: Mahima retaliates for the death of the dancing girl by shoot-
ing an arrow which breaks the staff of the state umbrella above the Sultan’s throne (o
bad omen for the latter). No. 12 of the series. Second drawing over thin priming.
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Pahiyl, Kangrh, early nineteenth century.
Dimensions, .341 X .257 m. Ross-Coomaraswamy Collection.
Same hand and series as Nos. CXXXIII-CXL, CXLII-CXLYV.

CXLII

17.2430. Hamir Halh: Bultan Alau’d-Din moving camp, on account of the evil omen
of the broken umbrella shaft, and the danger of further sniping. No. 13 of the series.
Becond drawing over thin priming.

Pahiyl, Kangra, early nineteenth century.

Dimensions, .341 X .265 m. Roes-Coomaraswamy Collection.

Bame hand and series a5 Nos. CXXXTII-CXLI, CXLITI-CXLYV.

CXLIIT

17.2431. Hamir Hath: Sultan Alau’d-Din, advised by the traitor Ranamalla, springs
s mine under the walls of Ranthambhor. No. 14 of the series. Second drawing over thin
priming,

Pah#;1, Kangra, early ninsteenth century.

Dimensions, .341 X .255m. Rose-Coomaraswamy Collection.

Same hand and serier as Nos. CXXXIIT-CXTII, CXLIV, CXLV.

CXLIV

17.2432, Hamir Hath: Hamir Deo, reduced to the last extremity, goes out to fight
and die: the women remaining behind, engaged in prayer, preparatory to the jouhdr rite:
the two armies drawn up face to face. No. 17 of the series. Second drawing over thin
priming.

Pahiri, Kingri, early nineteenth century.

Dimengions, .342 X .255 m. Ross-Coomaraswamy Collection.

Same hand and seriex a8 Nos. CXXXIII-CXLIIT, CXLYV.

CXLV
172438, Hamir Hath: The two armies engaged. Sultin Alin’d-Din put to flight.
The women of Ranthambhor, under a misapprehension as to the result, take their lives
in jauhdr. No. 19 of the series. Second drawing over thin priming.
Pahari, Kangri, early nineteenth century.
Dimensions, .340 X 255 m. Ross-Coomaraswamy Colleetion.
(In the final scene, which should follow this, the brave Hamir feels that hiz heart ia

broken, and sacrifices his hend to Siva.)
Same hand and series as Nos, CXXXIII-CXLIV.
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CXLV]
17,2442, Hamir Hath: Sultn Aliw’d-Din en route with his army to the assault of
Ranthambhor. Second drawing, partly eolored (gold ground).
Pahari, early nineteenth century.

Dimensions, .356 X .243 m. Ross-Coomaraswamy Colleetion.
Prate LV.

CXINVII

17.2443. The armies engaged, Alau'd-Din put to flight. The women of Rantham-
bhor, under a misapprehension as to the result, take their lives in jauhdr. Painting
possibly by Sajou, painter of the Mandi series.

Pahiiyl, early nineteenth century.

Dimensiong, .325 X .226 m. Ross-Coomaraswamy Collection.

Prate LV.

CXLVIII

17.2561. Sultdn Algu'd-DIn boasting of his archery: the queen overhears, and
despatches a letter of warning to her lover Mphimd Obverse with Hindi text. Second
drawing over thin priming. No. 3 of a series.

Pahiyl, early nineteenth century.

Dimensions, 310 X .262 m. Roas-Coomaraswamy Collection.

Hind text:

Sabha Hamer deta mumdra ké pdlasihd juge juge jiyo:
Dekha bakiadari piya k3 Murahathi taba hasi digo.
Java dekhiyo nart hast { patas@ha ne iava pucchi, saca
bhasa, hast kyawn jhire moha ura.
Tava kini arjo kere jora jdnc ju basiydam.
Aike divase kart mayakdls vortiala sundi.
Khoja bulaya pathayo tahd jaha Mir Mahima hulo
Murahathi sasi kahyo bhaga jahu avahin: kahni.
“They were praising Hamir in darbir, crying ‘O king, live for ever!’
And seeing the prince her lord, Murhathi smiled
And when he saw the woman smile, the Pidshih said ‘Tell me fruly why you
smiled and have no fear in your heart.’
Then she prayed with joined hands, ‘Spare my life!
Give me the space of a day, and I shall tell you the true story.’
Then calling the eunuch she sent to Mir Mahimi: ‘Murhathf eays,
Now make your eacape.’”’

In the original text kA is written both as kk and as 4.
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Sohni-Mahfvil

CXLIX

17.2626. Sohnl croasing the river to visit Mahiwal: night scene. The treatment is
formal, nalve, and archaistic. The figure of Mahiwal retouched. Much of the surface
has flaked away from the paper.

Panjab, nineteenth century.

Dimensions, .20 X .185 m. Ross-Coomaraswamy Collection.

Reproduced in outline in C., R, P., Fig, 6.

Prate XXXV,

CL

17.2805. Sohni crossing the river to visit Mahiwial: night scene. The ascetic’s hut
in the foreground; Mahiwil on the opposite bank, seated under a tree, playing a flute,
the buffaloes listening. Endorsed in Takyi characters, Sokni Mahiwal.

Pafijib, nineteenth century.

Dimensicns, .174 X .244 m. Ross-Coomaraswamy Collection,

The inscription in Taky1 character reproduced in C., E. P., Fig. 1, No. 11,

Sassl-Punfin

CLI

26.49. Punin on & camel, addressing Sasa! who stands before him holding the bridle,
Fully colored.

Paiijiab, nineteenth century.

Dimensions, 204 X .171 m. Gift of Ananda K Coomaraswamy.

The words Sasi and Punu are scrawled on the picture in Nagar! characters. Puniin
wears jama' and trousers, Sassi jagull and khes,

(. PAURANIK AND TANTRIK
1. RATABTHANT

CLII

07.666. Siva and Parvati seated on a palace terrace, with attendants and musicians;

lion and Nandi in the forground. Fully colored, the gilded surfaces and pearl necklaces
raised

Rijasthiini, nineteenth century.
Dimensions, .262 X .358 m. Ross Collection.
Prate LVIL
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CLII

17.866. Siva and Parvat! seated on a terrace, with two attendants and four female
musicians. In the foreground, Siva's bull Nandi, and Parvatys lion.

Rijasthini, Jaipur, late nineteenth century.

Dimensions, .255 X .35 m. Ross Collection.

CLIV

17.2202. Vigpu on lotus seat, four-handed, holding lotus {predma), mace (gnda),
conch (faikha) and discus (cakrs). Painting in full colors and gold, the whites much
darkened by chemical change.

Rijasthint, seventeenth century.

Dimensione, .065 X .044 m. Ross-C'oomaraswamy Collection.

Obtained with Jain M8 from Piij Krpé Rgi at Pattan, Paijab. Sume hand and
series a3 Nos. LXXXIV, CCCLXIII (M. F. A. 17.2293, 17.2204).

CLY
17.3082. Birth of Brahmi: Visnu, sayaramiréi, reclining upon Adisesn, Bhamidev
at his feet, Brahmi upon a lotus springing from his navel. Vigpu is four-armed, cach
hand holding a lotus: the mace, discus, and conch at his gide. Qutline pricked, and used
as a gteneil.
Rajasthini, nineteenth century.
Dimensicns, .216 X .139 m. Ross-Coomaraswamy Collection.

CLV1
17.3087. Gahgavatarana, birth of the Ganges. Siva seated on a tiger skin, the (tanges
falling from his hair: Pirvati seated in an attitude of worship, with a lotusx. Colored.
Rijasthini, eighteenth to nineteenth century.
Dimensions, .072 X .064 m. Ross-Coomaraswamy (ollection.
Prate LXIIL
CLVII
25.424. The four mind-born sons of Brahmi (Sanakidit), viz.; Sanaks, Sanandana,
Sanitana and Sanatkumira, represented as four Vaisnava worshippers holding leaves
and rosaries; in landscape, & crane on the right. Dull red, brown, dark green and white
coloring, with brick red border. Superscribed in white NagarT charncters Senakddilha.
Provenance uncertain. Archaic style, probably early cighteenth century.
Dimensions, .160 X .118 m. Harriet Otis Cruft Fund.
Same hand and series as No. ('LVIIL
PraTe LVL
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CLVIII

25.425. Two personages standing in a river, of whom one (left) is Narada carrying
hia vind; the other is pouring water from a vase into Nirada's left hand, presumably in
ratification of a gift. Landscape background, with a crane to right, flowers and pearl
garlanda falling through the air, and clouds with single falling rain drops above. Buper-
seription illegible. Coloring like No. CLVII with the addition of blue.

Provenance uncertain; archaie style, probably early eighteenth century.

Dimensions, .160 X .120 m. Harriet Otis Cruft Fund.

The eloud and raindrop motif (see No. CCCXCIVs in this Catalogue) is here reduced
to its simplest possible terms.

Prare LVL
2. Pauint, Jaml
CLIX
17.2643. Group of Ninnaras moking music. Five horse-headed men, with stlar,
sarargi, vingd.

Pahilfi, nineteenth century.

Dimensions, .323 X 220 m. Ross-Coomaraswamy (‘ollection.

Inseription in Takri characters, beginning Goendharva gade: and in different ink,
Upabarhana Narade-da purbald janma.

Upabarhana ig one of the namer of Nirada, the raint who carries the +ind and by
means of his music disseminates spiritual knowledge through the universe.

The drawing is not satirical but represents the horse-headed men (Kinnaras} who in
certain heavens are the musical genii.

CLX

17.2792. Siva as Bhairava, seated on tiger skin, holding tridila with dheaja, the
handle ending in o spear point below. Nimbus in the form of a radiant sun. Tantrik.

Paohiifl, Jamii, eighteenth century.

Dimensions, .210 X .220 m. Ross-Coomaraswamy Collcetion.

CLXI

17.2798. DevI(Mahilaksmi?) four-armed (L. r. h. varada hesta, u. r. h, with khadga,
u. L h. with demaru, 1. 1. h. with #ind, scated on a lotus rising from & lotus lake. Jewellery
in part represented by fragments of beetle wings.

Pahiyi, Jamt, eighteenth century.

Dimensions, .207 X .210 m. Ross-Coomaraswamy Collection.
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CLXII

17.2784. Visnu as Upendra, four-armed, with usual attributes, formula 8 G C P.
Pahati, Jami, eighteenth century.
Dimensions, .147 X .196 m. Ross-Coomaraswamy Collection.
Prare XVIL
CLXIII

17.2T85. Mahd Laksm! or Gaja-Lakgmi (consort of Vignu): four-armed goddess
holding two rose lotuses and seated on expanded rose, lotus rising from the wnter. Two
elephants in the sky above pour down lustral water from a golden jar. Strong colors,
red border.

Paharl, Jamd, eighteenth to nineteenth century,

Dimensions, .153 X .212m. Ross-Coomaraswuny (ollection.

Ingeribed at back in Takri script: Mahdalakymi,

Prate XVIL

CLXIV

20.166. General iconography: leather bound volume of eighty-one leaves with il-
lustrations of Indian mythology. Omne side of cach leaf exeept the first is blank; the firgt
page consisting of text in Takri characters. The pictures in pink, vellow, Blue and black,
made up entirely of the NagarT churacters for Rim, minutely written. Each picture is
labelled in Takrf and Nagar] characters. One loose Yeaf, folded, consisting of a ropre-
sentation of Lakemi-Nariyans, is composed in the same way of the charncters represent-
ing Ram, in black. A remarkable fenture is the inclusion of seenes from the life of Buddha
(regarded as an avatir of Vispu),

Pahiri, Jami, scventeenth century?

Dimensions, .17 X .25m. Gift of John F. Tewis.

List of illustrations, (The words in italics are thoke of the actual inseriptions in

Nigarl characters):
Major deities.
Folic 1. Obverse, text in Takri characters. 10, Sukrok.
Reverse, Adi Ganegal; Vetdla. 11. Sani.
2. Lokymi-XNardyone; Brehmd. 12. Riaha.
3. Rudra: Sri Sanka. 13. Ketu.
4, Saradd with Nareda and Seramirti. 14, Vardha,
5. Kumara. 15, Naraspiha.
Planets. 16. Vamane.
6. Candra. 17. Trivikramah (the three strides).
7. Bhaumah. 1%, Ndirayana and Balidinavah,
8. Budha. 19. Kurmah (Churning of the ocean).
9. Brhaspati. 20. Aditya.
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35.
36.

37,

39,

41.
. Larki.
43.
44.
45.
46.
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Parasurdma and Kdarliviryah.
Samkhasura.

Kartiviryah.

Bhargavah.

Kartivirya.

Bhargavah. slaying . . .
Narayanah and Mdarkandyya.
Matsyah.

Rama, 84, and Lakgmana.
Bita and Rima; (Sudramau),
Surpanakha-l . . pou,

. SItd’s overpersuasion of Lakemana (Sutd-hdra Laksmana) and the slaying of

Khara (Khkara . . . vadhah).
Slaying of Kefasura (Kefdsura vadhah).
Slaying of Vygabhiisura (Vypabhdsura vadhah).
Sita and Rima (Sigramau); Laksmana and Marica.
Rima and Marica (Ramamaricow).
Sita’s overpersuagion of Laksmens (Sitd-hdra Laksmana):
meeting of RAma and Laksmana (Ramd-Lakgmanayos samgamah).
BIt4 considering Rivana as a Brihman mendicant (Brdhmanavesi Ravana
Sua maiyarthak); rape of Siti (Sug hart Ravanah).

. SitA carried through the air by RAivana, and death of Jatayu (Vasa-Rivana

Jaidyu Sita-devi-ca).

Two kings embraced by a headless figure (Daigka bamdha).

Bali and Sugrive fighting, Rima aiming an arrow at Bali (Bali-sugriveu,
Rama).

Hanuman.

BSita guarded by rdksasis (Lamka madhye Sild nivesa).
Hanuman in the Afoka grove (Afoka Honuman).
Death of Prahasta {Prahasta vadhah).

Death of Indrajit (Indrajit vadhah).

Battle of bears and monkeys with rdkgasas (V@nara-raksasa-yuddham).
Death of Kumbhakarna {Kumbhakarna vadhah).
Réamah.

Death of Ravana (Rdvana vadhak).

Birth of Kygna (577 Krgna janma).

Krsna suckled (Argna).

Death of Sakatisura (Sakatasura vadhah).

Death of Putani (Puland vadhak).
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Death of Trnaverta (Trndvertdnamdsurasya vadhah),

. Cowherds eating (Vatsapdla atra bhumjandi); and creation of cattle (decep-

tion of Brahm#) (Vatsa karana).
Krana's lusion (Maydnipe Krpna).
Death of Aghasura (4 jegeranipa vadhah).
Brahmai taking the dust of Krgna's feet (Brahmanah pddapatanam).
Brahmi with Krgna and cowherds (Vatsdndmd nayanam).
Death of Kharfisura (Khardsura vadhah).
Raising of Mt. Govardhan (Govardhana daranam).
Death of Kiliya (Kaliya radhal).
Stealing of the gopi's clothes (GopIndm rastra haranart).
Cireular dance of Krsna and gopls (Gopi bhisdrdha ST Krsna krida).
Death of Bakasurs {(Bhakdsura vadhah).
Balibhadra.
Danee (Kridd).
Dance of Krena Radhi and Balibhadra { Phela-krida).
Death of Cinura (Cdnura vadhah).
Death of Pralamnbhasura (Pralambhasura radhal).
Death of Kubalayi (Kubalayd pida radhak).
Death of Karnsa {Kamsa vadhah),
Death of Mallamusti (Mallamugli vadhal).
Krgma.
Bandsura.

. Birth of Buddha {Buddha-janma).

Forest life of Buddha, (Channa returning with the horse (Budhasyn rang-
rdsa).

. Buddha visited by his father and mother (M atypitaroked bukeranant).

Assault of Mard and temptation by the daughters of Mard (Pitw bhaya
darpanam).

Four men seated (Kaliyuge manugyah).

Kalki avatdr (Sr1 Karkya avataram).

Prate LVIL

3. Pauini, KiNGHA, ETC.
Satva

CLXVY

17.2669. The tapas of Parvatl; in the upper I. h. corner, the padficagni tapas (but
seven fires besides the sun are shown), in upper r. h. vorner Pirvati seated, in lower 1 b,
corner standing pouring out a libation on the earth, in each case with attendant maidens.
Outline and wash drawing much eaten by white ants.
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Pahirl, Katgri, early nineteenth century.
Dimensions, .217 X .229m. Ross-Coomaraswamy Collection.
Hinds text at back: . . . pasice agni dvana,
megha ki dhara, udya (7) sia, vastra vikina, bhurja patra dhdrt maird ugre tapa kiyd.
“The five fires’ heat, the ptreaming rain and bitter cold, without clothes, wearing
birch hark, she performed a most severe penance.”

CLXVI

17.2580. Siva and Parvat! seated in landscape, with Ganeéa and Karttikeya. Also
the ‘vehicles,’ Nandj, tiger, rat, and peacock.

Ingeription at hack in Gurmukhi characters.

Pahayl, Kahgra, nineteenth century.

Dimensions, .182 X .211 m. Ross-Coomaraswamy Collection.

Parvati making a garland of Brahmi heads.

Cf. No. CLXVII (M. F. A. 17.2582}.

CLXVII

17.2582. Siva and Pirvati with Nandi and the lion, seated on a tiger skin in the
cremation ground before a yogl’s fire, surrounded by dancing imps, Parvati making a
garland of Brahmi heads. Siva in yogi guise with bowl and drum {demery). Tantrik,

Pahiyl, Xahgrd, nincteenth century.

Dimensions, .240 % .156 m. Ross-Coomaraswamy Collection,

Cf. O, R. P, p 58 and J. A.O. 8, Vol. 46, p. 188. The garland of beads implies an
existence transcending the order of alternate manifestation and dissolution of the uni-
verse — each Brahma being the ruler of an “age” of 4,320,000 years. So for Devl: “a
thousand years are as & day in her sight.”

Fragment of Sanskrit text below:

lepah sraga pily karoft parikarah dhyo 24.
CLXVIII

17.2683. (Siva ns) Ardhan@ri§vara, hall male and hall female, seated on lotus in
oval above worshipping figures of Braluind and Vignu, the former four-headed and four-
armed, the latter four-armed, with usual attribute, Background Himilayan. Sanskrit
inseription partly torn away; parts eaten by white anta.

Pohar, Kangri, early nineteenth century.

Dimensions, 022 X .149m. Ross-Coomaraswamy Collection.

The male half of Ardhandriévara with crescent moon, and Ganges falling from hair,
tri$ila and bonner in right hand: female half (Devi) with a covered vessel.

Ranskrit inscription: Jagaddipakeranjeledhi valagamtena kytamit. . ., .
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CLXIX

17.2584. Siva and Pirvatl enthroned in a golden shrine (rimala mandir) on the
summit of Mt. Kailfisa: yogis and sanaydsis, on pilgrimage in the Himilayas Lelow.
Apsarases and gandhareas in the clouds. Deer and trees in the forrground. Finished
painting.

Pahsayl, Kangri, late eighteenth century.

Dimensions, .258 X .385 m. Ross-Coomaraswamy Collection,

Accompanying Sanskrit text in Nigari characters:

Kaildsagre kaddcidrarisalarimale mandive ratnapithe sanriglari
dhyananiglam trinayanemathayarh seritam siddhasmiigharh.

Devi vamankasansthd Girivaralanayd Pareall bhaktinamra prahedam
devamisary sakalahitakarar kdrydnandakandam. St Sivdya namah.

“Tg the divine I&vara (Siva), seated on the summit of Kailis, in » shrine as
brilliant as a thousand suns, upon a gem-ret throne, intent on meditation, three-
eyed and beneficent, resort of the Siddha host, Parvadi Devi, daughter of
Him&laya, humble in devotion, seated upon his left thigh, spake this sentence,
once upon & time, for the good of all, a sentence that is the very root of bliss:
‘Hail to Sival’ ”

Cf. C., R. P., p. 56; Bulletin of the Muscum of Fine Arts, No. 102,
Prate LVIIL

CLXX

17.2653. Siva and Parvati. She sleeping on a tiger skin, he watching. To the right
Biva’s trident (frisaln) ercct, with his drum (demary), bowl (kemaydoln) and wallet
hanging. The bull Nandi in the foreground. Night scene, Llue borders.

Pahari, attributed to Mola Rim, of Garhwil (a.p. 1760 1833},

Dimensions, .213 X .295 m, Ross-Coomaraswainy {‘ollection.

Originally purchased from Balak Rim Sah, the great grandron of Mola Rim, in 1910.

Published, C'., R. P., pp. 23, 54 and Pl rxv; M. F. A Bulletin, No 162

The great yogl and his consort in the Himillayas, are eneamped for the night, Re-
hind is a lotus lake in moonlight and wild ereatures in their caves to the left.  Siva him-
self wears a tiger skin, a coiling serpent, the crercent mooen on his brow, white shell car-
rings, two strings of sacred beads (rddrdbsa-mdid), and a string of pearls worn over the
right shoulder, also pendants, armlets and bracelets; he is of fair complexion, with short
brown hair dusted with gald. Parvati dressed like a Pahif princess — trousers, trans-
parent muslin gkirt, bodice, dupaile and jewelry. She is of rosy complexion. Her head
rests on Siva’s knee,

The moment ig a little later than that deseribed in the 8th cunto of Kilidisa's K umdra-
Sembhava:
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The womb of night envelops slow

The world with darkness vast and black . . .
Moon fingers move the black, black hair

Of night into its proper place,
Who shuts her eyes, the lilies fair,

As he sets kisses on her face.

(Translatéd by A. W. Ryder.)

Parvat! falls aslesp while Siva is still speaking.

Traces of 4 short inseription in Nigari characters, apparently ie., ‘the roaming or
pleasuring of Gaurt and Safikara (Parvatf and Siva).’

Tender and eweet in sentiment, without being sentimental -— yet it will be seen that
it eould not be long before an art which has reached this point must have become over-
ripe in feeling, and mechanical in technique — the detail is indeed already too metienlous.
In actual fact, however, PahiT art has died of neglect. The realigtic illumination is
travesble, perhaps, to Mughal and ultimately European influences, as in many late
Mughsl renderings of Hindd subjects e.g. M. F. A, 14.685.

Prare LIX.

CLXXI

17.2579. Siva and Parvat! with Nandi in Himalayan forest landscape; Siva as a
yogl, his arms resting on Nandi's neck. Parvat! drawing down the branch of a small tree
and feeding Nandi with its leaves. Black outline on white priming over red sketch.

Pahayl, Kangra, nineteenth century.

Dimensions, .19 X .246 m. Ross-Coomaraswamy Collection.

CLXXII

17.2677. Gangdvalarena: descent of the Ganges. Siva, as a yopi, with trisila etc.,
geated with Pirvatl on an overhanging crag, the Ganges falling from his hair at the
prayer of Bhagiratha, who stands below. Mueh rubbed outline drawing. Other faint
sketches of similar subjects on same sheet and at back.

Pahiyi, Kingri, about 1800.

Dimensions, .195 X .245 m. Ross-Coomaraswamy Collection.

CLXXIII

17.2678. Guangavatarana: descent of the Ganges. Siva seated as a yogi, on an over-
hanging crag, with Pirvatl, Ganefa, Korttikeya and Nandi; the Ganges falling from
Siva’s hair at the prayer of Bhagiratha, who stands below with hands raised in worship.
Black outline and wash over red sketch.

Pahiifi, Kangri, early nineteenth century.

Dimensions, .138 X .213 m. Ross-Coomaraswamy Collection.

Prare LX.
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Markandeya Purdna
CLXXIV

17.2886. Devi, enthroned, sixteen-armed form: to left, Kall addressing her; behind,
dancing ganas, one with a drum.

Pahdyi, Kingrd, eighteenth century.

Ross-Coomaraswamy Collection.

Dimensions, .124 X .071 m.

Attributes of Devi: sword, discus, lotus, trident, shield, bow, bell, noose, crescent
meon on brow. Attributes of Kali, skull cup, severed heads, noose and another weapon,

also the erescent moon.

Prate LXIV.

CLXXYV

17.2586. Markandeya Purdpa: the asura Sugriva sddressing Devi, and departing,
Himalayan scenery. Numbered 28.

Pahiyi, Kahgra, early nineteenth ceuntury.

Dimensions, .277 X .188 m. Ros=Coomaraswamy Collection.

Ilustration to the Markandeya Purana, Candi Parra, LXXXY, 54-8.

“When Sumbhs had heard the words of Canda and Munda, he sent a messenger
named Sugrivu to the goddess . . . . Then went the messeuger to the place where the gud-
dess gtood, in a very beautiful region of the mountsin, and addressed her kindly, with
fair words.”

Prate LXII.

CLXXVI

17.2687. Markandeya Purdna: Devi with the feminine powers of the principal divin-
ities, etc., riding on their vchicles arrayed against the army of asnras led by Sumbha
Himglayan landscape.

Pahayl, Kangri, early nineteenth century.

Dimensions, .275 X .188 m. Ross-Coomaraswamy Collection.

[lustration to Markandeya Purdnae, Cindl Parve, LXXXVIIIL.

The Saktis came forth in their bodily forms from Brabma, 143, Guha and Vigny, vis.,
the Sakti of Brahimi, riding on the kamsa, Mahe§vari riding on a bull, Kaumirl on a pea-
cock, the Sakti of Visnu on Garuda, the Sakti of Hari in the form of & boar, the Sukti
of Indra riding on an elephant, and Narasimhi. All these may be seen in the drawing, to-
gether with the Devi herself with many arms and weapons riding on her lion, and her
emanation, in the form of Kali, with four arms, with sword, noose and breasthone, and
followed by jackals advancing toward the approaching army of asuras.

Prare LXIL
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CLXXVIO

17.2688. Markandeye Purana: the death of Raktaviya: the Devl accompanied by
K&l and followed by the feminine powers of the divinities, fighting the asura; Candi
on her lign, with weapons; Kili with far extended tongue.

Pahiyr, Kdfigri, early nineteenth century.

Dimensions, .276 X .186 m. Roes-Coomaraswamy Collection.

INustration to Markandeya Purdna, Candi Parva, LXXXVIII.

Above, in conflict with Devi, is seen the asure Raktaviya, from whose every drop of
blood as it fell, an asura like himself sprang up: he fought with each of the Saktis in turn,
until K4ilf opened her mouth and drank up the drops of blood and the asures that sprang
from them, and Raktaviya fell dead.

Almost, identical with No. CLXXXV (M. F. A. 17.2698), whick shows the same
composition reversed. Cf. the well-known Pallava rock carving of the same subject
of the eighth century at MEmallapuram (Viérakarma, Pl. xLv).

Published, Modern Review, Oct., 1913.

Prate LXIL

CLXXVIIL

17.2689. Markandeyae Purdne: The Devi slaying an asura, identified by marginal
note as Sumbha.

Pah&t, K&ngra, carly nineteenth century.

Dimensicne, .274 X .189 m. Ross-Coomaraswamy Collection,

Ilustration to the Candt Parva of the Markandeye Purdna, XC, 22,

* And as the king of all the Daityas was coming on, Devi struck bim to the earth, his
breast smitten through with her trident."

CLXXIX

17.2590. Introduction to the Deri Mahaimaya of the Markendeya Purana: SBurathes
and Samidhi conpulting the Sage. Hermitage among trees and hills, with tame deer,
lion, and peacock, Brush outline.

Pahiyi, Kangri, early nineteenth century.

Dimensions, .276 % .187 m. Ross-Coomaraswamy Collection.

Markandeya Purdna, LXXXI, 28: “And the King and the Vaigya, having saluted
him according to his dignity, seated themselves near him, and put various questions to
hin”

PraTe LXII

CLXXX

17.2691. Markapdeya Purdpa: Devl standing, in mandaloe. She is twenty-armed

with attributes, and surrounded by Brahmi, Siva, and other gods, with whom she is con-
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nected by radiating lines of force, indicating that they are “emanations” of the goddess
herself.
Pahiri, Kingri, early nineteenth century,
Dimensions, .262 X .199 m. Ross-Coomaraswamy Collection.
Tllustration to the Markandeya Purdna, Candt Parra, LXXXY.
Reverse inscribed with Sanskrit text:
Drifiya 2.
Hyan: nisampa devdndam diydrabhyak ; subpbur (7} munayascaingm bhakli ndm-
ralye maritayarili paryyaviam ;, §r1 33 /+
2 Sama.
CLXXXI
172693, Mdarkaeudeyn Purana: Devi weated in mandala. She iz six-armed, with
attributes (trident, discus, lotus and conch). Hosts of the god< to right and 1eft, lion in
foreground; Himilayan landacape.
Pahari, Kiangra, early nineteenth century.,
Dimensions, 266 X .199 m. Ross-Coomaraswamy Colleetion.
Reverse with Sanskrit text from the Markandeye Purana, Cdndi Parra (LXXXV):
Rgirurdca // Sakiadayak sura gana hhateh tirge: Hyirabhyah: Sri markkande purine
candi makdtme dhydyascaturthah // 4 [/ Wi paryantam '/ St /76,

CLXXXII
17.2698. Markendeya Purdga: two rdh gasas, namely, Canda and Mundn, in con-
versation with Devl, in Himalkayun landseape.
Pahari, Kifgra, early nincteenth century.
Dimensions, .262 X 177 m. RossCoomaraswamy Collection,
CI.C.,R. P, p. 5.
Reverse inseribed with Sanskrit text (Candi Parve, LXXXY, 42).
Parmcama 13.
// Talo // paramripam vibhrand sumanoharam dadaria capdo mundasen bhytyau
sumbha niSumbhayo // eka $lokusyn pralekhyah //
28 rama.
Translation.
“Then Canda and Munda, the two servants of Simbha and Nisambha, saw her
as Ambikd, bearing o very beautiful form.”

CLXXXII
17.2594, Markandeyn Purdna: the Dovl attacking Mahisisurn,

Pahap, Kangra, early nineteenth century.
Dimensions, .276 X .191 m. Ro#-(‘vomaraswamy Collection.
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Markandeya Purana, Cands Parve, LXXXIII. Reverse with Sanskrit text.
Tritya 18.
Tate mahasuro bhitye // dydrabhyah // mayatvapi hale tratva garfi ... ........
devatd iti paryaniam // Sri 89.
Same hand and series as Nos. CLXXX-CLXXXII (M. F. A. 17.2591-2593).

CLXXXTYV

17.2686. Markandeya Purdne: Devi seated in Himilayan landecape, Dhumralocansa
approaching her, flames rising up at his feet. Cther rdkpasas put to flight by her lion.

Pahapi, Kngrd, early nineteenth century.

Dimensions, .279 X .175 m. Ross-Coomaraswamy Collection.

Hlustration to the Mdrkandeya Purdne, Cdnds Parva, LXXXVI,

Reverse with Sanskrit text.

Div, 28,
Sadygvand lato devivh fuhindcald samsthitdm // valavicapilam . . . devi vikesarind
taleh // 16 //
28 Ramabh.

Candi Parva, LXXXVI, 9-15.

“Then Dhumralorana ran up to her, and ghe reduced him to ashes by her magie
power . . . . Then the lion of Devi, upon which she rode — fell upon the army
of the asurag . . . tore out the hearts of some with his elaws, and split the heads
of others with his paw, ete.”

CLXXXYV

17.2588. Mdrkandeyo Purdne: the death of Raktaviya., The Devi accompanied by
Kali and followed by the feminine powers of the divinities, destroying an asura.

Pahiyi, Kafgril, early nineteenth century.

Dimensions, .257 X .171 m. Ross-C'oomaraswamy Collection.

Compogition nearly identical with 17.2688, reversed. Same hend and series 28 17.2686.

Reverse with Sanskrit text:

61. Mathastrayat sambhitdn raktarimidutmahdsuran // legdm maly gano jalo manartd

sagsado hrtah 61 iti. 61 Sam.

CLXXXVI
17.2697. Ravana, accompanicd by two rakgasas, besceching Siva and Parvati, in the
Himillayas. Partly colored.

Palirl, Kangri, late eighteenth or nineteenth century.
Dimensions, 264 X .155m. Ross-Coomaraswamy Collection.
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CLXXXVIO
17.2615. Hermitage scene, two rgis in conversation. Perhaps connected with the
intreduction to the Markendeye Purana. Fully colored.
Paharl, Kanhgri, early nineteenth century.

Dimensions, .330 X .233. Ross-Coomaraswamy Collection.
Prate LXIL

Vaignara
CLXXXVIII

17.2649. Vignu, éayanamirti: reclining upon idifesa (Ananta), Bhiimidevl at his
feet. Brahmi upon a lotus springing from Vignu’s navel. Brush outline over white

Pahifl, nineteenth century.

Dimensions, ,154 X .104 m. Ross-Coomaraswamy Collection.

CLXXXIX

17.2661. Gajendra Moksa, salvation of the king of clephants. The elephant, drawn
down into the water by the tentacles of the *grihe,’ offers a lotus flower to the Adoralle
{Visnu), who appenrs in eight-armed form, riding upon Garuda, one hand raised in
abhaya mudrd, the other holding the weapons listed below. Second drawing over white
priming, partly colored.

Pahipi, Kangra, nineteenth century.

Dimensions, .218 X .155 m. Ross-Coomaraswamy Collection.

Sanskrit text inseribed in Nigari characters:

Graha graste gajemdre rudati sarebhasandarksyamiruhya
dhdranvydjarpanmdiyabhisdrasene parikore meghagaihhiroghoph

Avibhrano rathamgamsaramasimabhayamsanitkheedpaw sakhelau
hastekaumodakimapyaral hari rasamarmhasdisambatironh,

“May that Hari (Visnu) remove the multitude of your sins, whe, upon the erying
of the king of clephants seized by the crocodile, immediately appesred riding
upon (aruda, hastening in burning compassion, with garland, jewels and
gear, roaring like 2 thunder cloud, holding in his bandx diseus, arrow, sword,
conch, bow, sling (?) and mace, and dispelling fear.”

This a regular sdstriya dhydnam, unlike the ususl verses for pictures chosen for ver-
nacular poems.

The story runs that two great rgix, each a devotee of the Adorable, incurred such
eurses from certain other saints, that one berame a crocadile, the other an elephant, each
forgetful of their former faith. One day the elephant went down to driok just where the
crocodile Iay; the crocodile seized him by the leg. A struggle raged for a thousand yeura,
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till at last the elephant's trunk alone remained above the waters. Then there came to
him the memory of his former faith, and he sought refuge with the Adorable. PBreaking
a Jotus flower he offered it o0 Bhagavin, crying to Him for aid. He took the form of
Hari and, riding upon Garuda, instantly appeared, and slaying the erocodile with the
cokra, saved the elephant; and both attained salvation by his grace. The two are counted
amongst the number of Forty-two Beloved of the Lord, the ‘Hari-Vallabhas' of the
Bhakie-mata.

Representations of this subject vary considerably. In some the graha is a veritable
erocodile, and holds the elephant by the trunk, in a manner inconsistent with the above
aceount. A version of this kind has evidently formed the basis of the cover-illustration
of Kipling’s Just So Stories. In other examples the grahe is more like an octopus, with
many tentacles winding about the elephant’s feet, or, as in C., R. P., Plate xvr, like a
loathly worm with many eyes. These types fit well with the generally understood inter-
pretation that the elephant is the soul of man entangled in the snares of lust and pleasure,?
powerless to save himself without the aid of the Adorable. The subject is treated in
Gupta and mediaeval reliefs at Deogarh. For a possible source of the legend see also p. 51.

cxXce

17.2568, Laksmi-Nariyana, enthroned in a pavilion, worshipped on the right by
Brahmi and other deitics, Nirada and dancers in the foreground, chorus of gandharvas,
gnd rgis to the left. Second drawing over white priming, partly colored.

Pashayi, Kingrd, nineteenth century.

Dimensions, 236 X .275 m. Ross-Coomaraswamy Collection.

CX(CI
17.2860. Visnu, Sayenamgrti; reclining upon AdiSegs (Ananta), Bhumidevi at his
feet. Brahmi upon a lotus springing from Vignu’s navel,
Pahiifi, nincteenth century.
Dimensions, .195 X .145 m. Rogs-Coomaraswamy.

Tantrik
CXCII
17.2598. Devi: four-armed, with lotus, goad, bow and noose, seated on the nude
extended body of &iva, on u throne supported by figures of four female divinities. In a
pavilion, on a gold circle. Tantrik.
Pahipt, Kangyi, Inte eighteenth or early nineteenth century.
Dimensions, .208 X 288 m. Ross-Coomaraswamy Collection.
1 Spe Grierson m J. R, AL R, London, April, 1910; and the Vignu-Bhagavata, VII, iii, 30.
# With gréfia cf. the usape of graka as ¢ the seizer,’ with reference to the sense organs (Sankara,
ol 1lve Brakmasatra, 3.4.8). The ‘crocodile’ i~ plainly the principle of desire, the dexdl.
Bee nlwo Jouveau-Dubreuil, Archédogic du sud de PInde, 11, pp. 71-73 (translation of text

from Bhagevele Purdna).
T 1827
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CXCIII

17.2067. Devl as RajrijeSvart enthroned. She is four-handed, wears the crescent
moon on her brow, and holds two lotus flowers. In accordance with the Hindi text in-
seribed she is adored by Siva, Brabma, Indra, Vignu, the Sun and Moon, Narada and
other sages. Partly colored drawing.

Paharl, Eangrs, early nineteenth century.

Dimensicne, 223 X .302m. Ross-Coomaraswamy Collection.

Buperscribed with the following Hind sadhana or lakgana:

Agdi digapala pichardre muni-ndrada visirada amowdamati ving ratibe kard:,
Déhinai divakara nisshara sesiiyfu namakara prariddha bhama rext bhari bo kardi,
Duvdrapala mukatana lage latakana sobha motl abharana ke avani jharibo kards,
Sambhu ge svayambhu se sacipali se &ripati mahila-mahkarant ke fakida karibo kardi.

“First represent the Guardians of the Quarters, then the wise sage Narada, of
uncongenial temper, sounding his rzad:
On the right the Sun and Moon, worshipping and bhowing in adoration, glorious
and radiant:
The Door-guardians with lovely pearls dangling from their erowns and falling to
the ground,
And Siva, Brahmi, Indra and Vigpu serving the Lady-queen.”
CXOTV
17.2671L. Devi as Bumukhi, four-armed, hands with a besem, shears, lofd, and bowl,
seated in a mandapa upon outstretehed nude figure of Sarva (Siva), who holds the drum
(damaruy) in one hand. Partly colored, and color names indicated. Reverse with Sanskrit
inscription. Tantrik.
Pahayi, Kangra, eighteenth or early nineteenth eentury.
Dimengsions, 200 X .265 m. Ross-Coomarnswamy Colleetion.
The inscription reads: Atha Sumukht dhydnam.:
Sarvo parisamasingm rektdnuara paricchad®mn rakidlaikdrasmigukidn gurirjahara
ribhagandm sumukhiri paramdhl@danijanantn sarvasampaddn kapale Farlfekd
kastanm $ondt sammdrjenikaram, t8i Sumukh? dhydnam. & Subham.

*Seated upon Sarva (8iva), wearing red garments, with red ornaments and wlornedd
with a garland of gunjd seeds, Sutukhi (fair fuced), giving supreme delight,
producing all success, with a gkull cup and shears in (two) hands, and intoxi-
cating liquor and a besom in (her other) hands. Thus the dhydnam of Sunu-
khi.’

Same hand and series as Nos. CXCV-CXCVIII (M. F. A, 17.2372-75).
Prate LXIIL
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CXCV

17.2572. Devl as Bhuvanefvari, four-armed, two hands holding elephant goad and
noose, two other in vara and abhiti mudrds, seated on a throne. Partly colored and color
pames indicated. Reverse with Banskrit inseription. T&ntrik.

Pahajl, Kingri, eighteenth or early nineteenth century.

Dimensions, .193 X .264 m. Ross-Coomaraswamy Collection.

The inscription reads:

Atha Bhuvaneivart dhydnam: Udya-dina-dyutimirhdu-kiriidm turhga-kuclni nayana-
traye-yukiam, smeramukhim varedambula-paéabhiti-karém prebhaje bhuva-
rektm 1

Udyadbhiseat-samdbhds rucst vijita japd mimdu khamda valamsdn jyotir maulinm
trinetrim vividha-mani-lasal-kundalan pedmakarmion kuSddhydm abhaya-vara-
karam avika@mhidm namdami, iti Bhuvane$om® dhydndm 4

“Make BhuvaneSvarl with a emiling face, with & crown as bright as the risen sun
and bearing the moon, with high, firm breasts, with three eyes, hands in vara
and abhili { =abhaya) positions and holding an elephant goad, and a noose.

I celebrate the gentle lady Bhuvanesvarl like the risen sun, lovely, victorious,
destroying defects in prayer, with a shining crown on her head, three-eyed,
and with swinging earrings adorned with various gems, as a lotus woman
(Padmini), abounding in wealth, her hands in sara and abkays mudra.

Thus the dhydnam of Bhuvanesvarl.”

It will be secn that two distinet dhyanams are given: the first is realized in the drawing,

Same hand and series a8 Nos. CXCIV, CXCVI-CXCVIII (M. F. A. 17.2571, 2673-
2675).

Color names indicated: asemant = sky blue; sesaj = green; sang = gold; sapeda-
kona dt dildna = white with arabesque {in spandrils).

CXCVI

17.2673. Devl as Vanguli-muklhi, two-armed, holding pestle and purse, seated on a
lion throne in a mandapa. Partly colored and color names indicated. Reverse with San-
gkrit inseription. Tintrik.

Pahiyi, K&ngri, eighteenth or early nineteenth century.

Dimensions, .194 X .263 m. Ross-Coomaraswamy Collection.

Ingeription reads:

Atha Vaguld-mukhi dhydnam: Muadhye sirabdhi mani-mandapa vedikaydn sish-
hésamo parigaldm paripilavarydm  pHdmvarabhorape malya vibhasitangin
deriin smardmis dhyta mudgare vairs sihmdnm, it vaguld-mukhi dhyanam. 6.

Jihmd-gramaddya karepa derivis vamena Satrun poripidayantim gedabhi ghalenaca
dakginena pidmvardbhyar dribhujar namdms. 7 Subham.
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Translation:
“Thus the dhyénam of Vahgulamukhi:

I call to mind the Devl in the midst of the sea of wine, seated in a jewelled pa-
vilion on & lion throne of bright golden hue, wearing yellow garments, and
decorated with jewels and garlands, holding a club obliquely in 2 threatening
manner, thus the dhydnam of Vanguli-roukhi. 6.

With the left hand held obliquely forward, and in her right hand a maee ax if
warding off and eausing utmost pain to her enemies, with yellow garments and
two arms, I celebrate the Devl. 7. May it be welll”

It will be seen that two separate texts, with similar significance, are given.
Same hand and series as Nos. CXCIV, CXCV, CXCOVI, CXCVIIL (M. T, A,
17.2571-2675).

CXCVII

17.2674. Dev! seated as Dhiimavatl, in a car drawn by two erows, and with a crow-
banner. She is two-armed and holds & smoking, bowl and an abacus. Partly eolored and
color names indicated. Reverse with Sanskrit inscription. Taotrik.

Paha;1, Kangrh, eighteenth or early nineteenth century.

Dimensions, .199 X .267 m. Ross-Coomaraswamy Collection.

The inscription reada:

Athe Dhimdoall dhydnam: Vivarpd-cameald-dugdd-dirghd ca malindwrard vimukia-
kundald vukgd-vidhava virala-drija kakedhraja ratharudhdedarmbila-payodhard
stiryya-hastd tirikgaksd-dhima-hastd vorénritd praveddha-ghona tu bhrbamkuti-
la kulile kyand kgulpipdsdnvitd nilyem bhayedd kelohdsyadd. Iti Dhimavafi
dhyanam 8 Subhar.

“Thus the dhydnam of Dhilmivati:

Discolored, unsteady, unchaste, tall, with dirty garments, with her beautiful
earrings lost, & miserable widow, mounted on a car, with a erow banner, (drawn
by} two separate hirds, with hanging breasts, the sun?! in (one) hand amd
noisome smoke in (the other) hand, a big swollen nose, frowning, crooked and
murderous, suffering from hunger and thirst, ever inspiring fonr and instigating
quarrels. Thus the dhydnem of Dhiimivati.”

Same hand and series as Nos. CXCIV-CXCVI, CXCVIII (M. F, A. 17.2671 2573,
2575).

CXCVIII
17.2676. Chinnamsastd (a decapitated form of Devi) with her own head in her left

hand, standing between two other Devis, upon Kimadeva and Rati, lying on un expanded
lotus. Reverse with detailed dhydnamt, in finely written Niagar! characters. Tintrik.

i In the drawing, an abacus,
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Pahiiri, Kafigri, cighteenth or early nineteenth century.
Dimensions, .200 X .268 m. Ross-Coomsaraswamy Collection.

Atha Chinnamastd dhyinam:

Svanabhau nirajori dhyayet sasyake vikasilarheilam parvavai sakalavs dhydivd rati
kandarppa sarryulam 1

Rati kamoper:s sthdniu dhydyel devirh menoramém tanmadhye 8 mahddevim
akdla jaladopamam 2

Chinnamastam kare vame dhareyalish svesasiokam prasdrite mukhim devim leli-
hanavugra jthvikam 3

Pivamiim raktadhdramea nija kavitha samuddhavdm vikirna keSapaédmiarn nanc
puppa vibhigitam 4

Dakgineca kare kartrim mundomala vibhigitdm satdrddhana nymundena mdldsiahka
parikalpilém 5

Anyonya kebapdbena grathili sumanoharam digamvardh mahrapdn pratyalidhae-
padd sthitam 6

Asthimgla dhoram devim ndge yajfiopavitinim sedd godefavargiydm pinonnafa
payodharam 7

Ndagangaddm ndgakdficin ndge-ndpara samgatdn ndga-kundala samyukicm agla-
naga samavitin 8

Anamiovdsakibeaiva takgahkarkkita padmakau mahdpadmas tatha samkhah kuliko-
plou prakiriiiah 2

Anamtekuhkau vipraw kerpa-mile niyojitou vehni-varnau mohdsellvau sahasra
phana sariyutay 10

Vasekih smikhapdlaice kgatriyou pile vernokau pratyekamiu phand sapiadat
saritkhyd sama teitaw 11

Nagaharam ndgakdmclnt yathd syana niyojildm takgakasca meha@padmo voigyd-
veldyuddhrian 12

Nilurarnd phand pameasal yukiau tu samgekan amgadan karthatar derydsiabhydm
yuktam mencharam 13

Padinakarkbolukau sadran raktevarndvudahrtau phand irikal samyukiou niipurau
sumancharau 1}

Tabhyan yuktam chinnamastanm dhyayed dhydng samadhita dakint vargan? yukidm
rdmadakging parseatah 15

Dakgine varninin dhydyed rdma parive tu dakintm varpinih sydmalam dhydyet
mukla-kebim digamvardm 18

Kapdla kartrikd hastdn sdmadakgive yogatah derya dakgine nadydstu dhdrdydnam
prakurvatim 17

Mundamald dharért derti ndgayajiopariinim devy@h sadrsa ripena bhiganena-ca
bhagitdm 18
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Pakini vdma piréve tu kalpdmia-jralanopaman vidvadagni samudbhiatart trinetrdn,
sumanohardm 18

Dédimi bija sadrfa davda paidti vird@jitam damgtrd kardle vadandsm pinnonnale
payodharam 20

Mahadert mukiake§ih mahaghordm digamrardm lambodari kalardtrim ndga
yajfioparitinim 21

Lelihdnograrasandwh mundamald vibhagitam kapale karirika hastam ramadakgina
yogalah 22

Vima nédys goladrektadhdrdydnant prakurcaltin kava-sthita-kapdlena bhizanendts
bhigandm 23

Abhydm nigeryamandniitu dhydyed dhyana samdadhita evam dhyatrd yajel dertm
manasd bhakti yogatah 24

Iti Chinnamasts dhyanam 1. Subham.

Translation, “Thus the dhyanam of Chinnamasta:

1.

2.

10,

11.

12.

13.

He should contemplate her as seli-born, resplendent, perfeetly shining white, and
in just the same way Kimadeva and Rati in union:

He should contemplate charmingly beautiful poddesses standing on Rati and
Kama, and the Great Goddess between them, with unseasonable storm clowds,

Chinnamasts holding in her left hand her own head, the goddess with open mouth
and eaperly protruded tongue

Drinking the red stream springing from her own throat, with a mass of dishevelled
hair adorned with many flowers,

In her right hand a pair of shears, and adorned with a garland of heads, a necklace
of skulls to the number of fifty:

And the beuvy tresses of both arranged with infinite charm, these MohiirGipis
standing naked fuce to face with one fool advaneed:

The goddess wearing o garlund of bones, with a serpent snered thread, and ever
with the firma full hreasts of a girl of sivteen sununers,

Adorned with serpent anmlels, serpent girdle, serpent anklets and serpent earrvingy,
eight serpents in all,

To wit, Ananta and Visaki, Taksa, Karkkota, Padma, Mahapadma, Suikha and
Kulika:

Ananta and Kulika are Brahmans, tied at the base of the ear, of the colour of fire,
altogether pure, with a thousand hoods:

Visaki and Sankhapila are Keattriyas, and yellow, each with full seven hundred
hoods

‘These are the serpent necklaee and serpent girdle tied in like manner: Takyaks and
Mabfpadma are to be known as Vaigyas,

And are blue, with five hundred hoods, and these are the armlets — sdorned
with these:
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14. Padma and Karkkota are S6dras, to be known as red in colour, with three hundred
hoods, and these are the beautiful anklets:

15, Adorned with these he should contemplate Chinnamasta, with 8 Dikini to right
and to left.

16. On the right hand he should contemplate a DAkInT seen from the left, of dusky hue,
and naked, with dishevelled tresses,

17. A skull cup in the left and a pair of shears in the ri ght hand, taking the stream from
the goddess’ right hand vein —

18. This goddess wearing a garland of skulls and a serpent sacred thread, divinely
fashioned and adorned with jewels

19, This Dakini with the fire that marks the end of an age springing up on her left hand
side, and beautified by three eyes,

20. With a row of shining teeth like pomegranate seeds, with a gaping mouth and pro-
jecting fangs, and full firm breasta.

21. The other great goddess with dishevelled tresses, very terrible, naked, big-bellied,
black as night, with a serpent sacred thread,

22. With savouring tongue, adorned with & garland of skuils, and with skull cup and
shears in left and right hand,

23. Taking the ruddy stream from the left hand vein of the throat, with & skull in her
hand, most awful.

24, Let him contemplate the dhydnam in samddhy with reverence, and having so con-
templated, let him worship the Goddess with heartfelt devotion.

Thus the dhyanam of Chinnamasti. May it be well!”
A characteristic Tantrik dhydnam or prescription for worghip or plastic realization.

Chinnamasta is identical with the Buddhist Tantrik divinity Vajrayogini. B. Bhatta-
carys hes suggested that ““this Buddhist goddess has been borrowed and incorporated
wholly by the Hindus into their Pantheon (The Indian Buddhist Iconography, 1924,
p. 155).

Same hand and senes as Nos. CXCIV-C'XCVII

CXCIX

17.2676. Giyatrl, five-faced and ten-armed, seated on lotus surrounded by imple-
ments of worship. Vidyadharas and Nirada in the clouds. Fully coloured. Sanskrit
inscription,

Pohay, Kihgys, late eighteenth century.

Dimensions, .14 X ,206 m. Ross-Coomaraswamy Collection.

Giyatsl: name of a particular metre and of a famous verse of the Satapatha Brahmana,
addressed to the sun, and repeated daily by all twice-born Hindus. This Gayatri man-
tram is personificd, as a goddess (wife of Brahmi and mother of the Four Vedas), and
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represented in various forms. The dhyanam or ssdhana of this particular form — that is,
the preseription for forming the mental image here projected — is quoted above the
picture itself, as follows:

Mukig-vidruma-hema-nila-dhavala-cchiyair-mukhe sirf tanair-yuktda mindu-nibad-
dha ratna-mukuld tattvartha varpdsmikam. Gayatrin varad@bhaydnkuéa keldm
$ubkrav: kapdlam gunawm Sambham cokra mathdravividayupalam haslair ve-
hanizn.

“] celebrate Gayatri according to her nature, as 8 woman who has attained to
spiritual freedom, having coral, golden, white, blue and dusky facos armanged
in & row, with a jewelled crown adorned by the moon, bearing in her hands (the
seals of} ‘charity’ and ‘fear not,” an elephant goad, a whip, a shining skull, a
roaary, a chank, a whirling diacus, and two lotus fowers.”

The painting closely follows the prescription,
Prare LXTIL

e
17.2681, Siva (five-headed) and Parvat! worshipped by kings and saints. Tintrik,
Pabari, Kangrg, nineteenth century.
Dimensions, .272 X .178 m. Ross-Coomaraswamy ('ollection.

Siva is fve-headed and four-armed, with axe, deer, and howl, Parvat is seated on his
left thigh in attitude of adoration. Nandi recliner in the foreground,

CCl
17.2600. Gayatri (or Barnsvati), with four faces red, white, golden, and durk, and
four bands holding discus, spoon, axe and ladle, seated on expanded lotus; hadike to
right {(her vehicle, as Brahmaéni).
Pahayi, Kangri, late cighteenth century.
Dimensions, .121 X 084 m. Ross-Coomaraswamy Colleetion,

Misrellaneous
¢l

17.2645. Obverse: a lady making pijd to Siva, Brahma, and Vignu. Officiating
Bréhmans, and maids. Courtyard with a marriage pavilion, and high hills beyond. Re-
verse: a Iady’s toilet (putting on the anklet). Red drawing over fainter underdrawing
(tracing or copy).

Pahai, Kangra, eighteenth to nineteenth century.

Dimensions, .187 X 269 m. Ross-Coomaraswamy Collection.

[189]



INDIAN COLLECTIONS

Perhaps by the same hand az 17.24T4. Alsp recalls C., B. P., PL 1xu1. Cf. also
Indian Drawings II, Pl x, 2,

Probably from a series illustrating the marriage of Parvat! (the top of a marriage
pavilion is seen beyond the canvas partifion, near the musicians).

Obverse: Parvatl is seated before images of Siva, Brahma, and Visnu (Nirdyana),
and is making arghye offering to Siva, instructed by the Brahman before her and sided
by her maids. The bearded priest, holding an arghya-patra in his left hand, is offering
pfijé to the yenire before him, and reciting marira,

The Sanskrit text of two lines above appears to be disconnected with the subject of
the picture: the first line is invocatory and names the gods to be propitiated, viz., the
ASvins, Agni, Maitreya; the second line indicates Monday, Thursday and Friday as good
days to hegin a work of art.

Reverse: the adornment of the bride. For a description of what constitutes the full
toilet of a princess see Prema Sdgare, Ch. 1xm (Uga).

C(CIII

17.2547. (anefa enthroned, four-armed, with axe (fanka), goad (ankude), plate of
food (bhajana) and tusk, worshipped by a Sikh warrior with offerings of food. Perhaps
the initial drawing of a series., Brush drawing.

Paohiifi (Sikh?), nineteenth century.

Dimensions, .217 X .256 m. Ross-(‘oomaraswamy Collection.

CC1vV

17.2652. Decapitation of Rihu by Mohini, after the churning of the ocean. Brush
drawing over white priming, partly colored.

Pahiyi, Kangra, late eighteenth century.

Dimensions, 254 % 164 m. Ross-Coomaraswamy Collection.

Following the churning of the ocean, when the nectar (ampta = elixir of life) had
been produced and was in possession of the daityex or asuras (demons), Narayana (Visnu)
assumed a ravishing female form (Mohini) and coquetted with the esures. The bewil-
dered demons surrendered the nectar to the beautiful Mohini. She then gave it to the
gods to drink. One of the demons, Réhu, however, disguised as o god, also received the
drink. When this was discovered and made known, Mohin! cast the discus of Visnu and
decapitated Rihu. But the effects of the liquor could not be destroyed, the head and
trunk of Rihu continue to live, and the head in revenge *to this day swallows the Sun
and Moon,” being regarded as the canse of solar and lunar eclipses (Mahabharata).

Prate LXIL
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CCY

17.2668. Recto, Parvatl in Himdlayan landscape worshipping a Siva lifigam, red
outline clumsily redrawn in ink; verso, toilet scene, maidens dressing o lady's long hair,
red brush outline.

Pahdri, Kingra, early nineteenth century,

Dimensions, .170 X .212 m. Ross-Coomaraswamy Collection.

CCVI

17.2670. Devl-paji: a Brihman seated before a four-armed figure of Devi, enthroned,
his hand (holding a rosary) coneealed in a gomukha glove. Implements of worship on the
ground. Partly colored.

Pahafi, Kingra, nineteenth century.

Dimenzions, .18 X .12m. Roes-('oomaraswamy Collection,

Tustrates the ritual of personal worship, probably in daily Sandhyd coremonies,
The image of the divinity is visualized, and here represented as if aclually seen. Compare
C.,R. P., Pl v (now in the Freer gallery). For visualization, see 8. C. Basu, Daily Prac-
tice of the IHindus, 8. B, H.. Allahabad; (., . P., p. 40; and Foucher, A., L'fconographic
bouddhique de FInde, 11, Paris, 1903, p. 5.

Prate LXIV.

eVl

17.2601. Gangd Devl (goddess of the Ganges): four-armed, holding two golden jars
with lotus flowers, seated on expanded lotus, supported by a large fish swimming in the
river, with low hills beyond. Colored: much danaged.

Pahiiri, Kiingra, carly eighteenth century.

Dimensions, .189 X .251 m. Ross-C'oomaraswamy ("ollection.

CCVII
17.2622. Brihmanical cecremonies: a Brihman priest in three positions, before u
house, night scene, moonlight.
Pahafi, nineteenth century.
Dimensions, .272 X .183 m. Ross-Coomararwamy (‘ollection.
Reverse with Sansksit inscription:
Apa(pa) mdrgant tathd tumbi tliyuwris cakrawmarddhakam 1
Bhramayet snanam adhyety nerakasya kedyami,
Suta logtaka savyuktiamn sakamia kadalgnevitai, 2
Apdpa mdrgame papan bhramya manwm punah punal
Taile laksmi jale ganga dipd valpam caturdust 3
Candra chayd kytam sndnan yamalokar na paiyati
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and date, in another hand:
O Sri sarhval 1952 aky 14 Camdre Namdapure
I should suppose this date to be later than that of the painting, which may, however,
possibly be as late ag 1895 A.p., the equivalent of 8. 1952. Nandapur is presumably a
place. The Banskrit text refers to the ceremonies in a vague manner as a means of avoid-
ing the path of sin, and he who performs the ceremonial bath — shown in the pieture to
the left — ‘ will not see death.’

CCIX
17.8599. Three small paintings of a. Ganefe, b, Durga and ¢, Visnu, oval with gold
borders.
Pahiirl, Kaémir school, eighteenth century.
Dimensions, a, ,050 X .043 m., b, 057 X 045 m., ¢, 052 X .045 m. Ross-Cooma-
raswamy Collection.
Originally in a Tintrik MS. obtained in Kaimir.
Prate LXIII.
CCX

17.2680. Krsna with two gopis, on a lotus. Also design of three fish on triangle.
Colored.

Oudh, nineteenth cenfury.

Dimensions, .105 X .144 m. Ross-Coomaraswamy Collection.

Obtained from Balak Ram Sah of Garhwil.

CCXI1
17.2832. Siva as Bhairava dancing in landscape beside a temple, attended by a
gana snd a dancing cobra. Possibly Bhairava Raga,
Patna? eighteenth to nineteenth century.

Dimensions, .151 x .227 m. Ross-Coomaraswamy Collection.
Prame LX.

D. Kasna LiLi
1. RayasTRANI

CCXII

21.1675. Page (f. 17) of & mansycript dealing with the legend of Krsna. Reverse:
text in & kind of Dakhan! Hindi mixed with Sanskrit, mentioning Krsna, Devaki, Yasods,
Karmaa, Keilya, Plitand, ete. Obverse: picture covering the whole page, a terrace
with palace and gardens in the background; a erowned king, evidently Karnsa, en-
throned, another crowned figure standing beside him; a girl, apparently intended to be
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Devakl's changeling, lying across the knees of the seated king, others in distress beside
bim; attendants. In bright colors and gold, the whites blackened by decomposition.
The forms of the crown and throne indicate the eighteenth century, the woman's costume
(especially as regards the black fassels and the form of the earrings) is of clder type.
Rajasthin], perhaps by a Jaipur painter at the Marith! court. Early ecighteenth
century.
Dimensions, .28 X .17 m. Marianne Brimmer Fund.
Text:
. nhaye hari st detf
Imdra camdra prajdpati, carapha diti nija pada. 78,
Te velim utht krgna-natha, kamsa kediyg karl ghata
Devan: nija padin rachdpita, amara-ndtha &7 kpgpa. 79,
Krpnd aisd tribuddhi, uddrana dekhom seatma buddhi,
Sevakdnm baisary nijn padim, akpeya siddha dewni 80,
Newdi-ca devaki yabodes, te gati di dhali patane 51
Samdana denc ari milrasi, uddarale sikiya varpu 81,
Nija pade-st kygna-nitha, bhakidsi apapiyam dela
Apana hoye bhakidikita, réhe tiglha tathyipdsin 8.2,
Bhakia ajid mdni moti, siha duka hoye jaga jethi
Pragata lakorade kdgthim vacandm sdthim. . . .

The cercbral ] (in v. 79), and n, in @pepiyant (in v. 82) are eharacteristic of Western
Hindr.

Translation:
“When Indra, Candra, and Prajapati howed at his feet,
Then Lord Krsna arose, and made an end of Karhsa and Kediya;
By his own might he protected the gods, Sri Krsna, the Lord of Immortals,
Krsna, of whose threefold wisdom the wisdom of your own soul is the witness,
Who gives a deathless mastery to those his servants who have faith in him,
Who blessed Devaki with universal fume, und gave release to such a woman ns
Piitans,
Who gave salike to friend and foe, who is an incarnation of compassion:
Lord Krsna, who grants his Lovers to fall at his fect,
And deeply affected by bis Lovers, descends and follows the common path:
And bearing the burden of his Lover’s asking, appears as Lion and Boar, foremosi,
in the world,
By whose grace the treea do grow . . . ."

Prare LXYV.
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CCXIIn

17.2008. Men and women in landacape regarding a four-headed and four-armed
child lying on the ground.

Réjasthani, eighteenth century.

Dimensions, .170 X .202m. Ross-Coomaraswamy Collection.

The style and coloring are unusual. The scene suggests a MusalinZn cemetery. I
cannot identify the subject unless it is connected with the birth of Kregna, or with a mani-
festation of his divine nature.

Prate LXIX.

‘{'.‘CXI\'

17.78. Krysna in Radha’'s house: she seated in a chamber opening on & terrace, con-
versing with her sakhis, he on the terrace addressing another sakh?. By Nathu,

Rajasthani. Dated Sarvat 1751 = A.p. 1694.

Dimensions, .135 X .198 m. Harriet Otis Cruft fund.

The full mignature reads:

Amai-i-Nathy sariwal 1751 in Persian characters and on the reverse side in Nagar!
characters Kam Nathu. ... 1751 vdrge.

Almost unique as a signed and dated Réjasthini painting,

Pratr LXVI.

“coxy

1723038, Krsna Venugopila, standing with the fute under a kadamba tree, a cow
licking hie feet; attended by & gopa and gopt.

Rajasthani, Jaipur, late nineteenth century.

Dimensions, .192 X 252 m. Ross-Coomaraswamy Collection.

/CCXVI

17.3081. Ras Lila: cartoon of Krgna dancing; brush outline pricked for reprodue-
tion by pouncing. Restored below the knees by Miss 1. M. Larcher.

Rajput, Rijasthani, cighteenth century.

Dimensions, .86 X 1.65 m. Ross-Cootnaraswamy Collection,

Nos. CCXVI-('CXIX are reproduced together, Coomaraswamy, A. K., Indian Drau-
ings,n, PL. n. From the same series are (., K. P., Pls. 1x, X, now in the Metropolitan
Museum, New York. The finished pictures are in the Palace Library (potht khérg),
Jaipur.

‘CoxvIn

17.3082. Raz Lia: cartoon of Ridhi dancing, brush outline pricked for reproduction
by pouncing.

Dimensions, .77 X 1406 m. Ross-Coomaraswamy Clollection.
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YCOXVII
17.8084. Rds Lyla: chorus of four gopis. Transfer from a large Rajasthin! earloon
of the eightecnth century, brush outline made by Dr. A. K. Cloomaraswamy.
Dimensions, .745 X 2.2 m. Rose-Coomaraswamy Collection,

vCCXIX

17.3083. Ras Lild: chorus of seven gopls. Transfer from a large Rijasthini car-
toon of the eighteenth century. A brush outline made by Dr. A. K. (‘vomaraswamy.,
Dimensions, .755 X 252 m. Ross-C'oomaraswamy Collection.

Cult of §r7 Natha-ji
A CXX

17.2904. Installation of the image of Sr1 Nitha-ji (Krsna).

Rajasthanl, Nithadvar, nineteenth century.

Dimeneions, .332 X 238 m. Rose-Coomaraswamy Colleetion.

The greater part of the picture ia oceupied by the hill Govardhana, represented in
archaic technique and mainly bright blue. In the upper left hand comer a cow ix offering
her milk to the buried image; on the right, Nimbirka installing the image in the shrine
prepared for it. On the left, below, other Tailanga Brihmans, in adoration, and o servant
with a bale of offerings. On the right, Rijput princes (one doubiless Raj Swngh of Udui-
pur) in adoration, and princesses or gopis with offerings of milk. CGroves, villages, tanhs
and shrines in the foreground.

Reproduced: C., R. P., Pl. x1v and vol. 5, p. 41. (Purchased in Brussels,)

Prare LXVIL

v CCXXI

17.2908. Discovery and installation of the image of Sri Naiha-ji on Mi. CGovandhana,

Rajasthani, Nathadvar, nincteenth century. (Obtained in Mathurit.)

Dimensions, .165 X .186 m. Ross-(oomaraswamy Colleetion.

Almost identical with No. COXX (M. I'. A, 17.2904} in composilion, bul with two
additional figures on the left above — apparently discovering the buried image, revealed
by the milk offering of the cow; the male and female figures on the right transpased.

TeXXH

17.2006. S Natha-ji with Radhi. Blue figures, white ground, red diaper.

Rijasthani, Ndthadvar, nineteenth century.  {Obtained in Mathura.)

Dimensions, .125 X .170m. Ross-Coomaraswamy Collection,

§r1 Natha-jt (= Krsna) wearing the peacock errst and many garlands of flowers,

with right hand raised in ebhaya mudrd (*do not fear’), the left holding a cup of milk and
two lotus flowers offered by Ridhii who stands with folded hands in adoration. I do not
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know that the image at Nathadvar has ever been examined, it may well be & Kugfina
Buddhist figure, with the hand as usual in abkaye mudré, s in al} the representations of
§rf Natha-j1.!

Here as also in No. CCXXIII (M. F. A. 17.2907) and in the shrine represented in
No. CCXX (M. F. A. 17.2904) the shrine iteeli seems to represent the cave or under-
ground chamber in which the image was originally discovered.

Prate LXVIL V4
CCXXII1

17.2807. Bri Natha-jT with Radhi. Black figures, silver costume, red ground; above.
black spotted with yellow, silver cows.

Rajasthani, Nithadvir, nineteenth century. (Obtained in Mathurs.)

Dimensions, .110 X .154 m. Ross-Coomaraswamy Collection.

Like No. CCXXII (M. F. A. 17.2908), but Sri Natha-ji has only the cup of milk, with-
out the letus flowers, and cows on Mt. Govardhana are represented above the shrine cell.

Prate LXVII.

2. PaAHARI, JaMO
CCXXIV

17.2804. Krena with the flute: gopas and cows, water with expanded rose Iotuses in
foregrouncl.

Pahagl, Jamil, saventeenth or early eighteenth century.

Dimensiong, 241 X 162 m. Ross-('oomaraswamy Collection.

Reproduced, C,, B. P, Pl. xxx1.

Prate LXX.

CCXXV

17.3201. Ridha and Krsna, she offering him betel, he standing on an expanded rose
lutus,

Pahari, Jami, carly cighteenth century.

Diinensions, .135 X .187 m. Ross-Coomaraswamy Collection.

Riudha holds the pdndan or betel box in her right hand and offers Krsna a prepared
leaf (pdn supdrf) with her left. Krsna in the usual costume — yellow dhoff and peacock
erown, feaning on a crook (badsdkhi). The white fluttering searf is treated in archaic
fashion.

The pilnddn is evidently of bidri ware (silver ovetlaid on black alloy).

Reproduced. C., R. P., PL. xxxm1.

Same hand and style as C., R. P, Pl. xxx, and No. CCXXIY of this Catalogue.

Prare LXYV.

} For the ivonography of Sri-Natha-ji, Gokula-Candra-Rama-jl, MathureSa-§1, Gokula-Xatha-ji, Ma-
dana-Mohana-ji, Dvirika-Natha-jI, Vithala-Nitha-ji, and Navanita-PriyE-jf, all closely related forms of

Krson, wee (Karsandass Mulji) Histary of the Sect of Muhdrdjos or Vellabhachdryas of Western India,
London, 1880, plate facing p. 100.
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3. Pauigl, Kiveni
Bala-Krmma

CCXXVI

17.2482. Krgna stealing butter: he is mounted on the back of a boy who sits on a
rice-mortar, and is handing down the butter to his companions. In the foreground a
broken pot of curd. Recond drawing over white priming.

Pahari, Kangra, late eighteenth century.

Dimensions, .149 X .208 m. Ross-Coomarnswamy Collection,

Prema Sagara, Ch. X: * Breaking the vessels of curd and bulter-milk, snapping the
churning stick, and taking n pot full of butter, he ran among the cowherd boys. ... Tle
found a mortar placed upride down, on which he mounted and sat, and causing his com-
panions to sit around, he began to chuckle, to share among them the butfer, and to cat.”

CCXXVII

17.24T7, Ya$odd churning, Kysna and Balarima begging for their broukfast. Trae-
ing in red, redrawn ir black. (olor names indicuted in seripd.

Pahiipi, Kingrd, nineteenth century.

Dimensions, .145 X 187 m. Ross-Coomarswamy Colleetion,

Prema Sdgara, Ch. X: “At that time in the house of Nand, sueh 0 noive of eurd-
churning was going on, as though n clond were thundering,  Hereupon Krsna woke uyp,
and set-to crying and calling out ‘ Mother, Mother!” When nobody heard his shoating,
he himself eamne to Yasnda and said ‘Mother, I ealled thee severn) times, il thon didst
not come to give me breakfast; is not thy work done yet?'”

CCXXVHI
17.2482. Yasodd (P with infant Krsna and Radhit, on a bed.  Seeow] drmwing in
black over red on unprimed paper. Colors indicated in seript.
Pahiiri, Kangra, nineteenth century.
Dimensions, .261 X .186 m. Ross-Coomaruswamy (Collection,
With four lines of Hindl text, meomplete.

Kaliya damnna
CCXXIX
17.2460. Kdliya damana: quelling of the Xiga Kiliya. Kpspa is in the water sirg-
gling with the many-hooded ndga: on the bunk are Nonda and women of Brodiiban, he

village is seen abave with wonen coming through the gate. Herdsmen stupefied by the
poison of the naga are lying on the bank. Brush drawing over white priming.
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Pahiyt, Kangri, late eighteenth century.
Dimensions, .363 X .249 m. Ross-Coomaraswamy Collection.
Prate LXVIII

CCXXX

17.2481. Kaliya damana: departure of Kaliya with his naginis to Ramanakadvips.
Krsna embraced by Yasodd and Nand. The return home. Crude provincial drawing on
unprimed paper.

Pahari, Kafigri, carly nineteenth century.

1)imensions, .312 X .260 m. Ross-Coomaraswamy Collection.

Same hand and series a8 No. CCXXXI (M. F. A. 17.2480).

C., E. P, pp. 30, 31.

Prema Sagara, Ch. XVII: “Kali with his family went to Raunak Dip; and 8 Kyrsna
Cand came out of the water.”

Mt Govardhana
CCXXXI
17.2480. Circumambulation of Mt. Govardhana. Crude drawing on unprimed paper
Paohiiyi, Kongyi, early nineteenth century.

Dimensions, 310 X .240 m. Ross-C'oomaraswamy Collection.
Bame hand and serier ar No. CUOXXX (M. F, A, 17.2481).

Nal and Kirar
COXXXIA

17.2624. The release of Nal and Kiivar from enchantment, accomplished by the
voung Krsna, notwithstanding he has been tied by Yaéodi to a wooden mortar to keep
him out of mischief.

Puhiiy, Kangrd, nineteenth century.

Dimensions, .141 X . 177 m. Ross-Coomaraswamy Collection.

Proma Sagara, Ch, XI: Kuver's two sons named Nal and Kavar, were in Kailas, but
behaved in an unscemly manner. Nirada finding them thus put the curse upon them,
that they should become trees in Gokula. “Having remembered this affair, Sri Krsna
dragged along the wooden mortar to the place where the Yamalirjun trees were . . .
hath the trees were uprooted from the root; and two handsome men, having issued from
themn, with jeined hands, pruising him, began to say, ‘O Lord! who but you would take
thought of such great sinners ag us.’”

Prate LXIX.

[148]



RAJPUT PAINTINGS
Godhili
CCXXXII

17.2617. The Hour of Cowdust (godhali beld): Krsna with other gopes bringing
back the herds to Brndaban at sundown. Second drawing over white priming, partly
colored.

Pahayt, Kangyd, late eighteenth century.

Dimensions, .151 X ,200 m. Ross-Coomaraswamy Colleetion,

Published, C., B. P., pp. 4, 24, 30 and PL ui. Rulletin of the Museum of Fine Arts,
No. 96.

Perhaps by the same hand as No. CCXXIII (M. F. A_ 22.683),

Prate LXXI.

CCXXXIIT

22.683. The Hour of (‘owdust {(godhaii beld): Krsua with other gopms bringing back
the herds to Byndabon at sundown. Gopis bringing water from {he river, vlhem lnoking
from the windows to welcome Krsna. Yasoda with Balurfimn in the cowyard, Nand-ji
with friends in the pavilion (barddari) above. Fully colored.

Pahayl, Kangypii, late eighteenth century.

Dimengions, .215 X 272m.  Ross-Coomaraswamy Colleetion,

Bublished, (., B. P., pp- 24, 30 and Pl w1; P, I, A,, PL uxxvin; M. F. A, Bulletin,
No. 122; Diez, Die Kunst Imdiens.

Perbaps by the same hand as No. COXXXII (M. F, A, 17.2617).

The name of ‘cowdust " {godhazh or dhenu diril) is applid by the country people to
the hour of aunset, when the cattle are returning from pasture and raising dense clotuds
of dust along the narrow lanes, It is the purest and most auspicious hour of the day,
‘vimala sghale sumaigale wmala,’ says Tuld Diis - Bdmearit Manas, Balakandam, dohd
318. Vayarya, the wind that is mined with the dust mised by cows, is eduwed among the
seven substitutes for bathing which may be resorted fo when unavoidable cireumstanees
prevent the ure of water (Bris Chandra Vidyarnava, Dady Practice of the Hindus, ed. 2,
p- 24). Cf. also “When they troop home, our tiny street wearn benuty like o disden,”
from the Pafiyabi /fir and Rafjha.

Prate LXXII

Venugopdla
COXXXIV
17.1861. 51 Xrsna Vepugopala, under trees beside the Jamny, and two gopis offer-
ing pén-supdri (betel) and a lotus flower. ('ows drinking from the river. Full colour,
Pahayi, Kangra, late eighteenth contury.
Dimensicns, .192 X 258 m. Ross Collection,
Prats LXXX.
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CCXXXV

17.2481. Krgna's flute: gupis seated in a room swooning and stopping their ears.
Krsna playing the flute on a hillside without. Drawing in black on unprimed paper.
Pahiyi, Kangri, carly nineteenth century.
Dimensions, .210 X .277 m. Ross-Coomaraswamy Collection.
Inseribed with Hindi text in Nigarl characters.
(Kavitta):
Sunati ho kahd bhaji-jahu gharerh, phosa jayagt
mainag ke binana mawm,
E bamsi na bija bharf vigast riga, sau bhart
rakhat prinana kaum,
Sudhi bhath hat hala jau meri bhatii, bibhasyo
mana nEhIst idnana maum,
Kula-kéna jau Gpani ralhyo cahay, amguri de
rahav doit kiinena moum,

“Do you hear how (the flute) is being played? go home, or you will be caught in
the srnarc of the arrows of Love;

This is not simply the sound of a flute, but venomous poison, that takes possession
of the soul,

My senses are logt in rapture, my sister, and my soul is dissolved in its strains:

I ye would save your family honour, then keep your fingers in both your ears.”

The rendering of the last half of the third line is tentative.

Cf. Kabir: “Only she wakes, whore heart is piereed with the arrow of His musie.”

C,R P,p. 32

Prate LXXXII

CCXXXYV]

17.2807. Krspa with the flute, reated with other herdsmen under a sacred tree, with
cows; one of the herdstien daneing,  Soft colors.

Pubapi, Kihgrd, carly cighteenth century,

Dimensions, .146 X .209 m. Ross-C'oomaraswamy Colleetion,

Prate LXIX.

COXXXVII
17.2619. Kpsyu with the Aute: beneath a group of trees beside the Jamna. Gopis
Hght and left offering Letel, ote.. one with a fly-whisk. Gopas, and cows; one of the gopas
drinking from the river. (‘umulus elouds and magnificent sunset. Second drawing over

white priming, background colored, figures unfinished,
Pahiiyl, Kangri, late eighteenth century.
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Dimensgions, .251 X .309 m. Ross-Coomaraswamy Collection,

Published, C., B. P., p. 32 and Pl Lv; M. F. A, Bulletin No. 102,

Prate LXXIII.

CCXXXVIII

19.132. Krspa with the flute, standing under a kadamba tree, attended by two
gopis, the Jamna in the foreground. Soft powdery color,

Pahari, Kangra, early eighteenth century.

Dimensions, .137 X .181 m. Rose-Coomaraswamy Collection.

This picture, with the Glta Govinda series (Nos. COLXXIN-CCLXXXID affords the
best example of the ‘early Kangra’ style. These works evidently date somewhat hefore
the time of Sarhsir Cnnd, but perhaps not earlier than the second quarter of the
eighteenth century.

Published, C,, B. P., Pl. x1.; M. F. A. Bulletin, No. 102.

Prate LXXIV.

COXXXIX

26.627. Radha pwooning at the sound of Krsna's flute; landseape, the Jamna in the
foreground, forest concealing Krsna on the right, mendow with Riidhd and three maids
swooning on the left. Hind! text in Nagari characters above. Outline and wash drawing.

Pahayi, Kifgri, early nineteenth century.

Dimensions, .291 X .197 m. Gift of Ananda K. Coomaraswamy.

C,R P,p 32
Text: Eka ora bijand dilovala calure ndra eka ora jhari kara lige sakhi pana ki

Pache té khovasang khasdvem pana Lhole khola radhe mukha 1@li jowit camuakote
utana kI

Vahi same bamsuri bajai nonde-nendena j&, vdkom sudha @ vahi kuijona ke
thang ki

Baem girl nikhart ddhane samiravdri pache panuddnuvir? dge brkhabhdna k7

“On the one side a clever woman plies the fan, on the other side a sukhi holds in
her hand the box of betel,

From behind (another handmaid) gives her pin to eat, and when Ridhi opens her
mouth the searlet of her lips flashes out, —

Just at that moment the son of Nand played hig flute, and there eame upon her
remembrance of the place of those bowers,

The nikhdri fell on the left, the samirear: on the right, the pdnddnriri behind, and
the daughter of Vrsa in front.”

The designations of Radha's maids are as follows:

nikhari, one who prepares sweetmeats, the candy-maid,
samir-vdri, the maid who plies the fan, and
panddn-vidri, the maid who carries the pdn-supiri, 'betel.’
Prate LIIL
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Dudhadhari

CCXL

17.2620. 81 Krsna Dudhadhéni: Krsna disguised as a milkmaid, wearing & black
dupaffe and milking a white cow. Radha standing to the right, with a calf, cowsheds
beyond. Considerably damaged.

Pahari, Kangri, early eighteenth century.

Dimensions, .153 X .181 m. Ross-Coomaraswamy Collection.

Published, C., R. P, pp. 8, 22, 34, and Pl xuy; P.[I. 4., Pl. Lxxvi; Bulletin of
the Muscum of Fine Arts, No, 102; Coomaraswamy, The Dance of Swa.

Representing one of the devices such as are much spoken of in the poeme of Candidas
employed by Krana to effect hir meetings with REdh&. The subject is a favorite one (see
No. CCXLI (M. F. A. 22.366), and Goetz, H., Indische Mimaturen in Berliner Mugeen,
Munchner Jahrb. der bildenden Kunst, xur, 2, 1928, abb. 8).

Prate LXXV,

CCXLI

22.366. &7 Kropa Dudbadhini. Krspa milking & cow which turms to lick him;
three gopis, one stroking the cow, one holding the calf. The ndgar? letters written on
the cow’s haunches read: 81 Krsna Dudhadhart.

Blaek brush outline over yellow sketeh.

Puhari, Kingri, lnte cighteenth century,

Dimensions, .175 X .112m. Rosz-Coomaraswamy (‘ollection.

Published, ., K. P, p. 34, fig. 3.

Hee No. CCXL (M. F. A. 17.2620).

Prate LXX.

CCXLII

26.637. Folded sheet containing four drawingg in red. (A) Krana’s bath, {B) Kyspa
Dudhidhiri, (() Landscape below the walls of Byndiban, Krana walking in one direction,
Iadhi in another in search of him, with Hindi text in Nagart characters above, {D)
Varahind, o lady on & terrace looking at the clouds, and pointing them out to her sakh?,
alsp with Hind! text. Color names indicated in seript.

Pahiirl, Kifgrs, late eighteenth century.

Dimensions, .147 X .260 m. Gift of Ananda K. Ceomaraswamy.

Text of "

Klavitta):

Kadam rita (?) tira pichati adkira gopd dnana rukho hoge yoka roi mardhau so,

Bira hi hamd@rt . . cautard te nikasi bhdjyau heai karila jouhau So,

Eso ripa cxo bhesa hamath dikhaiye, dekh: tahisi rasa pina nafnant chubhauhau so,

Mukata jhukshau kdra hiya rahdrého, kala phaila piyard rauhd, mhga onge semrau-
hau so.

[132]



RAJPUT PAINTINGS

Radbz and Krsna crossed the threshold (cqutard) of Gokula gate together, but
Krsna has disappeared. In the first line, scarcely legible, Radhi i= asking the
trees (kadamba, ete.) and the Jamna where Krsna has gone, then:

“My Bir came over the threshold and vanished in the karile bushes

With his gleaming erown and the garland bright on his breast, and a vellow sash
around his waist, and every liml» delightful —

8how me that form and appearance, and my eyes shall drink him in!"”

Text of I'; (the first line is almos=t illegille)

(Kavit)ta: Barasate meghanu abala mada me dunt me . . . ddmant damaki wra
bhusana prakdsakara,

Kdre kdre ati-kt dardre na favaln na lare sravana samiva jhakojhorald jeratutora,

Pandava ke pitanu sau kini prita pranandthe jdna kai andthe baire Hjala andtha
bare,

Jer gaja bharatha mai bharamie bifmasena, 161 abn gajula hui goloula nagura prra. 1,

Sarada sasl e edka sast hvar bact haudi, taise coitdmani hima wu sisiva kT jutna-
katerit,

Bdra bare mdra kT maroratemn basarittaithu me baisthit bael ho tejo grsome lamakatesi

Ayo papi pavasa phadina lage prane mere, bhage T asiarhe ghunaghora b7 ghana-
kateri,

Tapate tacormgt jo pé aming aremgl ali abe no bucoigt capaling KT comakideir,

1. “Now the clouds are pourtng down their maddening showers; the hshing light.
ning lights up the jewels in my hair,

it Black, black und very ferrifying, immovahle despite the wind of Srivan violenly
shaking the trees.

You, Lord of my Life, entered into friendship with the sons of Piindu, amd knowing
them to be lordless, avenged them, O Support of the lordless,

You are now in Gokuln, taking yvour pleasure (or ‘thundering’), who worl un
elephant in Bharata whon Bhimasena went astruy.”

2, “(nly by waning to the half of o moon have T eseaped from the Autumn moon,
like & wishing-stone fainily gleaming through snow und ice {or ‘Lhe winder
cold’};

My heart wrung again and ugain by the Spring as well, how 1hen ean I eseape from
the heat of Bummer?

Now cruel Pivasa (the months of Sravan and Bhiidon) hus eoane to stranghe the
hreath of my life and the sound of their thunders has put to flight. Asiidh,

1 shall burn in a fiery furnace, like an amean (fish), [ cunnot enwdure myself, My
Dear, for the flashing of the lightning.”

The Virghini (who must be Ridhi, as she refers to Krspa as the Lord of her Life) cun
hardly understand how she has survived a year of loneliness; nnd now the rainy seuson
has come, when a young girl in love suffers most.
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Line 4. I do not understand the allusion to Bhimasena.

The autumn moon was the time of the Eas 1213, and so awakens vivid mem-
ories. She haa escaped from this season only with the Joss of half her former
weight.

Lines 2-4, She cannot bear the sight of the clouds and lightning, se provoeative
of love-longing. It is true that Asidh will follow Bhadon, and thern she may
expect some relief ; but Asidh is so long in coming, that it seems as if the thunder
must have driven it away.

Dan Lila
CCXLHI

17.2663. Dan Lilg: Krsna robbing the gopis of curd. Tracing on skin.

Pahiiri, Garhwil, about 1800.

Dimensions, 072 X .113 m. Ross-Coomaraswamy Collection.

Obtained from Balak Rim 8ah of Garhwal.

Ured by Tirie Gill as the basis of his woodeut illustrating Coomaraswamy {translation
of) The Dana Lila (The Taking of Toll} of Rijendra, London, 1915, Thia picture might
be deseribed as Dana Ldla (Taking Toll, or Levying a Gift) or, as in the case of M. F. A.
17.3109 could be an illustration to the Dubsandhdna rasa, or ‘Flavour of what is hard to
reconeile)

CCXLIV

26.624. Dan Lila: Riadha with her companions, disguised as Mathurd guardsmen,
surprise and eapture Xrsna, who with the gopas, had been stealing curds from the gopis
en route to Mathurd. Four gopis with baskets containing curd-jars, stand to the left;
then Riadhi’s armed companions, four in number; then Ridba helding Krspa by the
wrist; and on the right the other herd boys escaping and hiding. Fully colored, with red
border. Hindi text in Nagar characters on cover sheet.

Pabifl, Garhwiil? about 1800.

Dimensions, 287 X 212 m. Gift of Ananda K. Coomaraswamy.

Kavitla:

Raja pauriyd ke ripe Radhe ko bandya, lyayith gopt Mathurd te Madhubana ki
laldni mds,

Kanka kaht {era lera to ko cGhe Kamsa Rae, kake kdhe lalata sune ho dadhi dani maz,

Sange ke saydne gaye dagera par are, Deva-Sydma sisuydne te pakari kare pani
mai,

Chali gayo chalale chabilt ki vilokini mai, dhili bhatl bhauhaim bdlajill musakani
mdt.

' Putting on Radhil the guise of the king's body guard, the herd-girls brought her
from Mathurii to Madhuban’ grove:
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She says to Kinha, ‘Stop, stop, Kans Rai wants you; by whose leave, hark ye,
are you gtealing curds from the jars?’
Away went the older herd-boys where they would, but Lord Syfima being but a
child was caught by the hand:
But he got away by his wiles, and seeing his beauty, her frowne were dispersed and
ghe smiled at his childish pranks.”
Prate LXXXVIIL

Ras Lila and Rz Mandal
CCXLY
17.2448. Riadha, with hands outstretched to mount on Krspa's Tnek, but he ad
vanished ; moonlit forest, with the river Juuna dingonally across the foreground.  Draw-
ing in red over fainter blnek lines.
Pahari, Kangri, late cighteenth century.

Dimensiong, .28G X .209m. Ross-Coomarnswanyy Colleetion.
Reverse inseribed with Sanskrit test:

Ervamukiah priyamdaha skandha aruhyatdm-iti
Talascantardadhe kysah s vad@granvalmpyual, 38

“8o saying, he spake to the dear one, ‘Come oy 1o my shoulder,” and then dis-
appeared: und she, left lacking, suffered torment

C., R. P.,p. 35 and PL. uixh.

This iz an episode of the Iix Lila, where Bidha, intosdeated by pride, asks Kpsoa to
carry her on his shoulders. He appears {o consent ni vanishes when she prepares to
mount. In the words of the Prema Sagoara; “us her hunds were oulstretehed, so with
extended hands she remained standing: . . . und heaving great sighs beenuse of the sepn-
ration from her beloved, she stood alone in the forest, where all the heasts, Dinds, trees
and creepers, hearing the sound of her sobhing, were weeping 1oo,”

Cf. No. CCXLVI (M. 77, A, 17.24556).

Prate LXXVL

CCXLV]

17.2466. Ras Lila: Rudha curried on Kygna's back in a forest: the Jwuna in the
foreground. A bed of leaves under {rees to the left.  Brush drawing in red over rough
tracing.

Paharyl, Kafgrd, lute eighteenth or early nineteenth century.

Dimensions, .288 X .217 m.  Ross-Coomarsswainy Collection.

Cf. No. CCXLV (M. F. A, 17.2448).

Prate LXXVI,

[ 155 ]



INDIAN COLLECTIONS

CCXLVII

17.2465. Ridse Mandala: General Dance of Krsna with the milkmaids. One fourth
of a circular composition, showing three (of twelve) figures, viz., two Kyspas with a milk-
maid between,  Vigorous drawing on unprimed paper.

Dimensions, .250 X .171 m. Ross-Coomaraswamy Collection.

Published, C'., R. P., pp. 35, 30 and fig. 4, The Taking of Toll (Dana Lila, trans.
A K. Coomaraswamy, 1915).

Prema Sagara, Ch: 34.

“Two and two the gopis held hands, and between each
pair was Krsna their friend. . . .

Gopi and Nanda Kumira alternate, a round ring of
lightnings and heavy cloud,

The fair I3rj girls and the dusky Krsna, like o a
gold and sapphire necklace.”

Prate LXXVII
CCXLVIII
17.2486. Rdasa Mandula: General Dance of Krsna with the milkmaids, twelve figures
in a ring, Krsna between each pair of girls. Ddrawing over white priming,.
Pahirt, Kingra, late ciphteenth century.
Dimensions, 276 X .206 in. Ross-Coomaraswamy Colleclion.
Prate LXXVIL
CCXLIX
17.2618. Rasn Mandala: fragment, showing part of figure of Krsna dsneing, and
chorus of gopis, in landscape. Partly colored, unfinished.
Puhari, Kangra, late eighteenth century.
Dimensions, 87 X 187 m. Ross-Coomaraswamy Collection.

Published, ¢, £. P., PL. Livs; Bulletin of the Mureum of Fine Arts, No, 102.
Prate XIX.

Cira-harana
CCL
17.2461. The Stealing of Clothes (¢7ra harana). Krsna in a tree, beside the Jamna,
approached by the naked milkmaids, hegging for the gamments stolen while bathing.
Cirey outline (? tracing or pouncing) rubbed.
“uhiir], Kinigra, late eighteenth century.
Dimensions, 228 X .146m. Roep-Coomaraswamy Collection.
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With Hindi prose text:

Krsnadevajz jab kahd jo tusdni doga hai brata dharake nadi mo nawmgi hokar snédna-
keratt raki hau, so mahdrdj ki @jAd man kar taize prand@ma karatf bhai.

“When Krgna-deva-ji said ‘It is your sin that ye hathed in the Fiver naked on the
day of your fast’: (then) having taken to heart the Lord’s admonitium, they
made obeisance.”

A well-known episode, of the Kripa legend. The nakedness required of the gopix is an
image of the poverty and humility with which the souls of men should submit themselves
to the will of God.

“For whatso folly i=, or wisdom was,
Across my threshold naked all must pass.”
W. Morriz, Love ix Enough.

“When ShrT Krishna stole the clothes of the hathing gopd, and made them approach
him naked, he removed the artificial coveriugs which are imposed on man in the sang-
sra.”

Avalon, A., Mahiniredna Tantra, p. lxxxi,

Prate LXXVIL

Wires of the Mathura@ Brahmans
CCLI

17.2483. Krsna fed by the wives of the Mathurd Brahmans; cows in the foreground.

Pahiri, Kangyi, nineteenth century. Prush outline.

Dimensions, .192 X .145m. Ross-Cocmarnswamy Colleetion,

Prema Sagara, Ch. XXTIV: The bherd Inds being one day hungry, Kryna sent i mieswge
politely asking food from the Brihmans in Mathurd. These Pharisees of the story, heing
ocecupicd with their ritual, refused all alms until the sucrifice had been compleisl, Then
Krsna sent again, this time to their wives, and no sooner was the request tde known
than they rose from their cooking and hastened to carry golden dinhes of fend ta Krann
with their own hands,

Prare LXXVI.

CCLI

17.2610. Wives of the Mathuri Brahmans bringing fomd to Kpsna and the other
herdsmen. Balariima is seated next to Krsnpa; there are three atbier gopas aned siv cows,
Three women are carrying jars of milk or curd, snd one is filling n led eup bekl out by
Krspa. The Jamna in the foreground with clearly defined “foam-wreath”; 1he gesdures
of the women with great dignity. The skirts with a frill at the waist.

Pahari, Kangri, early eighteenth century.

Dimensions, .202 X .283 m. RossConmaraswary Cnolledion.

Published, (., R. P., pn. 33, 34, and Pl xpvr. O Ghose, A, A Comporatine survey
of Indien painting, 1. H. Qtly, Junc, 1826, Pl. sv.

Prate LXXVIIL
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Krsue with Radha

CCLII

16.54. A milkmaid in s doorway, Krsna in the street, addressing her,
Pahirl, Kingra, early nineteenth century.

Dimensiong, .16 X 242 m. Ross Collection.

Poate LXXXI.

CCLIV

17.2444. Riadha and Krsna in a grove heside the Jamna, gopas and cows in the
mesdows. Monsoon sky; gopas taking shelter from the approaching storm. Partly
colored.

Puhari, Kiingra, late eighteenth century.

Dimensions, 319 X .265 m. Rors-Coomaraswamy Collection.

Prars LXXIX.

CCLYV

17.2445. Radhi and Krgna sheltering under one umbrella. Drawing in red.

Pohari, Kangri, late cighteenth century.

Dimensions, 158 X 311 m,, oval. Rose-Coomaraswamy Collection.

Inseribed with Hindi text in Nagari characters:

(Karitla):

Aye mahdddrana maghavd ke ghanaghora jore-tora lora-ddre
druma jhuka jhairaye ke,

Caucale na kuritjapurijo stia bhaye bhita dou, yeka paia
Syima sdu rahe lapatiye ke,

Tabe Hari Radhakad vehamga gahyo chatra domda, ghana ke
ghumamde tahi barasyo he aghdye ke,

Bt he bibhdta pare ekahi chita ke bica, méno ting
loka ki chabi hai chabiye ke.

“The ¢rashing thunder stonn came in its irresistible might, splitting and breaking
and bending and shyking the trees.

Unmeet for endearments, the groves grew chill; both were afraid, and under one
cloth she clung to Syfima (the ‘Dark One,’ i. e., Krgna).

Now was the shaft of Hari's (Krsna's} and Ridhi’s umbrella wrenched aside (by
a gust of wind), and then from the gathered clouds fell a torrent of rain;
When the day camie back, there ar it were beneath a single umbrella shone re-

splendent the Three Worlds' beauty.”

¢., R. P.,p. 54.
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CCLVI

17.2468. A milkmaid (gralini, gopi) entering the door of a houke, avoiding Krsna
who stands in the street addressing her. A dancing peacock in the foreground,

Pshari, Kahgr, early nineteenth eentury,

Dimensions, .172 X .235m. Ross-Coomaraswamy Collection.

C,R. P,p. 54

Reverse with partly defaced Hindr test in Nagari characters,

Mohana ke manabhdye gayo ikabhaya so gralont godhana gayau,
Taten lagyo cita cauwhata sons harard hadas gata som . . .

Rasckhdna lahi yoha . . . tu ratd cupacdpa rahi jobalaum ghara dyeu
Naina farcaya cile musakdya su ofa hee . . . awign. . . |

The sense iz that ‘a milkmaid, Krsnn's sweetheart, nx she ix going to the cowpens,
meets him by surprise at the crossroads; stands astonished, and 1hen {o esenpe hin, enfers
a house.’

Mohana, Rasakhéina are epithets of Krsna. (1. No. CCLVII (M. F. A. 17.24569),

CCLVII
17.2459. A milkmaid, perhapr Radha, aceosted by Krsnn in the streets of Brndiban:
he holds up one hand, signing to her to wait for him. Bruzh owfline, black over yellow.

Pahirl, Kingri, late eighteenth ecntury.
Dimensiong, .171 X .235m. Ross-Coomaraswany Colleetion.
Reverse inseribed with HindI text:
(Kaviia:

Chaila brja camda chala kari gahi-hasyd guile, niyakd colira juisai cathpe i

Fallf na)i;
Nuni khora drala nivakhn mana philyo gatn, bhela bliae aju dheny jibana blial.

Nirakhala naina sara maina se lagde niva, wne moalhe wiord hasi dihani (galy) i,
Kariha kahi rahe na katharhi hohi, suni jahi, sunthai ju suwt (hai ka)hata, ealr gui,

“The moon of Brja, the rake, working his wiles, was innoeently smiling at an art-
ful maid like a jasmine bud;
Hearing his step and seeing him coming, her heurt and body bloomed; o meet -
ing took place, and today her life wus blest:
As her eyes beheld him, the woman was struck by the nrrows of Jove, it tuming
her face away with a smile, she took the right hand road;
Kianha said ‘Do not be eruel’; bul saying, ‘I heawd, Sir, [ heard,’ she went away.”?

C., R. P., pp. 53-54. Cf. No. CCLVI (M. F. A. 17.2488).
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CCLVIII

17.2480. Radhi with a sakki; and walking with Krsna, making a peacock dance.
Brush outline on unprimed paper.

Pahiirl, Kangra, early nineteenth century,

Dimensions, .226 X 205 m. Ross-Coomaragwamy Collection.

CCLIX

17.2462. Ridbi in conversation with Kysna, beneath a tree, beside the Jamna; an-
other gopt 6lling her jar. Drawing on unprimed paper.
Dimensionr, .296 X .155m. Ross-Ceomamswamy Collection.

CCLX

17.2464. Radhi and Kisna gazing into each other’s eyes: their heads seen from be-
low, above a wall. Moonlight: plantains (bananas) to the right. Partly colored, and
with names of colors indicated. Unprimed paper.

Pahiji, Kangra, nincteenth century.

Dimensions, .233 ¥ 295 m. Ross-Coomaraswamy Collection.

CCLXI

17.2469. Sri Kyena scated in a coconut grove on a bed of leaves or branches, Radha
conversing with another gept, the Jamna in the foreground, a village and hills beyond.
Drawing over white priming, partly colored.

Pahirl, Kangrii, nineteenth century.

Dimensions, .184 X .265 m. (oval). Ross-C'oomararwamy Collection.

The representation of the coconut tree is very unusual.

Two lines of text, & mixture of Hindi and Banskrit, almost incomprehensible:

Al valr sdsi nalikeliviprha tafi bifa mage tasiya (7) kitavar: bhy (%) pi gopa aiva gogha
gom ki pafihdra ko whdra ko vidoste pifla saipafi.

“() my fricnd, he who is sitting in the grove of young coconuts eatches hold of
us and asks ., .
CCLXII

17.2470. Riadha and Krgna scated on a bed. The Hindi color names indicated in
seript.  Drawing,

Pahar, Kingrii, nincteenth century.

Dimensions, .145 X .207 m. Ross-Coomaraswamy Collection.

CCLXIII

17.2478. Riadha and Krsna seated on a bed of leaves in a grove heside the Jamna;
gepas and gopis conversing; a village above. Partly colored, on unprimed paper.
Pahari, Kangra, late nineteenth century.
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Dimensions, .141 X .210 m. Ross-C'oomaraswamy Collection.
Hindi text at back:
Kavitta:
Apahi kwhja kar bifrate pethi sudhari ki sumdara scja bichdr,
Bata! bendal saya kaeri Madhau sau dni kdr Radhau milai,
Ali kaha kahau hasiki bata vigugaka jesi kari hai dhidhas,
J&i uhd pichararar ule phuni bolc uthyo Vrgabhina kanyai.

“He (the clown) cleared a space and prepared a beautiful bed in the grove,

And coneocting some tale, he brought Riidhi to Kpsna there.

What can I say, my friend? t’was a shameful affsir, how the clown mishchaved,
He went there behind us and shouted out ‘1las Vysabhinu's Daughter come?” ”

The vidusaka in the Krsua eyele is a gopr who ix at onee his faithful servant, and a
clown who makes jokes at his expense and Radha's (see p. GR).  For a reference fo
another pieture representing the riduyake see No. (OO in this Catalogue.

CCLXIV

17.2605. Radhi and Kruna, seated on an expanded lotus, on o terraee: Krspu four-
armed, with conch, diseur, mace and lotus. Soft coloring; oval with red spandrils.

Pahiayi, Kangrd, early cighteenth century,

Dimensions, .134 X . 184 m. Ross-Coomaraswamy Collection.

PraTeE LVI1,

CCLXYV
17.2609. Krsna szeated in a chamler opening on the street: Iutha passing by,
Bright colors, dark horder, originally with pink-dotted margin,
Pnhiri, Kangra, carly nineleenth century.
Dimensions, .178 X 255 m.  Ross-Coomaraswamy Colleetion.
Radhi perhaps refuses Krsna's invitation, ns No, CCLVI in (M. F. A, 17.2459) e,
Prate LXXX.
CCLXVI
17.2614. Radha and Krsna sheltering from the rain under ome clonk.  Olher gopas
and gopis, & cow, peacocks, ete., lightning and heavy rain,  Strong, colors. Pubiri, per-
hapa from Garhwil, about 1800.
Dimensions, 211 X .207 m. Ross-Conmarmswamy Colleetion.
Reverse with one line of Hindi text (incomplete):

Kabita: Keki ki pukdra dhuravinag bi dioddra mahdn jhilli jhal:ara dage parle
na mert he. . . .

“Crying of peahens, calling of yokels, erickets’ shrill sereaming.”
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Published, C., R. P., p. 54 and Pl. vviir.
('f. No. CCLV (M. F. A. 17.2446) and Hindi text: “Under one cloak she clung to
gy »
PraTe LXXXI.
CCLXVIH

18.199. Radhi and Krsua seated on a bed of leaves in a grove beside the Jamna.
Pahayi, Kangja, late eighteenth century.

Dimensions, .170 X .232m. Ross-Coomaraswamy Collection.

Prate LXXVIII

Radha

CCLXVIII

17.2457. Riadha’s toilet: she is seated on a cauk? in a courtyard, with two maids, and
is overlooked by Krsna from an upper room.
Puharpi, Kingri, early nineteenth century,
Dimensgons, 209 X 273 m. Ross-Coomaraswamy Collection.
CCLXIX
17.2472. Fragment: heroine (Radbd) addressing her confidante to the effect that
ghe is mistress of Krsna's heart: attendant, chamberlain, and musicians.
Pahari, Kingra, late cighteenth century.
Dimensions, .82 X 123 m. Ross-Coomaraswamy Collection.
Near in style to the Nala-Damayanti series.
Only the sccond and last lines of the Hindi inseription are complete:
Line 2. Bwisiyaw bisari pafa pilana sambhdre kare gahi drume-dara juga jamani
so jogyan kat
Line 4. Ina thagathagt thaura-thaure Brjandtha sabhat, bhalé mert thagani te Triloki-
thaga thegyaw hai.
“ Playing on the flute and wearing yellow garments, he held in his hand the branch
of a tree, it seemed like two black nights. . .
That robher, the Lord of Brj, har practised his thieving on everyone everywhere,
but now, forscoth, the Three Worlds® robber has been robbed of his heart by
the robber's wife!”

The Lord of Brj, the Three Worlds' robber, refers to Kysna; the ‘robber's wife’ is
Radhi. The ‘two black nights’ are the dusky Krsna and the dark tree, probably tamala,
under which he stood. The words {hag, {hagi have been Anglicized as ‘thug’ and ‘thug-
gee,” of. Meadows Taylor, Confessions of & Thug.

PraTe LIV.
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CCLXX
17.2478. Radha with a maid, in the kitchen, stirring a pot on the fire: Kygna spying
through the door. Drawing.
Pahari, Garhwil, nineteenth century.
Dimensions, .135 X .157 m. Ross-Coomaraswamy Colleetion.
Verso with Hind! text almost illegible in part:
Doha; Pyart pai ulari (?) parai, amga mnga chabé jola,
Dekha dara k1 ghota ko, pare pata k7 ota
“The sweetheart's bosom eame forth, and all her body shone with beauty—
Ag if to watch the stirring of the lentils, that her garment hid.”

Jamna ghat
CCLXXI]

17.2464. Gopis al Jamna ghdf fetching water: Kpsna, Balarimn and gopas coming
up from the left. Village of Brndiban, with houses, and gops looking down from the
windows. Brush drawing over white priming, partly colored; damaged by white anix,

Pahiyl, Kangra, late eiphteenth century.

Dimensions, .256 X 1T9m. Ross-Coomarnswamy Collection.

Reproduced, Coomaruswamy, A. K., fndian Drowings 1, Pl xiv.

Prate LXXXIIL

CCLXXIH

17.2476. Kryna meets Ridha with other gopis at Jamna Ghiif. Brush drawing over
white priming.

Pahipl, Kangri, early nineteenth century,

Dimensions, .264 X 205 m. Ross-Coomaraswamy Collection.

Prate LXXXIIL

CCLXXII

17.2479. Gopls of Brndiban at the ghat: the souml of Kpynu's voiee ix heard, hut
he is not seen in the picture. To the right is a swersd tree with cows grzing and two
seated yogis. Behind ix the town gute with men and women coming anel going on the
steps leading to the water's edge.  Above the {own o golden sun. On thin unprimed
paper, partly colored.

Pahayi, Kangra, nineteenth contury.

Dimensions, 155 X 194 m. Ross-Coomaraswamy Collection,

Inseribed with the following Iindi text:

Karilla:

Janala ana pari saphari jaba pratilimba mhiare
Lala kahai le khijhe sakhi o6 karku camenlatd k5 swdho na sahmira,
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Ese subhava bhae hat nae juga jimo gae ghare kou na sidhared
Cira so chila kai nira bhare phira Hra pai de ké gagara dharat.
“ ‘Did you know that the minnow entered the pot when it saw the reflection of
your eyes?’
When Lila (Krsna) thus hantered, the girls were somewhat vexed, and in dis-
traction eould not recover their senses,
And so was their temper thereby changed that two watches passed before they
returned to their homes
They strained the water through cloths — and yet they emptied the jars when
they reached the bank agpin.”
C,R.P.,p. 32
Prate LXXXIIL
CCLXXIV
26.529. Gopiz at Jamni ghdl, fetching water; one emptying a water pot, another
straining the water through & cloth. On the left, Krsna seated in a tree playing the flute,
a gopa and cows below. Behind, steps leading to Brndaban, represented as a fortified
village with a high gateway. Brush ontline over red sketch on unprimed paper. Verse
with 1Iind! text in Nigari characters and two lines of text in Takrl characters.
Pahiiri, Kangri, about 1800.
Dimensions, .255 X 20 m. Gift of Anands K. Coomaraswamy.
The Niigari text is practically identical with that of No. CCLXXIII (M. F. A.
17.2479), q. v., C., R. ., p. 32.

ITol? festival, cte.
CCLXXY
17.2463. Krsna and gopis teasing an old man. Brush drawing over white priming,
Pahari, Kingri, late cighteenth century.

Dimeneions, .211 X 168 m. Ross-C'oomaraswamy Collection,
Reproduced, C'oomaraswamy, A. K., Indian Drawings, 11, PL. xim.
CCLXXVI

17.2467. Holi festival: Riadhi and other gopis throwing colored powder. Kysna
am] other gopas squirting colored water,  Musicians,

Pahan, Kingri, late cighteenth century.

Dimengions, 217 X .141 m. RossC'oomaraswamy Collection.

The 'Saturnalia’ of the Pafijal:

Compewition recalling the drawing reproduced in Coomaraswamy, A. K., Indian

Draueings, 11, PL xan.
Prate LXXXIIL
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CCLXXVII
17.2488. Holi festival: Kysna and gopis, throwing colored powders and squirting
colored water. Drawing on unprimed paper. Musicians,

Pahfiyl, Kingrd, late eighteenth century.
Dimensions, .330 X 250 m. Ross-Coomaraswamy Collection.

CCLXXVIII

17.2476. Holi festival: gopts fetching water from Jamna ghaf, waylid by Kpma and
other gopas, squirting colored liquids and throwing colored powders. Dmwing,

Pahisiri, Kafigri, eighteenth century.,

Dimensions, .264 % .205 m. Ross-Coomaraswany (ollection.

Prate LXXXIIL

Gita Govinda of Jayadera
CCLXXIX

17.2389. First leaf of the series, showing Ganeda, four-handed, with axe, goad, and
book, served by Rddhi and Biddhi (Success and Accomplishment); the rat, his rdbang,
below. Soft colors.

Pahiiyi, carly Kingri, early cighteenth eentury.

Dimensions, .360 X .270m. Ross-Coomaraswamy Colleclion.

Just as Ganefa is invoked (Dri Gapesyn nomeh} an the remover of diffieultios and pa-
tron of undertakingz ut the beginning of a writlen hook, so hw is reprosonted on the first
lenf of every series of pictures.

Same hand and series as Noz, CCLXXX, CCLXXNIT (M. F. A, 17.2390, 17.2951).

Prate LXXXIV.

CCLXXX

17.2390. In the Bradaban forest, the Jamna in the foreground. To left, Ridha,
Krana, and the poet (Jayadeva): to right, Hadhi with Father Nand,

Pahiri, Kingri, early or mid-nineteenth century.

Dimensions, 3435 X .27¢ m. Ross-Comnarsswaniy Colleetion,

Names of the persons are indicated in Nigari characters as follows: Radhala, Nuwilda
(=Nanda), Jedevy.

CCLNXXI

17.2391. In the Brndiban forest, the Jamna in the foreground. Krsna returning Lo
Ridha, the messenger, announcing his eoming to her, Soff colors,

Pahiri, early Kangri, early eighteenth century.

Dimensions, .360 x .267 m. Ross-Coomaraswamy (‘ollection.

Published: C., £. ., p. 40 and Pl. xxx1x.

Prate LXXXY.
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Balardma

CCLXXXII

17.2566. Balabhadra (Balarfma) diverting the course of the Jamns with a plough.
On thin unprimed paper.

Pahirt, Kafigra, early nineteenth centyry.

Dimensions, .289 X .193 m. Ross-Coomaraswamy Collection.

Inscribed reverse with 7 lines of text in Sanskrit and Paiijabf referring to the Jamne
and in praise of Krsna.

C,R P,p 38

Prema Sagera: Ch. LXVI. “When Yamunil conceitedly paid no attention to what
Baluram JI said, he angrily drew her with a plough (towards himself) and bathed. From
that day to the present, the Yamuna has been bent there.”

CCLXXXII
17.2608. Balurima with his plough diverting the course of the Jamna: he also
currics the pestle, and is conversing with Krsna (whose prosence is extraneous to the
story). Gopas and cows in background. Fully colored.

Dimensions, (158 X .200 m.  Ross-Coomarnswamy Collection.
Prate LXIX.

Amruddha and Uga
CCLXXXIV
17.2434, Perhaps from the story of Aniruddha and Usa: youth and girl seated in a
pavilion, and two attendants (?) conversing. 8ide doors opening on a garden. Unfinished,
Pahdjl, Kihgrh, late eighteenth or early nineteenth century.
Dimensions, 375 X 273 m. Ross-C'oomaragwamy Clollection.

Perhaps by the same hand and in the same series as No. CCLXXXVI (M. F. A,

17.2439). Numbered 22,
CCLXXXYV

17.2438. Anirnddha and Usd. Aniruddha discovered with Usil, and her palace sur-
rounded by Vanisura's raksasa army. Drawing over white priming, partly colored.

Pahirl, Kangrh, late eighteenth century.

Dimensions, .375 X 274 m. Roess-Coomaraswamy Collection.

Prate LXXXVI
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CCLXXXNVT

17.2439, Aniruddha and Ugi: grief of the Yaduvarhsls on hearing of Aniruddha's
imprisonment. Night scene. Numbered 34.

Pahiypl, Kangra, late eighteenth or early nineteenth century.

Dimensions, .375 X .275 m. Ross-(C'oomaraswamy Collection.

Nearly in the manner of the Nala-Damayanti series, but elightly inferior and by a
different hand, perhaps o pupil of the Nala-Damayanti master. By the same hand and

from the same series ag No. CCLXXXVII (M. F. A. 17.2440).

Prate LXXXVIIL

CCLXXXVII

17.2440. Aniruddha and Usd: Aniruddha bound and placed in an upper chamber
guarded by riksasas. Here Devl appears to him. Nirada is flying through the sky to
Dvirakd. Usd lamenting in a separate chamber on the right. Vigdsur departing, having
given his orders. Numbered 35.

Pahirl, Kangra, late eighteenth to early nineteenth century.

Dimensions, .375 X .275 m. Ross-Coomaraswamy (Collection.

By same hand and from same series as No. CCLXXXVI] (M. F. A, 17.2439).

Prate LXXXVIIL

CCLXXXVIII

17.2441. Aniruddha and Usk: Vinasur remarking the evil omens — hreaking of the
banner staff, uprooting of a raered tree, howling of cats and jackals, rings round 1he wan,
Unfinished. Numbered 9.

Pahiyi, Kangra, late eighteenth to carly ninefeenth century.

Dimensions, 261 X .254 m. Ross-Coomaraswamy Colleetion.

Perhaps by the saine hand and in the same series ax 17.2439.

Prate LXXXVIL

CCLXXXIX

17.2623. Night seene, unidentified, possibly Citrarekba conveying Aninuddha Trom
Dvireka to Sonitpur. On the right a white city (Dvaraki?} by the waler's cdge, with
Krena seated on a roof: a female figure in the air, with cigh! arms, carrving in each of
four hands a reclining figure on a couch and in the other four ohjeets resembling eush-
ions: to the left a golden-walled city (Sopitpur?). A male figure slanding on the waters
of the sea: the same figure touching the city walls; right seene with stormy sky.

From a series,

Pahfyi, Kifigra, late eighteenth century.

Dimensions, .210 X .126 m. Reoss-('oomarpswamy Collection.
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Pradyumna and Rali
CCXC
17.2667. To left, Vasudeva in converse with Ugrasena: to right, Pradyumns and
Rati departing. Line and wash drawing on unprimed paper.
Pahiri, Kangri, early nineteenth century.
Dimensions, .192 % .130 m. Rass-Coomaraswamy Collection.
Names inscribed in Nagari characters: Vasudeva, Uprasena, Pradiimna, Rati.
Prema Sagara, Ch. LVL
Sudama
CCXCI
17.8087. Arrival of Sudama at the gate of Krapa's palace in Dviiraki. Sudama in
ragp, and regarded by the pate keeper with suspicion. Strong coloring and somewhat
mechaniral outline,
Pahari, Kafgri, early nincteenth century.
Dimensions, .250 X .167 m. Ross-Coomaraswamy Collection.
Prema Sagara. Chs. LXXX and LXXXI. Cf. C., K. P, p. 39.
Same hand and series a8 Nos. CCXCII-CCXCV (M. F.A. 3088-3091).
Prate LXXXIX.
COXCII
17.3088. Departure of Sudima: Krspa bidding farewell,
Pohiiyi, Kingii, carly ninetecnth century.
Dimensions, 251 X .172m. Ross-('oomaraswamy (‘ollection.
Same hand and serier as Nog, COXCL CCXCITI-V.
Pratr LXXXIX,
CCXCII
17.2089. Sudima reaches home, and is bewildered to find in place of his house, a
palnee. The gatekeeper informs him that it is his own: his wife comes to the gate to
weleome him.
Paharl, Kangra, early nineteenth century.
Dimensions, 243 X .170m. Ross-C'oomaraswamy (ollection.
Bame hand and series aa Nos. COXCI, COXCIIT-COXCY.
Prate XC.
CCXCIy
17.3080. Sudima conducted by his wife to the throne room.
Pahari, Kangyd, early nineteenth century.
Dimensions, .246 % .172m. Ross-Coomaraswamy Collection,
Bame hand and series a8 Nog, COXCI-CCXCIII, CCXCYV,
Prate XC.
[ 1681



RAJPUT PAINTINGS
CCXCYV
17.3091. Sudama, in elegant attire, seated with bis wife in an upper chamber, over a
gateway in the palace court.
Pahiri, Kingra, early nineteenth century.
Dimensione, .246 X .170 m. Roes-Coomaraswamy Colleetion.

Same hand and series as Nos. CCXCI-COXCIV (AL F. A. 17.3087- 17.3090),
Prare XCIL
CCXCVI

17.2641. Sudima dining with Krsna in a chawber, opening on a courl where Brah-
mans are dining, Second drawing in black over vellow; colors indicated in seript.

Pahart, Kangri, late eighteenth-early nineteenth century.

Dimensionz, .240 X .158 m. Ross-Coomarnswamy Colleetion.

Names inscribed Kyisdnd, Seddma.

Continuous narration {Krsna with Rudima entering, on the right).

A drawing by the Npla-Damayant? master?

PraTte XCI.

CCXCVI

17.2659. (Obverse.) Sudfima’s arrival at Kpuna's palace. Second drawing in black
over red.

Dimensions, .189 X .262m. Ross-Coomaraswamy Colleetion.

4. Patnn

COXCVI

17.2471. Radha and Krsna enthroned under eanopy on a terrace, with attendants,
watching & dance. Brush outline, with wash and parrtly colored.
Perhaps Oudh; early nineteenth century.
Dimensions, .300 X .233 m. Rowss('vomaraswamy (‘ollection.
Inscribed at back in Nigari characters SrF Krisna-jt.
Prate CXXX.
CCXCIX

17.2828. CGopila-Krona, with cattle,  Drawing.
Patna, nincteenth contury.
Dimensions, 189 X .131 m.  Ross-Coomaraswamy Celleetion.
From the Tagore Collection.
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E. ReEroric (NAivaka-BrEpa, ETC.)
2. Pamini, Jaui

CCC

17.2779. Praudho-odhira Nayakd, viz., the “mature heroine without self-command.”
Siva seated on a tiger skin in a palace, Parvati addressing him in a threatening or
abusive manner. Border cut away.

Pahayi, Jami, middle or late seventeenth century.

Dimensions, .287 X .1921mn. Ross-{oomaraswamy Collection.

Superscriptivn in Tikrl characters: Praugha adhire.

Verso, Sanskrit inseription in Nigari characters:

Pratiphalom-avalokye stiyem-inuloh-kaldyan: hara-§irasi paraspavdsam-déamkem-
and,

Grrbomacalo-konyi iarja-ydmd sakampa pracale velayavaldi-kanti-bhdja-kavena 14.

* Fixpecting some contrary outcome, mistrusting the digit of the moon on Hara’s
head, who protects his servants,

The deughter of Himalays, with heauteous hand all trembling with excessive
agitation, made threats and prayers.”

Same hand and seried as Nos, CCOI-COCV in this Catalogue (M. F. A. 17.2780-
17.2786).

Evidently from an extensive series illuatrating some treatise on ndayaka-bheda. The
numbering of the folios represented ranges from 15-133. The series is characterized by
strong color, with red borders onto which the picture intrudes, by the use of fragments of
beetle wings to represent jewellery, and by the peculiar eharacter of the architecture,
with turrets, pancled doors, Iatticed windows and plinths ending in grotesque heads.
In a general way the architectural forms and decoration reflect mid-seventeenth century
Mughal, but the style, as a whole, must be of clder origin. Silver and beetle wings are
sometimes used in representing the decoration of the architecture. Eaeh picture is
designated, recto, in Takri characters and numeralr, and has a Sanskrit text in Nagarl
characters, verso. Krgna and Ridhi or Mahideva and Umi play the parts of hero and
heroine.

A picture from the same series, in the collection of Prof. W. Rothenstein, is reproduced
in Riipam, Nos. 19-20, 1924, on & Plate facing p. 137, Fig. 2, and in Goetz, H., Die
wmdische Miniaturen der Sammlung W. Rothenslein, London, Jahrb. d. agiatischen Kunst,
11, 14925, This picture, numbered 117 and superscribed in Tikr characters Vaidugaka
sakhé ‘The Clown Companions,” shows a man in a ‘fool's cap’ conversing with Kysna,
another standing to right, laughing: both carry ldla-kamels in imitation of Krgna, while
Radhi as Vasakaddyyd is within the chamber, A picture in the same style belonging to
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Siella Kramrisch is reproduced in color, Rpam, 19-20, 1924, Another is in the posses-
sion of Dr. Coomaraswamy.
Prate XCTI.

CCC1
17.2780. Satha Nateka: “the false gallant.’ A hero of blue complexion (Krmma) seated
with the hercine in a room, tying a girdle of golden bells around her waixi. Day seene,
Pahiri, Jami, middle or late seventeenth contury,
Dimensione, .334 X .234 m. Roes-Coomaraswamy Collection.
Numbered 101 and superseribed in TakrT characiors:
Najrka satha (for Nagaka éaghe), * Falze gallant.”
Verso, Sanskrit inseription:
Maulau dama ridhaya bhdala-phalakerydlikhye patravalivi-keyiram bhugayor-nidhdya
kucayor-vinyesya hiaramujuin:
Vidrasari-samupdrjagan-npga-dygeh  kiwi-nivcgobealdn-ntvi-gravidthim-a pakaroli
kajrund-hastera rima-bhruvak 1071,
(phalakeryalithya = phaloka-iva-dlikhype; nivebasehelalitn = nivedua-talan),
*whowing her a heautiful girdle, drawing on a fair punel with red chalk, putting
bracelet on her wrists und laying o necklee on her hroasis,
Winning the confidence of the fawn-cved lndy of fuir hrows, he slyly loosens the
knot of her skirt, below the girdle-stead, with naughty hund,”

Puate XCII
CeClI
17.2781. Upnpdlt Nafeka: ‘the paramour gallant’ A hero of hLlue complexion
(Ksrna) and hercine seated on a bed, embracing.  Night seene.
Puhiird, Jamil, middle or late seventeenth century,
Dimensions, 327 X .22 m.  Row-Coomaraswatny Colleetion,
Numbered 102 amd superseribed in Taked characlers: Upapati Nofeka, ' Paramour
gallant.’
Verso, Sanskrit inseription:
Samkaber-khalite na yatra nayana privide nagaea pedvidena na prokgade, keyira
dhrani bhiri bhat caliitam no yatra vd hgyate 1
No va yatra Sanair alagna dabamam bimbidharah pidyate, no i godra nidhiyate
co mant tawlal Bintlapdhamuiok 102,
(prekgate = pro-ikgude; tantal = tuid tod}

**Restrained by fear, indecd, not even from the eorners of her eves does she Took
right at him, and full of fear and trembling at the sound of her own anklets
she does hot emnbrace him,
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Nor does she lingeringly press her scarlet lips to his with sundered teeth, nor does
ghe yield her jewel; auch is this ‘loving woman.””
The heroine is thus a novale bala or ‘inexperienced babe’, & novice,
Prate XCIII

CCCIII

17.%782. Vaikika Nayake: ‘The rake.’ A hero of blue complexion (Krgna) approach-
ing a house wherein are seated the heroine and sakhi. Day scene.
Pshari, Jami, middle or late seventeenth century.
Dimensions, .322 X .225m. Ross-Coomaraswamy Collection.
Numbered 106 and superscribed in Takri charasters:
Vaisika adhama (for Vaidika adhama), “The gallant well versed in the ways of
courtesans.”
Reverse with Sanskrit ingeription:
Udayati hydiyasye naive lajid no ca berund ne ca kopi bhall leSah:
Bulula kusuma koba komaldm mdm punarapi lorye karena pata-yedhya. 108,
*Hig swollen heart knows neither shame nor pity nor any fear of anger:
How can such a tender bakule-bud ag I have been cast into his hands to-day? ”

Prate X(TIL
CCCIvV

17.2783. Manisatha Ndyeka: ‘the offended false gallant.” The hero of blue complex-
ion (Kma) taking his departure, the lady in the doorway sending him away with angry
words. Dny scene,

Puhari, Jami, middle or late seventeenth eentury.

Dimensions, 321 X 232 m. Ross-C'oomaraswainy Collection.

Numbered 107 and superscribed in Takrl churacters: Manisatha (for Manisatha),
‘gulky rogue.’

Verso, Sanskrit inscription:

Bihya krla pardyanai tava raco rajropameyam manah
§rutvd sdcomimdin apdsya vinayam vydjdd bahik prasthite

Praiar via vilokane parihgtalape vivpttdnane
praneie nipatan titham tikyand vama bhruvo drglaynh 107,

“Driving him out, your voice (fell} like a thunderbolt upon his heart, when he
heard these words of yours he hastily went forth

Leaving very early, avoiding the argument, his face distorted by grief, with down-
cast sulky looks, in such guise I have seen the Lord of your Soul.”

The lady is apparently a Khanditd ndyakd.
Prate XCIV,
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CCCv

17.2T84, Upepdaft Najeka: The paramour gallant or hero who is loved by the wife
of another. He is seated beside a hed in & room soliloguizing.

Pahari, Jamil, seventecnth contury.

Dimensions, .317 X 219 m. Ross-Coomaraswamy Collection.

Numbered 111 and superseribed in Tikri characters: Nafeka upapiis, ‘Paranour
gallant’ (ef. No. CCCII, M.F.A. 17.2781).

Verso, Sanskrit inscription;

Yanmdyah sarah salfla keli-kutahaldya rydjadupelyamayi vartma nivaritamdne,

Smita dywti camat-krti dyk-kurmigai ramgt-kptavi kimapf vama dpsah
smardmi. 111,

1 seem to recall how I saw her, with eyes like a deer’s, ndorning (the place where
she was); ehe had come to disport in the waters of the pond, but suspecling
some danger lurking in its ripples, she smiled like a flash of lightring {and
darted off).”

Prate XCIV.

cCeevl

17.2786. Cekhra catara satha (Ndyaka): a hero of blue complexion (Krspa) holding
& golden orange; the heroine in & room making marks on gold and silver cirelos on the
wall and floor.

Pahiri, Jamii, seventeenth contury.

Dimensions, .326 X .230m. Ross-Coomaraswamy Colleciion,

Numbered 109 and superseribed in Tkl charueters: Cekhrd eolara sefha.

Verso, Sanskrit inscription:

Kante kanaka-jambiranii-kare kimapi kurvedr,

Agdara likhite bhanan bimdum-nidi-mukht dodau. 108,

¢ ‘Beloved, what are you doing with the golden orange in your hand?’

(80 said) the moon-Tace as she placed a dot on the bright cireles (bhdnau) painted
in the house.”

The significance of the orange, and the gold and silver dises is not apparent; nor can
I find a meaning for cekhri.
Prate XCV.
CCCVII

17.2786. Virchint. Heroine seated in o room, looking al the portrait of the hero, and
suffering in his absence. Day scene.

Pahipi, Jami, seventeenth eentury.

Dimensions, .328 X 223 m. Ress-{Coomaraswamy Colleetion,
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Numbered 133, and superscribed in Takr characters: Clradarasana, ‘looking at the
picture.’
Reverse with Sanskrit inseription:

Nty hared urastjarh-vilikhen-nakhena daridodchadamcn defanena daeda kasmit,
Titho patesn Lkhitem daytam vilokya bala purera vanoja hdra vihdra Samkan
183.

“Tearing, at her skirt, vehemently marking her breasts with her nails and biting
her lips with her teeth, and erying ‘ When (will he come)?’ Thus regarding her
lover depicted in the picture, the babe is afraid that he may be taking his
pleasure in the groves.”

Same hand and series a8 Nos. CCC-CCCVI in this Catalogue (M. T A, 17.2779-2785).
PraTe XCV.

CCCvINl

17.3113. Virahini, the heroine suffering from the fever of love, reclining on a bed,

on lotus leaves; a sakht fanning her, another with a cup of water or sandal paste and a
garland. In the chamber of a palace.

Pahfiyi, Jami, seventeenth century.
Dimensions, .267 X .166 m. Ross-C'oomaraswamy Collection.

Published: C., E. P., PL. xxvn A, and Vol. 1, pp. 50, 51; also Coomaraswamy and
Sen, Vidyapati, Bangye Padabali, London, 1915, facing p. 115.
Compare Vidyipati:
*The fire of sundering from herself devours her body in its flames . . .
Today or tamorrow she is like to die!
Buch burning love she bears;
Refreshing water, lotus leaves upon her bed,
Or ointment of sandal paste,
Each and all are flames of fire . . .
All night she wends and wakes.”

Probably same hand apd series as Noa. CCC-CCCVII, in this Catalogue.
Prate XCVI,

CCCIX

17.8116. Abhisarikd Ndyekd. The heroine, on a dark and stormy night, has reached

her lover's house: he lifts his hands in amazemnent at her courage. Night scene, with
clouds and lightning and falling rain. Yellow border.

Pahiri, Jamd, seventeenth century.

Dimensions, .311 X .211m. Ross-Coomaraswamy Collection.
Reverse with Hindi text in Takrl eharacters:

Garajald capola camakald laje taji ebhzsarans kura(ni?)
ko paravase calt gehara jolamufhara dhara,
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“*Thundering and flashing lightning, abandoning shame, in devotion to someone,
she goes on abhisdra . . . "

The heroine i wearing skirt, bodice and dupatia: the bodice with ruffics or jalot
forming a berthe.

The picture could well serve az an illustration to Sudraka’s Myrechakatike, Aet 5 (The
Storm) translated by A. W. Ryder, Cambridge, 1903, where the arrival of an abhisdrikd is
vividly described :

“He only knows what riches are
‘Whose love comes to him from afar,
Whose armes that dearest form enfold
While yet with rain 'tis wet and cold!”’

Published, C., B. P., PL. xxvit b, where an appropriate text from Kedavi Dis is
quoted; and Goetz, H. and Ilsc-Munk, Gedichic aur dem indischen Licbesmyatil: des
Mitelalters. Leipzig, 1925, Fl. 1v. Cf. also the abhisarikd composition of Bibhisa
Raginz, G, R. P, Pl. 1. Also published, in part, in Coomaraswamy and Sen, Vidyiipati,
Bangiye Padabali, London, 1915, facing p. 63,

Probably Ly the same hand as No. CCC ote.

Prate XCVI,

CeexX

17.3203. Tirakini ? lady in a goarden with flowering trees, » companion ginging with
a vind and followed by a tame deer. Storm elouds and lightning, and flying white
birds. Brilliant colors, sitver and gold, the pold indented in patterns.  Jowellery ropre-
sented in part by pieces of beotle wings.

Pah#yl, Jami; carly eighteenth century.

Dimensions, 270 % .178 m. Ross-Coomaraswamy Collection.

Pictures of this type represent a late form of the well-known Indian “woman and tree’
motif. More specifically, it is possible that they are conneeted with the story of Zaibu-n-
Nigi, the danghter of Aurangzib, of whom it is suid that “every day she would go and
stoop over her lover’s grave in the garden’ and sorrowfully mourn hix eruel fate. The
subject is discussed by S8yed Mohamed, The Romance of Zaub-un-Nessa, Riipumn, No. 25.

Prate XCVII

2. Pauani, Kixgni
CCCXI
17.2499. Navald balz: love seene.
Pahayi, Kangra, late eighteenth century.
Dimensions, 191 X .192 m. Ross-Coomuraswamy Collection,

Probably by the master of the Nala-Damayanti series,
Prare XCVIIL
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CCCXII

17.2600. Scene in the courtyard of a palace. A princess with her attendants. Before
the place where she has been seated are two dolls, male and female, side by side; the
princess herself has jumped up and is running into the palace; the duenna still speaking
to her. Brush drawing over white priming.

Pahayi, Kangra, late cighteenth century.

Dimensions, .181 X .223 m. Ross-Coomaraswamy Collection.

Style of the Nala-Damsayantl series, Nos. CI-CXXX. There existed an erotic game
known as the imitation of puppets (paficdll) (referred to by Keith, A. B., The Sanskrit
drama, 1924, p. 53); possibly something of the kind is indicated here, as the princess is
evidently overcome by shyness.

Prare XCVIIIL

CCCXIII

17.2517. Navola bald or Manint: a girl escapes from her lover's arme and is received
by the sakhi.

Paharl, Kangra, nincteenth century.

Dimensions, .142 X 166 m. Ross-Coomaraswamy Collection.

Brush outline over yellow first drawing.

Inscribed in Nigarl characters:

Doha: Vilakh: lakhar khari-khari, bhar? anabha vawr(d) ga,
Myganami saing bhajai, lakh: bani ke ddga.
‘' Bhe seems astounded and disturbed, and filled with anger and disgust:
The fawn-eye seeing her lover's disappointment, throws him a glance.”
Cf. C., R. P., p. 46.
CCCxX1v

17.2638, Princess seated on » terrace above n garden, pensive, perhaps love-sick,
and refusing to play with a doll, ball, etc., which her maidens are taking from a box,
Duenna and five maiden attendants, and a child. Partly colored and with some ecolor
names inscribed {badam, sapad, etc.).

Pahiif], Kangri, nineteenth century.

Dimensions, .205 X 237 m. Ross-Coomaraswamy Collection.

CCCXY
17.2456. Parakiyd nayaka. First drawing in red. Three panels, showing interior of
a houge, with the family priest (purohite) reading from the purdsas.
Pahiri, Kingra, eighteenth century.
Dimensions, .259 X .176 m. Ross-Coomaraswamy Collection.
Discussed, ., R. P., p. 45. Inscribed in Nigari characters with & karilte by Kalidssa
(fl. 1700). The Hindi text reads:
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K(avitta): Katha sunibe kau baithi pali savga gdmfha jora,
ndina nicai ora loka lika ne kabs karé,
Kalidtsa t¢ samai gurivida béthe dna pise,
ruci madhupdna kT chabllt chakibs karl.
Ghalanala nagara k7 strata samie raht,
thafaka ghittaghata k7T ofa takibd karé,
Afakys tiyd ko mana narale sujdna saiga,
babure purchiata purana bakabo kare.
The names of colors indicated are sindkir, baddm, khaki, supedd, sauj, kdgl, n1ld, sera-
naramj, sund, gulabl, rasantl, pastdki, tost, rafoj.

Tranglation:

*“Bhe (Radhi) sits by her hushand's side to hear the recitel, and (her veil and his
scarf) are knotted together, her eves cnst down in accordance with censtom,
nought else.

O Kilidiga! there comes Govinda (Krspa) and takes his seat, and his beauty smaeks
of Brndiban:

The shape of that hardy lover is ever hefore her, and he gazes intently through her
veil.

The woman's heart is cntangled by the new hero, while the stupid priest mumbles
purdnas!”

The ‘knot of love' is a metaphor implying attachinent; the tying of garments is o part of
the marriage ceremony. It ix not, however, the actual marriage eeremony which is
represented here, ar the reene is within doors, and there is no fire,  For the signifiennee of
them see also the text of Kesavil Dis accompanying M. . AL 17,8110, (Rasikupriva MS.),
where the sekhT tells Radha how ehe saw that Krsna hnd embraeed her 'and knotied
together your veil and his scarf.” Cf. Rijasekhara's Korpura-manjad, 1V, 20, 12 and
references cited by Konow and Lanman, Kerpure-Maga 7, transhntion, 1901, p, 289,

The poem is by Kilidisa — possibly Kalidfisa Trilwdi of Bunpura in the Dodl, fl.
ca. 1700 a.p.

Prate XCVIIL

CCCXVI

17.2488. Svadhinapatiba nayakd. Krona painting Radhd's feet with red lac dye,
the sakhi amazed. Black brush outline over grey sketch,

Pahirl, Kangra, nineteenth century.

Dimensions, .146 X .202 m. Ross-Coomaraswamy Colleetion.

Inscribed in Nfgari characters: 7. Seddhinapolild,

The following color names are indicated: gulnbi, sugarpha, ripu, baduwi, vusetl, sim-
dhura.
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Nos. CCCXVI-XXII in thia catalogue (M. F. A, 17,2488-17.2489) are seven from a
set of eight nayakds (Agla-nayekE) in one series and by the same hand,

CCCXVII

17.2484. Utkd ndyakd, heroine standing under a tree on a bed of leaves awsiting
her lover. Night scene.

Pphapi, Kangys, nineteenth century.

Dimensions, .147 X .203 m. Ross-Coomaraswamy Callection,

Inscribed in Nigarl characters: 2. Utkalachanam (= Utkd laksanam) i. ., character-
istics of the Uthd nayakd.

Color namep indicated: sudhura, sej, rdta {= blackness of night), khakt,

CCCXVIII

17.2485. Abhisamdhild ndyakd. This heroine offended, the hero departing, the
xakhi amazed.

Pahayl, Kangri, nineteenth century.

Dimensions, .146 X 202 m. Ross-Coomaraswamy Collection.

Inscribed in Nagari characters: 4, Abhisardhita.

Partly colored and redrawn.

Color names indicated: jarada (), surdkhi, supedd, nardjr, sej, badami, gulabi, asemens,
khaki, ripa, cthard.

CCCXIX

17.2486. Khanditd ndyekd, hero returning to the heroine at sunrise, having spent
the night clsewhere.

Pahiri, Kangri, nineteenth century.

Dimensions, .147 X 202 m. Ross-Coomaraswamy Collection.

Ingeribed in Nigar] characters: §. Atha khamditd, “ Thua the khandita.”

Color names indieated: suped, gulabi, suna, sudhurd, seberi, vasets, sugarph.

CCOXX

17.2487. Progita~preyasi or Progila-patikd nayakd, the heroine whose lord is abroad
and does not return. The heroine is seated in dejection, listening to what is said by the
sakhi.

Pahéiri, Kangra, nineteenth century.

Dimensions, .146 X .201 m. Ross-Coomaraswamy Collection,

Inseribed in Naigar] characters: 6. Progila khatikd {error for paiika).

Color names indicated: surdakki, bademi, jumurdli, supedd, asemant, khakl, nardji.
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CCOXXI

17.2488. Vipraloabdha ndyckd, the heroine who has waited all night in vain. She
stands on the bed of leaves and is throwing down her jewels in disgust.

Pahayi, Kangrd, nineteenth century.

Dimensions, .146 X .201 m. Ross-Coomaraswamy Collection.

Inseribed in Nagari characters: 7. Vipralobdhd.

Color names indicated: khaki, nardjT, scid, asemant.

CCOXXII
17.24B9. Abhisgrika nayekd, secking her lover at night, undeterred by goblins and
serpents.
Pahdri, Kangri, nineteenth century,
Dimensions, .148 X .202 m. Roes-Coomaraswamy (‘ollection.

Tpaeribed in Nigari characters: 8. Abhisarikd.
Color names indicated: s¢j, khipht, sund, gulabi.
CCCXXIN
17.24086. Khandila napekd. Krsna returning to Radha in the morning, having
gpent the night elsewhere; she reproving him with Iifted finger (farjon hastn). Sunrise.
Pahayl, Kangri, early nineteenth century.
Dimensions, .201 X 275 m. Ross-Coomaraswamy (ollection.
Prare XCIX.
CCCXXIV
17.2481. Recto, Madhyd Khauditd Nayokd: heroine to whom the hero returns jin
the morning, having rpent the night clsewhere, Yerso, Progita-paiiki, heroine whose lord
is abroad. Brush drawing, in red.
Pahiifi, Kangri, eighteenth or ninetecnth century.
Dimensions, .153 X 227 m. Ross-(Coomaraswamy Colloetion,
Buperscribed with Hindi texts, by Mati Rim.

Madhyad Khamdita: K(alnila):

Javaka lldra otha amjiena k3 Gha 56, he beaina
altka loka ftka na vikdriye:

Kavt Mati Rama chati nakha ehala joge mage, doga magre
paga sddhe maga me na dhidrye:

Kasa ke ughdrate hav polaka palaka pate, aliihd mai
paudhi sramardli kav sivdrige:

Atapate bona mukha batani kahata bune, ot pufe
peca &fra piga Le sudhdriye.

Dohé. Kou kare kiteka yaho lajuu no tera gupdin:
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Ni&t aurant kai page paraun: dina curani kat 1318,
Citra.
lilira = lolita, hrow, ete.
chale = kgafa = rear.
sramardlt = sramartti, wearied.

() false Baina! your scarlet brow-spot (smudged), your (bruised) lips like a line of
kohl, do not cast away regard for propriety:

Ah! Mati Ram! Marks of nails are glaring on your breast, your step is staggering,
not following the straight path,

Forcibly keeping your eyelids open, obstinate in guile, go rest your weariness:

Uttering confused speeches, go straighten the tangled folds of your turban.

Whatever any one may do, Gopila will not leave his (wicked) ways

Here by day, and there by night, his footsteps fall.”

Yerso:
Progria-pataka: K(avitie): Bara kitika sahelini kai kahei, kesthd keting biri sabari,
Réakhati rok: kahat Mali Rama, caldd asurd akhiyd nitai bharl,
Prana-payirau calyo jabatai, inbatai kachu orahl rila nihari,
PurT jandbali ampant mf kahi, pira jandbali kahe na pyari,
Doha: Piyid myoga tiga drge jelarmidht jale-laremge adhika,
Berww mitla veld parom bahd syo bahuri Wldi: 6: cilra,
“low many times she asks her friends . . . .
$he weeps continually, says Mati Itim, the tears ever flowing from her britnming
CVCR;
Since her heart's darling went away, since then she seems transformed.
What suffering is apparent in her body! Why ig her darling unaware of it?
Divided from her dear, the woman's eyes are filled with & flowing tide of tears
. . . deal to her neighbors, wastes away.”

CCCXXY
17.2660. Ahaydid ndyakd. The hercine whose lord returns in the early morning
{sunrise), having epent the night elsewhere. Probably by Mold Ram (1760-1833 a.p.).

Pahiiri, Garhwil, early nineteenth century.
Dimensions, .114 % 213 m. Ross-Coomaraswamy Collection.
Obtained from Bilak Ram §5h of Garhwal.
Verso with descriptive dohd and karitte, by Mola Ram, imperfect:
(DoYha: Jako pati nisa IT phirai, vdsara drat geha

Ta(zo?) attara deha. 1.
Kavitu: Manmatha kai rakate nahi mana jo ja huthavra thaura

kika jyaum phasiroge
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Chadi kula kdja aru jahd na sdrt kahd dina kahi ke pale parijdroge
Vaha ambara au bhigana tdrl pasmeana ke . . . dghe, tuma . . . la.
Kari Mold Rama ghanqeydma ju sauv eydma aba mdne, pache pachatroge.

“‘She whose husband comes home after wandering all night,

Addresses him as followas:

“You keep no check on Manamatha, but like a crow {that visitg) proper and im-
proper places, you will bring (vourself) into the net:

Abandoning family duty (wandering about) the whole world, some day you will
fall into somecne’s hands,

Who will take away your gay elothes and jewels and bring you before the elders.

Mola Rama says, Syimi said to Ghanadyiimn ‘Now take my advice, ar you will
repent 1t later.’ ”

The short superseription, recto, in the same hand reads:

(Va)rnanam: Uligha samaye jasyd preyd anjopa bhoga . . . xahi khanditd, 2

*'She whose beloved returns at an improper hour from the enjoyment of another is
¢ Khandl TR

Writing in same hand ax M. F. A. 17.2882: prohably autograph of Mol Ram.

Color names inseribed: dsamdnT = sky blue: nild = blue; Fhdk-halla = light buft,
saped = white; saraj = green: saraju-halka = light green: samdur = scarlet ; soud = gold;
beidami = rose.

Prare XCIX,

CCOXXYI

26.628, Khandiad ndyakd: Krsnn returns at dawn and is met by Radha, Riadhi
holds a kohi stick in her right hand, and the koif Dox in her left. Kysoa holds o mirror(?),
Brush outline over red first drawing on unprimed puper. Verso with 1lindi toxi.

Pahipi, Kafgri, nineteenth century.

Dimensions, oval, .15 X .21 m. Gift of Ananda K. Coomaraswimy.

Text:

(Id0) bhare nisi yagi kai mohana diye mehiim Lot bete su(hei)
Bolt na bola kubola karh@ phert soi beko sl seger neehar
Arast dai kara mé sanaming kat Radhike yosT burieatierdt
Lalu k3 1alt lakht akhga tinaht haxi amjune le uthi dhii.
“Kinha came back in the inorning from a night of waking, having played o protty
play
Without speaking any harsh words, she turned and spread himn an cusy bod.
‘8he is giving me rest and doing me honor’ the thinks) - but this was Ridhi's
cunning;
And seeing the redness of his eyes, she smiled at him and offered him the Lokl
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CCCXXVII
17.2497. Khandild nayakd. Krsna returning to REdhi, having spent the night else-
where.
Pahari, Kanpgra, nineteenth century.
Dimensions, .167 X .223 m., oval. RossCoomaraswamy Collection.

CCCXXVIII

17.2613. Utka Ndyaka; the heroine seated on a bed of leaves in a lonely grove, at
night (moonlight) ; water in the foreground, a jackal gliding by to the left. Partly colored,
the figure of the heroine, and the jackal, unfinished, with color names written in.

Pahayi, Kangri, about 1800,

Dimensions, .098 X .16 m. Ross-Coomaraswamy Collection.

Prate XCIX.

CCCXXIX
17.2490. Progila-preyast addressing a prayer to the passing clouds.
Pahiyl, Kirigri, nineteenth century.
Dimensions, .210 X 263 m. Roes-Coomaraswamy Collection,
Ci.CL,R. P,p 50.
Reverse inscribed in red with Hindi text:

Kawila: Garajale ghona sung sarads mayaka-mukhl
barajaia sakhana pat carhi hé alana pai,
Bhama bhasydi bivhdu dekha sugandl naikai
kdna de rehi mora catraka rajana pai,
Canarl surariyge ramga pathardi buramga-naini
sirast kai phile 06 ndja k1 latana pai,
Delhe bhae hé syima to batdo pydre ghana-sydma
chalana-s3 {harhi piaché bhebare ghaja-ratanag pai.

“Hearing the thundering of the autumn cicude, the moon-faced lady dismisses
her sekhix and goes up onto the roof,

The nayakd, seeing the good omen of the drops of rain {alling on the ground, lent
her ear to the crying of the peacocks and the eatakas;

The fawn-eyed lady wears a gaily colored spotted veil, and flowers on her head
enchanted by her dainty locks,

If any one has seen Sy&m, tell me where iz that ‘Dark Cloud,’ and like a flash of
lightning she stands and prays for news of the ‘Hardy Rake.””

Ghata nalana might be rendered as ‘ Don Juan,’ ‘tough fellow,” ete. Cf. No. CCCXY,
(M. F. A. 17.2456).
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CCCXXX

17.26569. Progita-preyasl, or Progita-patilkd ndyaka: dejected heroine sitting with her
sakhi.

Pahifl, Garhwil, nineteenth century. Probably by Mola Ram (1760- 1833 a.p.).

Dimensions, .196 X .273 m. Ross-Coomaraswamy Collection.

Inseribed with a descriptive dohd from the Rasikapriyd of Kefava Diis. Writing in
same hand as No. CCCXXV (M. F. A, 17.26880).

Dohtt: Ja& ko pritama dai avadhi gayo kenaht kdja,

Ta kau progita-preyast kakl beranate kars-rdjd.

*“The King of poets tells of her as Progita-preyast whose darling lins gone abroad on
some business, appointing a time of return,”

Color names written in; gulabi, beidimi, savaj, ntld, lal (rose, slmond, green, blue, red),

CCCXXXI

17.2496. VasakaeSeyya ndyeka: the hercine who awaits or receives her lord with the
bed spread.

Pahayl, Kangri, late nineteenth century.

Dimensions, .223 X 273 m. Ross-('oomarnswamy Collection.

Reproduced, ‘Journal of Indian Art,’ No. 128, PL. 6, Fig. 12. The heroine “stands at
the door of her home,” as Kefava Diis says, *happy in the expeetation of her durling’s
coming.” Maids are making ready to receive him. He is seen on horseback acrows the
water and is about to take the boat.

Probably by the master of the Nala-Dinmayanti series,

CCCXXXI
17.2611. Abhisarika nayokda: night scene, Ridhit approaching Krsna seated in a
grove by a bed of leaves. Background colored, figures in outline,
Pahari, Kangrd, lute eighteenth or early nineteenth contury.
Dimensions, .285 X .193 m. Ross-Coomaraswamy Collection.
Published: C., B. P., Pl Lxxu1 B, and p. 45,
Verso with Hindi text in Nagari characters
Atha Krgnabhisarika:
Kovitta: Kari ghana gha{d bhart paheri lur kar? sarf, amkhina menic delhyo tere Liro
kajarai hai,
Karo tkuramge sdru ghasikat Ingiu awiga, kire covid kamewlkd so bhale-he
bhigai hai
Kare pila sumdare yuhie subha bhigana, kari beni pitha para chorikei suhdi
hai,
Ese samé est hvaikai jai-mill kinhara-8b, dju-ki to sigart kardi kime 61 hat.
s
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Translation:

“Leaden and lowering and heavy-laden clouds — dight in a robe of black — dark
collyrium is seen upon thine eyes —

All thy limbs o’erspread with one dark hue — thy bodice deeply dyed in dark cova.

Lovely the jet-black silken robe, and sll thy gear beeoming — the black braid
heauteous on thy back let fall —

At such & time, in guch a guise, when thou shalt meet thy Krena, all your efforts
shall hear fruit.”

By a poet not identified (not Kefava Das). With 1. 2. ef. Mprchikatika, Act 1, v. 33,
'Darkness anoints my hody,’ ete.

Prate (.

CCCXXXIIT

17.2612. Abhisirika nayakd: the heroine goes through storm and danger to meet
her lover. Night seene, with lightning and heavy rain.

Pahiiy1, Kingra, late cighteenth or early nineteenth century,

Dimensions, .295 X .193 m. Ross-Coomaraswamy Collection.

Published: (., B. P.,, Pl. Lxx11a, pp. 32-35.

The group of deodars to the left is most unusual, and I recall only one other instance,

Ohveree with a Hindi text in Nigari characters, neyaka abhisdrika bautta is practically
identiesl with that of No. CCCXXXII (M. F. A. 17.2611) already quoted and translated.

Prare .

CCCXXXIV

17.2683. Abhkisdrikd ndayakd: proceeding on her way through a night of storm and
danger. Night scene, with heavy clouds, pouring rain, and flashes of lightning. Serpents
on the ground, one near the heroine’s foot. Ilark trees. Water in foreground, with charac-
teristic zigzag margin and foam-wreath. The heroine hax dropped an armlet or necklace.
In full color and gold. Aseribed by Balak Rim 8ah to Mold Ram of Garhwal {1760
1833 a.p.).

Dimensions, .162 X .23 m. Ross-Coomaraswaimy Collection.

Obtained from Bilak Ram Sah of Garhwil in 1911.

Closely realizing typical poems on the Ablusirikd, but not inscribed. See, eg.,
Mrechakatiha, Act. 5.

For Moli Ram, see ., R. P., p. 23; ‘Journal of Indian Art’, No. 132, p. 35; and
‘Ripam,’ no. 8, 1921.

Prate CL
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CCCXXXY

17.2493. Abhisarikd ndyakd: the heroine (Ridhd) sceking the hero (Kpsna) at night
undeterred by the terrors of the storm, the goblins and the darknese. Kyzna waiting
under & tree. Night scene.

Pahsyl, Kangra, nineteenth century.

Dimengions, .148 X .186 m. Ross-C'oomarnswamy Collection.

‘Journal of Indian Art,’ No. 128, p. 110.

Hindi text inseribed reverse in Nigari characters:

Bhadowm ¥t ardherT rata laritd taratardta, maga bho apdrg dge nadi hai XIngr? hai,

Jahdrn bhdrt bhira hai nisdeara curailana k7, 1ake bica chari-sT masila-<T nibirT ki,

Prema pariitha par? yate pari-st urini j@, anbhana take bivddo lagt lagana kardr? hai,

Jaha bana ghana sydma umade hai ghana sydmu tohd pydari biima ghanasydma pe
sidhar: hat.

“ Dark night of Bhadon, thunder crashing, pouring rain, path impassable, forsooth,
in front the river's edge —

Where a thick host of goblins and ghosts appeurs, she is seen letween them like a2
{slender) stafi or a (shining) torch.

On love's way wending, she flies like a fairy, s speck in the sky, irresistibly drawn
on (by her love),

Where the thicket is deep and dark, and where the durk cloud swells, there the
loving woman goes to seek her (Ghanasyviima.”

Ghanaéyama, Dark (loud, or Deep Dark, iz a well-known epithiet of Krsna. {(1.v. 3
of o Biharl Barah-masn poem, translated by (& A, Grierson, Sowe Biliri foll-rongs,
J. B. A 5, 1884, p. 219, “In Bhido the nighi is terrible, and when T see it, T feur in my
heart. In all direetions flusheth the lightuing, and the clouds fill up their ninsses and
thunder.”

Bhidon = August-September, the rainy season in Rihiir.

For remarks on the original significanee of the gollin hags in ebhisdrid pictures see
Grimwedel, A., Die Teufel des Avesia; Berlin, 1924, 1, 30.

CCCXXXY]

17.2881. Sradhinaputikd niyekd, the heroine whose lord ix at her command: Krena
washing Riidhii’s feet in a garden, the aakh holding u towel. Purtly colored.

Pahiy!, Garhwil, early nineteenth century, probably by Moli Rim (1760 1833 a.p.).

Dimensions, 157 X.241 m. Ross=-Coomaraswamy olleetion,

Obverse inscribed with descriptive verse (the salhis ‘aside’) from the Rasikepriya of
KeSava Das:
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Prachanna Svddkinapatika jetha:
Kavittu: Kesava jiana jo brajo ko punt jivahii-tai oli bapa-hi bhiavas,
Ja para deva adeva kumdra nivdrate bdhu nomai lagdvai.
T4 hari pat tu gavdra ki beli makd ura (pdf fha)vdt divdvai,
Mai to baci natku hamst disd: efsas jo hoi fo Glaru dvai *

Approximate translation:
i Oh Kesava! who is the life of Braj, and more intensely dear than life to your father
To whom gods and non-gods, and prinees bow down ard pay honor,
O farmer's daughter, how bold you are, whe dost get thy feet to be painted by that
very Hari!
I smile indeed and wash my hands of it, but if you act thus, some (ill) result will
come of it.”
Obtained from Balak Rim Ssh of Garhwal.

CCCXXXVII
17.2518. Candrabhisdrikd: girl cronsing a courtyard, veiling her face, a youth looking
down from a window.
Pohari, Kafgri, eatly nineteenth century.
Dimensions, .150 X .215m. Ross-Coomaraswamy Collection,
C., R. P., p. 47 {incorrectly translated).
Inseribed with Hindi text in Nagart characters.

Doha: Jure duhana ke driga jhamaki ruke na jhinai cira,
Halk1 phoja harola jyau parata gole para bhira.

The thin veil hindered not the meeting of their flashing glanees, even as when the
advance guard is much pressed, then the weak army falls into disorder.”

Inseribed in another hand Condrabhisarika ki: if correctly so described, this is not a
case of purs raga, the dawn of love, or dargane, first seeing, which, hawever, it might
a8 well or better exemplify.

Cf. Korpara-mafijors, 111, 2:

““Her lovely glance, as quick she bent her neck,
Shot sidelong by, and pierced my very heart.”
Prare CII.

* A better text is quoted and translated ‘Journal of Indisn Art,’ No. 128, p. 101: from this the letters
within btacketa are supplied. The whole verse i printed on p. 89 of the Rasikapriyd, Bombay edition of
1900. Ewvcn here the exnet meaning is not elear, and the ik is nselesa.
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CCCXXXVIII

17.2482. Crow-sugury: Vasakadayyd nayekd, drawing omens from the flight of crows.
One of her sekhis watching for her lord’s return, others making the bed in an upper
chamber, Partly colored.

Kingri, nineteenth century.

Dimensions, .185 X .254 m. Ross-Coomaragwamy Collection.

Reverse inscribed with a kevitla, by Tuls Rima, in Panjabi:

Kavitta: J& hmari Gsa sapurana he gatd sune rupe thuart ewija madhdyin:,
Mo pali ghi guda pat “bhala bhale curiyadi tuki cogn eugayam,
Jite ghart Tuld Rama nole meki pie ghart ghart tha adlidyam,
Te je dikhi karl kavita himdrd ghare Gumdd ajjamtiam udora Laydm.

This may be translated:

“If my desire be fulfilled, hearken, I shall make your berk to be pluted with silver,

I shall make you to cat a spoonful of the best parched riee mixed with ph? and
sugar.”

Tuld Ramz says “ O let me mect him while yet Ilive, lest all iy days T weep alone;

If you have seen my lord a coming home, then fly away from the cornice, crow! ”

The crow is regarded as the messenger of separated lovers,
See (', R. P., pp. 50, 51.
PraTe CII.

CCCXXXIX
17.2804. Crow-nugury: Lady in o doorwiy drawing omens from the erow in the
flowering tree in the garden.

Pahari, Kangri, early cighteenth century.
Dimensions, (130 X 200 m. Ross-(Coomurnswamy Colleetion.

For ‘croweraft’ see (', R. P, p. 51, and the Brahmajale Sulta (Rhys Davids, Dia-
logues of the Buddha, 1, p. 19). The erow is the messenger of separated lovers. (Y. No.
CCCXXXVIIL

Prate CIL

CCOXL

17.2516. Virahini: a lady stretched on u bed, suffering pangs of love,  Companions
fanning her and offering cooling drinks.

Pahiri, Kangri, early nineleenth century.

Dimensions, .237 X .180 m. IRoss-Coomaraswamy Collection,

C.,R P,p. 5L
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Reverse with Hindi text, by Dev:
Karitta: Balama biraha fike jdnyo no janma bhard, bars bars
ufhat jyom jyom: barasai baraphardis.
Bijana quldvali sakhijana tyd silahd me, souti
ke saldpa tana idpana taraphardld,
Devam kahai sasona hi asuvd sukhdti, mukhe nikasos na
bita, karitha sisakt serapharali.
Loli loli parati karofa khatapafl lai lai, sukhe
jala saphart jyb seja para pharaphardii,
“In all her life she has not known the pain of separation from the beloved, she
gterts up again and again, and while it rains she writhes in agony,
And though her maidens ply the fan, and eke ir winter time, her body tosses in

her burning jealousy of the co-wife,
Deva says her heavy breathing dries her tears, no word comes from her mouth,

her throat is choked with sobbing,
She turns and tumhles to and fro and lies upon the bedstead’s edge, and like &
saphar? (-fish) that 's out of water, jumps convulsively upon the bed.”

This is seventh degree of love sickness, called viyddhi: even better illustrated in No.
CCCVIII (M. F. A. 17.3113).
CCCXII
17.2638. Virahini: pensive lady seated in a room. Redrawn over white priming,

Pahay], Kanigrd, nineteenth century.
Dimensions, .148 x .181 m. Ross-Coomaraswamy Collection.

CCCXLII

17.2539. TVirahini: lady holding a branch of weeping willow.

Paharl, late nineteenth century.
Dimensions, .125 X .163m. Ross-Coomsaraswamy Collection,

CCCXLIII

20.1618. Tirahini: & lady reclining on a couch, fanning hereelf, attended by a maid
offering cooling drinks.

Pahafi, carly nineteenth century.

Dimensions, .193 X 250 m. BRoss Collection,
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CCCXLIV

22.676. Virahini (Radha): a painter at work on a wall in & private house, painting
& pieture of RAdhi (who stands beside him) and Krsna; implements of his craft (color
pans, brushes, galamdan, and book of sketches) on the table and on the floor. HindI text.

Pahirs, Kabgri, Iate cightecnth century.

Dimensions, .15 X .178 m. Gift of Dr. Ananda K. Coomaraswamy.

Hindf text:

Kavitta: Sajhe te bhora lom, bhora & sdjha low,
basara bitata jata makinau(m},
FPire pards tim jdne kahd, su lo jGnata hei
vu kanhe pravinom,
Dinow, mZ kagada, korum nihorom ki,
kasiicana ke jalave nivinom,
Aire citere bitere kite dina mitra ko eitra
ne tai ikhi dinoris.
Doha: Tumart tumare mitra k1 sidrata likhom band (r)ai
Bichuront pritalma) citra me ching mé deko mila(v)as

(R&dha complains):
“From evening to morning, and morning to evening, the days arc passing and
months go by,
What do you wot of the woes of others? None but the wise understands!
I gave you freely elean paper, fresh and shining like glass
Oh, painter! how many days have passed, and you have not drawn the picture of
my friend!”

(The painter answers):
“T shall so prepare the portrait of yourscelf and your friend
That instantly in the picture the divided lovers shall meet.”

The idea of uniting the lovers in or by means of a picture has carlier parallels. For
example, in Bhiisa's Srapna Véasarvadatta the marriage of King Udayana and the princess
Vasavadatid, is completed in effigy by their parents, by drawing their portraits on a
panel (of. Kramrisch, 8., Vishyudharmolteram, introduction, p. 7; Sukthunkar, V. 8.,
Vasavadaitd, London, 1923, p. 74).

The verse mentions paper, and to this extent is not concordant with the picture. As
regards the phrase ‘shining like glass,” it may be remarked that the stiff paper used by
the Kangra painters often appears to have been burnished before use.

PraTe XCIX.
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CCCXLV
17.2514. Manini: seated with bent back, on a circular stool, not regarding the hero
who stands behind and sddresses her. Brush outline, rose color.
Paharl, Kangrh, eighteenth or early nineteenth century.
Dimensions, .133 X .214 m. Ross-Coomaraswamy Collection,
Cf.C., B. P., p. 49.
Inscribed with & kevitia.
Kavitta: Adhara dharadhare bhujana sau bhuje bhare,
kdma kI kathdng kara rase rila lini hat,
Nainana sau naina hiya hiye sau barhdyo cena,
aura amge amga dina rena prili kini hat,
Amyta jehirh i abalet anahimti bhae,
anghités kil yaha jugale navini he,
Itha asmge dithe tere mana me gumana kars,
pyari ter3 pithe me sau pitha pai na dind he.
To be translated:
“With trembling lips and arm with arm enlinked, & tale of love we told, and went
the way of joy;
Eye with eye and heart with heart consented freely, limb to limb by night and
day we loved,
And honey-sweet wert thou, who now art grown my foe; new-fangled this com-
mingled love and hate!
Showing such pride in your body and your looks:
O dear one, do not turn thy back thus back to mel”
Color names inseribed: khak3, khake, asamani, supedd, supada, soj, sojd, surakhi,
badams, rund, sudali, dupa.
CCCXLVI
17.2615. Sheet of four drawings in red, viz.: (A) Virahing, a lady with a fan standing
begide a tree by moonlight, (B) man with a child on his back seeking to appease an of-
fended heroine (manint), (') a woman beside o tree smoking, (1Y) Virahing, 8 woman with
arms ptretched overhead and fingers interlaced (kerkais hasta).
Pahayl, Kingrd, eighteenth century.
Dimensions, .281 X 20 m. Ross-Coomaraswamy Collection.
{A) with inscription, above in Sanskrit (o &oka), below in Hind (a doha);
Dohd: Pid nikala jina ke nakd, ghdma camdni laha,
Pia nikata jina ke raki, ghima céiidni iaha.
“For her whose darling i not nigh, the moonlight scorches like the sun,
For her whose darling is near at hand, the heat of the sun is moonlight-cool,”

C.,R.P.,p. 49.
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CCCXLVII

25.536. Lud-have; Radhi and Krsna walking in landscape towards a grove at high
noon, each dressed in the other’s clothes. Fully colored,

Pshari, late cighteenth century.

Dimensions, .187 X 210 m. Gift of Ananda K. Coomaraswamy.

Nigari text, detached:

Dohd: Radha Hari Hari Radha ke bani Ge samkela
Daripati rati Miparita sukha saihaja sirala-hic lefe. 1.

*“The station of Radhi being made Hari, and Hari, Ridha,

The twain with affections transposed, easily attain to Hissful union.”
Lilag-hava is n technical term of Indian rhetoric. Thus, KeSava Diisa, Rasikopriye
(Bhravalakgona, 21).

‘Wheresoever play 13 enjoyed, the lover disguised as beloved, there originates Lildhdra,
gays Kefava Dfisa,’ and Dhanamjdya, Daserdpa, 11.60, ' LI is the imitation of a lover in
the actions of a fair-limbed maiden.’

The exchange of clothea ia a symbol of love and identity, often referred to in Vaisnava
literature (e.g., Coomaraswamy and Ren, Viduapak:, 1915, p. 176) und not unknown to
Western lovers. Here Kysna wears Ridhi's bodiee, veil, and skirt (ef. his disguise au
Dudbadhirt, Nos. CCXL-CCXLII of this Catulogue), Radha wears hix crown (mora-
mukuta), yellow jama’* and rearf, and carries the flute (bamsT) and a lotus of dolliance
(lila-kamala, Blabja).

Prate CIIL

F. BAraMasa JLLUSTRATION

1. RAsAsTHANT
CCCXLVIIX
23,1564. The month of Jyesth, from a Bara-mdisa serics. Prince and lady seated on
the terrace of the pavilion of a walled garden, with ene attendant; trees, o pool with an
elephant and other animals, and servants resting and cooking in the foreground. Fully
colored. Red borders.
Rajasthini, late seventeenth century.
Dimensions, .218 X .285m. Ross Collection.
Inscribed in N&gari characters with a verse by KeSava Diis.  Text (partly defaced):
Eka kisamaye hina bhitta lajhi pnmcebhiitn bhrama,
Anile ambu dkdsa avani hai jdtn agant soma.
Patha thakite made muksta sukhata sara simdhi rajorata,

Kaka darakara kosa karalara keha rimovata.
Piya prabala jhtva the bidhi careala sakaln bikala jale thole rehata,
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Taji kebava ddsa udGsamati jeth mdsa jethe kahala,
(tajhs, jhiva, errors for iaji, jiva; movata apparently = mar-jala dying.)
“Tn an evil season weak creattures abandon the five breaths’ movement,

The wind, the waters, the sky and the earth become like fire,

Wayfaring is wearisome, sapping the energies, and the dry (bed of) Sindhn is
nought but sand

The crows are abashed and seek for shelter, the lion is dying,

Even the soul that ig strong in the Beloved is without rest and distressed, as for
water and land,

Kesava Dasa abandons in despair the tale of all that coneerns the month of
Jyesth.”

Same hand and series as No. CCCXLIX (M. F. A. 23.166). A few others of this
peries are in possession of Dr. A. K. Coomaraswamy.
Prate CIV.

CCCXLIX

23.156. Month not named, but evidently Migha, as the text, by Xesava Dap,
deseribes the Vasanie uisava or Spring Festival. From & Bdre-mdsc series. Prinee
standing in a walled garden, aftendants offering a vase of flowers, and throwing colored
powders. Fully colored, with red borders.

Rajasthinl, late seventeenth century.

Dimensions, .225 X .297 m. Ross Collection.

Buperscribed in Nigari characters;

Bi(gama):

Bana upabana keki kapote kokila baku bolata,

Kebava bhile bhamira bhare bahu bhdyana dolamia,

Mrgamada laya kapira dhiri dhdsarata desadisa,

Tdla myderga upemga sunala sargite nisg,

Khelato basarile tasu ghara semila esemia anamgati,

Ghara ndha na chadiye méha mahi jau mana méhi saneha gats.

“Peacocks, doves and cuckoos are constantly ealling in woed and grove,

Kefava is amazed by the roving, swiftly revolving swarms of black bees,

The ten airts are filled with the dust of musk and eamphor,

Cymbals, drum, upasmiga sounding by night the ensemble of musie,

The wise and unwise, enjoying the festival of Spring in their homes, are beside
themselves (with joy):

If there be any place for love in your heart, you should not leave home in this
month.”
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Anangeli, literally bodiless {of. Kimadevas epithet ananga) translated as ‘beside
themselves’ is & technical term of Yoga denoting mukti.

Same hand and series as No. CCCXLVIII (M. F. A. 28.164).

Prate CV.

2. Pamnirnl
CCCL

17.2689. Karttika verpano: illustention from n Bire-mden series (poems describing
the twelve months). Man and woman seated on a terrace in conversation. a river with
swimmers, a village, garden and hills with rising sm beyond. Brush drawing, oval.

Pahayi, Garhwal, dated = 1774 an.

Describing the plensant sports of the season, especially the Dimt7, the Festival of
Lamps.

Obtained from Balak Ram 8ah of Garhwil, and ascribed to Mola Riim,

Dimensions, .148 X .195m. Ross-Coomuraswamy Colleetion.

Superscribed Kartike barnana, ‘the Praise of Kiirttika.'

Inzeribed reverse with Hindi text of KeSava 1as:

Karttika barnana: Bana upabana jala thale akdw . . . sala dipa gana,
Sukha W sukha sukha rili jurd Rhelala davipatt jona,
Deva cariira vicitra citra citrila §amgana ghara,
Jagata jogata jogadise joti jngamag alt ndrr nura,
Ding difna hngne guna giana havi, janama suphala karr hpjigad,
Kahi Kesara Ddra videsa mali kokd tana bga Rijjipar 8
Sarrat 1832 Pha-Margnst . . . 15
Translation:
“'The description of Karttika:
In forest and grove, on the water, and the carth and in the air are o hundred
groups of lamps,
Ttmost delight prevails, and in this night of delight are loving couples disporting,
Wonderful stories of the gods are painted in the court yards of the houses,
All men and women are bright with the radiance of the Lord of the Worlds.
You should make life fruitful by passing the duy in the giving of gifts, in tuking
baths, and singing the praises of God,
Kefava says, () Kaks, you should not go to a foreign land to leave your hody
there.”'

The third line refers to ritual elipana paintings, surh as are exccuted by the ladies of
the house on the floor of the inner court or particular oceasions. Paintings of this kind
in white chavan are of a merely temporary character. For elipene paintingy, of. Sen,
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D. C., Eastern Bengal Ballads, Mymensing, Vol. I, pt. 1, Calcutta, p. 268 and Tagore,
A. N., I’ Alpona ou les décorations rituelles au Bengal, Paris, 1921.
Cf. v. 5 of a Bihiri Barah-mase, translated by G. A. Grierson, Some Bihdr: folk-songs,
J. R.A. 8., 1886, p. 219.
“In Katik are holy actions performed, O Udhs, and my friends are all engaged in
sport. They worship Hari in the doorway, and return home glad.”

Katik = Oectober-November (pleasant weather, after the heat and the rains),

G. MiscELLANEOUS, MAINLY GENRE

1. RAJASTHANT, MAINLY JAIPUR

CCCLI

14.681. Peacock feather in colors and gold, realistically treated.

Rajasthani (?) seventeenth century?

Dimensions, .122 X .175 m. Goloubew Collection.

That the painting of a peacock feather in a realistic manner helongs to the old Indian
tradition is indicated by an episode in the Jaina story of Nagga, where a rji breaks his
finger nails in attempting to pick up & pescock feather painted on the floor (Meyer,
Handdy Tales, o translation of Jacobi’s Ausgewahlie Erzaklungen in Mahdrashiri). Re-
produced, Ripam, no. 4, 1820, with quotation and commentary on the episode above
referred to.

CCCLI

14.859. Young man seated on a terrace, entertained by a dancing girl, with chorus,
Rijasthini, Jaipur, eightecnth century. Ross-Coomaraswamy Collection.
Dimensions, .189 X .237 m.

CCCLIII

15.36. Prince in a garden with attendante and danecing girls.
Rijasthint, Jaipur, eighteenth or nineteenth century.
Dimensions, .397 X .29 m. Ross Collection.

CCCLIV

15.36. Scenc on the terrace of a palace: lovers on a couch, with a maidservant and
musicians,

Rajasthini, Jaipur, nineteenth century.

Dimensiong, 237 X 305 m. Ross-Coomaraswatmy Collection.
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CCCLY

16.50. Princessin a garden, verandahof house to right : with musicians and attendant.
Rajasthani, Jaipur (?), nineteenth century.,
Dimensiong, .14 X .19 m. Ross Collection.

CCCLVI
15.67. Visit of a prince to a saint, the Intter with a rosary. Servamt with peacock
fly-whiegk behind.
Late nineteenth century.
Dimensions, .145 X .238 m. Ross Collection,

CCOCLYIL
16.78. Ladyseated in courtyard of a palace, with attendants; huildings and landseape,
Rajasthant, Jaipur (), nineteenth contury.
Dimensions, .228 %X 31 m. Ross Cellection.
CCCINVIH
17.70. Toilet scene, lady on o terrace hathing her feet, with one attendand, andsenpe
beyond. Fully eolored.
(Rajasthan! or C'entral Provinees), with conriderable Mughal influence, Lightoenth

century.
Dimensions, .124 X .173 m. Ross Collection.

CCCLIX
17.2568. Magieal diagram, consisting of o human figure purtly covered with squures
containing monograms in Nagari script, representing mantrams; and feuned between
two erect snakes. Woodeunt or lithograph. Pink ink. Dmperfeet.  Place and date un-

certain.
Dimensions, .136 X .216 m. Ross-Coomarnswamy (ollection.

CCCLX
17.2015. Lady with two attendants in o meadow by a river. 8he is removing o thorn
from her foot (?) or daneing.
Rajasthini, Jaipur, cighteenth or carly nineteenth century.
Dimensions, .206 X .258 m. Ross-Coomaraswamy (olleetion.
CCCLX]
17.2918. Two girls standing on o terrace: elasping hands und holding lotus flowers.

Rijasthani, nineteenth century.
Dimensions, .156 X .204 m. Ross-(‘comaraswamy Collection,
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CCCLXII
17.2019. Girl with a parrot.
Rajasthant, Jaipur, nineteenth century.
Dimensiong, .148 X .204 m, Ross-Coomaraswamy Collection.

CCCLXIII

17.2204. Two men seated, one with a book, the other with & musical instrument,
Rajasthanl, seventeenth century.

Dimensions: .569 X .064 m. Ross-Coomaraswamy Collection.

Obtained with Jain MSS from Piij Krpa Rsi at Pattan, Pahjab.

Same hand and series as Nos. LXXXIV, CLIV.

CCCLXIV

173028, Running elephant. Tracing on thin European paper.
Rajasthant, Jaipur, nineteenth century.
Dimensions, .213 X 211 m. Ross-Coomsaraswamy Collection.

CCCLXV

17.3029. Two drawings of camels with riders.
Rajasthani, nineteenth century.
Dimensions, each .137 % .112 m. Rors-Coomaraswamy Collection.

CCCLXVI

17.3038. Elephant hunt. Wild elephants in rocky landscape; two tame with riders;
& horseman shooting at & wild elephant. Partly colored. Shows Mu&ha.l influence.

Rajasthini, Jaipur, eighteenth century.
Dimensions, .163 X .155 m. Ross-Coomaraswamy Collection.

CCCLXVII
17.3084. Head of a horse. Brush outline on skin.
Rijasthini, Jaipur, nineteenth century.
Dimengions, .072 X 068 m. Ross-Coomaraswamy Collection.

CCCLXVIII

17.3036. Two aketches of cows and a man’s head on skin.
Rajasthani, Jaipur, nineteenth century.
Dimensions, .120 X .670 m. and .(42 X .118 m. Ross-Coomaraswamy Collection,
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CCCLXIX
17.8086. Lion attacking a man; lion and lioness with deer. Very delicate brush out-
line, sketch or tracing, on skin.
Dimensions, .108 X .107 m. Ross-Coomaraswamy Collection.

CCCLXX
17.80388. Lovers drinking, Crude execution. Brick red border.
Rijasthani, Jaipur (7), eighteenth to nineteenth century.
Dimeneions, .142 X .195 m. Ross-Coomarsswamy Collection.

CCCLXXI
17.3040. Princess, with a chorus of eight girls clapping time. Architectural back-
ground. Partly pricked and used as a stencil.
Rajasthini, Jaipur, late eighteenth century,
Dimensions, ,19] X.285 m.

CCCLXXII
17.3048. Girl with s fan, feeding a baby. Pricked and used as a steneil.

Rajasthiind, nineteenth century. Ross-(oomarsswamy Collection,
Dimensions, .120 X .139 m.

CCCLXXIII
17.3043, A lady seated drinking. Pricked and used as a steneil.

Rajasthani, nineteenth century. Ross-Coomaraswamy Collection,
Dimensions, .131 X .183 m.

CCCLXXIV
17.3044, Maid with a peacock fly-whisk. Outline drawing.

Réjasthani, Jaipur, late eighteenth century.
Dimensions, .142 X .230 m. Rosa-Coomaraswamy Colleetion,

CCCLXXY
17.3046. Cartoon of a lady drinking wine: pricked and used as a strneil.
Rijasthan!, Jaipur, eighteenth century.
Dimensions, .200 X .200 m. Ross-C'oomaraswamy Collection.
CCCLXXVI
17.8046. Spirited sketch of 2 woman on horseback: sn atiendant on foot,

Rajasthanl, Jaipur, eighteenth century.
Dimensions, .118 X .157 m. Ross-Coomaraswamy Collection.
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CCCLXXVII
17.304B. Lady with a sitar. Brush outline.
Rajasthan!, Jaipur, eighteenth or nineteenth century.
Dimensions, .083 X .113 m. Ross-Coomaraswamy Collection.

CCCLXXVIIT

17.83048, Girl with arme raised overhead and fingers interlaced: amorous gesture.
Yellow paper pricked and wsed for steneil.

Rajasthani, Jaipur, eighteenth century. (Copy of a seventeenth-century original.)

Dimensions, .114 X .169 m. Ross-Coomaraswamy Collection.

CCCLXXIX

17.3062. Circus scene: girl with a performing goat standing on three superimposed
drums. Seven girls looking on. Sketch of another with a tambourine; and a tree. Re-
verse with sketcher of two mon’s heads.

Rajasthini, Jaipur, nineteenth century.

Dimenrions, .164 X .119m. Ross-Coomaraswamy Collection.

CCCLXXX
17.3083. Lowve scene.  Pricked for use as a steneil.

Rajasthani, Jaipur, nincteenth century,
Dimensjons, 089 X .209m. Ross-('oomaraswamy Collection.

CCCLXXXI
17.3064. Head of » girl, with cireular cap, probably copy of & Mughal seventeenth-
century original. Pricked and used as a steneil.

Rijasthini, Jaipur, eighteenth or nineteenth century.
Dimensions, .15¢ X .209 m. Ross-Coomaraswamy Collection.,

CCCLXXXII
17.3066. Lundy seated smoking a Aukka, with a maid servant and a pet deer. Brush
outline pricked for use as a stencil.
Rijasthani, Jaipur, nineteenth century.
Dimensions, .139 X 088 m. Ross-Coomaraswamy Collection.
CCCLXXXIII
17.3066. Three ladies in 8 hammam (Turkish bath), with ten attendants, mostly
nude; four of the attendants are musicians. (Perhaps copy of earlier Mughal original.)

Rijasthdni, Jaipur, nineteenth century.
Dimensions, .218 X .284 m. Ross-Coomaraswamy Collection.
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CCCLXXXIV

17.3067. A lady at her toilet, with seven attendants, mostly nude, and a ducnna;
interior. Pricked for use as a stencil and darkened by use, Perhape a copy of an older
Mughal original.

Rajasthéni, Jaipur, eighteenth or nineteenth century,

Dimensions, 213 X .207 m. Ross-Coomaraswamy Collection.

CCCLXXXYV
17.3068. A lady at her teilet, a maid holding up n mirror; a man, perhaps Krsha
locking through g window. Pricked for use as a steneil and darkened by use.
Rajasthani, Jaipur, eighteenth century,
Dimensions, .164 X .210 m. Ross-Coomarnswoany Collection.,

CCCLXXXVI

17.3069. Hali-length drawing of a girl, appurently drinking from a small cup; with
nimbus. Probably a copy of a “porirait™ of a Mughn! princess of the seventeenth
century.

Rijasthéni, Jaipur (or Delhi?), eighteenth or early nineteenth century.

Dimensions, .163 X .211 m. Ross-Coomaraswamy (olleetion.

Type similar to C., £. P., Pl. xx.

For obvious reasons — seclusion within the Zenana, ete. — there are but fow por-
traits of Mughal princesses in existence, znd those mostly of the nineteenth contury,
Delbi miniaturcs which are reproduced from drawings similar to this are for the most
part fanciful. Cf. Goetz, Indische historssche Portrots, dsan Major, 2, 1925, p, 231: “ Die
Rildnisse von Damen sind iminer nur aus der Phantusie des Malers gelioren,”

CCCLXXXVI
17.3080. Princess in a park with friends, attendants and musicians. Copy of o

seventeenth-century Mughal original,
Rijasthani, Jaipur, nineteenth century.
Dimensions, .167 X .228 m. Rows-Coomaruswarny Colleetion.

CCCLXXXVIII
17.3062. A girl, seated,
Rajasthant.
Dimensions, .037 % .071 m. Ross-Coomaraswamy Collection,
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CCCLXXXIX

17.3083. Maid servant with a tray of scents, sirm, ete. Tracing on thin European
paper.

Rajasthani, Jaipur, twentieth century.

Dimensiong, .207 X .267 m. Ross-Coomaraswamy Collection.

Same hand and paper as Nos. CCCLXIV, CCCXC (M. F. A, 17.3028, 17.3084).

CCCXC

17.3064. Love scene, man and woman seated. Tracing.

Rijasthini, Jaipur, twentieth century.

Dimengions, .418 X 270 m. Ross-Coomaraswamy Collection.

Same hand and series as Nos. CCCLXIV, CCCLXXXIX (M. T. A, 17.3028, 17.3063).

CCCXCI

17.3068. Woman seated with child. Thin European paper.
Rajasthani, Jaipur, twentieth century.
Dimensions, .140 X .171 m. Ross-Coomaraswamy Collection.

CCCXCIT
17.30868. Three women bathing, in landscape. Cart, bulls and driver above, and a
young man peering through the trees. Brush outline with beginnings of eolor.
Rijasthiini, Jaipur, late eighteenth or early nineteenth century.
Dimensions, .148 X .227 m. Ross-Coomaraswamy Collection.
Cf. (., R. P, pl. xix. A rather common theme in Réjput painting, but I do not know
what story it illustrates.

CCCXCII

17.3060. Studies of eyes, similar in character to those of the large Radbha-Krgna
cartoons,

Rijasthint, Jaipur, eighteenth century.

Dimensions, .164 X 208 m. Ross-Coomaraswamy Collection.

CCCXCIV

17.3080. Fragment showing left arm and both hands of a gir], the right hand holding
gold cnamelled scent spray. Part of a large painting on thick card.

Style of the large Radhi-Erana cartoons, Nos. COXVI-XIX.

RAjasthiini, Jaipur, late eighteenth century.

Dimensions, .110 X .400 m. Ross-Coomaraswamy Collection.

Prate CVL
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CCCXCIVa

17.3114. Horoscope of Mahardji Ratan Singh of Bikanir, a scroll painting with
text, on cotton.

Rajasthani, dated Sarhvat 1895 = A.p. 1838.

Dimengions, .262 X 2,010 m. Ross~Coomaraswamy Collection.

Rough but vigorous drawing, in the style of the Rijput and Bengdll circular playing
cards, and the Jagannitha paintings on cotton from Puri. Above is Ganesd, in & mandir,
flanked by peacocks and fishes, then the beginning of the text with the Riji's names, and
astrological data, flanked by elephants and riders. Below this are nstrologieal diagrams,
including the signs of the zodiac, then more lext, which is continued at the back. The
Riaja’s full style is Rijrijesvara Narendra Siromani Mahardjadhirija Mahirdji Raja
81 811 8¢ Ratan Singh Bahidur.

CCOXCIVe

17.1807. Clouds, lightning and circling cranes: part of seventeenth-ventury wall
painting of old palace at Bikanir (seventeenth eentury), copied by o Bikanir painter in
1911. Tempera, varnished.

Dimensions, .337 X 1.131 m. Gift of Ananda K. Coomaraswamy.

Published, C., K. ., PL 8.

The elements of this deeoration {hillowy elouds, snaky ved lighining, falling rain, wd
birds) oecur in many Rijasthiini and Gujarati paintings. The motif ix evidently of great
antiquity: it isx found in almost identieal form in the Hippokampenhohle ai Ming
{Oi pear Qyzyl (Griinwedel, A., Althuddhistische Kultstalten in Chinesisch-Turkeaten,
Berlin, 1912, fig. 241}, where it is doubtless of Indian origin, The decoration is deseribed
by Griinwedel (loe. cit., p. 106) us * Highly conventionalized elouds with four red suakes
(lightning) white flakex, evidently snow, falling from the clouds; two birds below.” The
snow flakes, however, are ruin drops, and the birds evidently edlaknx (Indian cuckoo,
Cuculus melanoleucus), which, in Indian {radition are supposed to drink only drops of
falling rain. In the Rajput painting the birds are eranes: recalling the “ circling eranes”
of the storm verses in Suidraka’s Myechikafrkd, Act. V!

For an extreme reduction of the same motif see No. CLVIIL of this Catalogue
(M. F. A. 20.425).

Prate CVI.
2. Pananr, Jami
CCOXCey
17.9665. Girl in a yellow kurtd, trousers and searf, with a dog,

Pahari, perhaps Jamii, nineteenth century.
Dimensions, .116 X .148 m. Ross-Coomaraswamy (ollection.

1 Byt a Kugana miling pillar from Mathurd shows a crane drinking the deops of water wrung
from a woman's wet hair.
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CCCXCVI

17.2666. Woman with bow and arrows end spear, wearing s turban, s blue trans-
parent tunic (kurit} and trousers, and standing on a small chauks.
Pah&pi, Nurpur (7) twentieth century.
Dimensions, .113 X .185 m. Ross-Coomaraswamy Collection.
Prate CX.
CCCXCVII

17.2798. Man seated on a wooden chauki under s tree stroking the heads of two
cranes. Yellow ground.
Pshari, Jami, eighteenth century.
Dimensions, .151 X .202m. Ross-Coomaraswamy Collection.
Prate XVIL
CCCXCVIII

17.2797. Lady at her toilet, standing on a metal chauki, beside a flowering tree,
Pahayi, Jami, eighteenth century.
Dimensions, .123 X .196 m. Ross-Coomaraswamy Collection.

Prate CVIL
CCCXCIX

17.2798. Ludy at her toilet, wringing water from her hair, Bhe is looking up at »
bird perched on a cypress. Red ground, border cut away.

Pahari, Jumfi, early eighteenth century.

Dimensions, . 119 X 224 m. Ross-('oomaraswamy Collection.

For the motif of, No. CCCC (M. F. A. 17.2798) and (., R. P., p. 47, no. 4.

Amongst the toilet scenez which are a favorite theme of Rijput painters, are
maony in which the hercine is represented bathing pear a tank or river, with raised
arms wringing the water from her heavy tresses.! The falling drops are often compared
to a rain of pearls (C., R. P, Pl. Lxxa1a). The subject is often to be understood as
representing the oceasion of Krsna's first glimpse of Ridhd (ef. Coomaraswamy and
Ben, Vedyapati, no. 1x). The following Hind! verse further elucidates the characteristic
gimiles implied in gueh pictures:

Eka same vrsabhdne-suld sakhi scja hute uthi drmgena ain,

Jhine ki coli me deha lase jamand jala me jese camda ki jhainm,

Sisa hute ulari lala sandara dra rehi kuca pé lapafdni dim,

Gariga kah? gunt camda ke bimba s6 sabh@ ko pujana nigani &im. Subha.

" Onee on a time the daughter of Vrsabhanu (i, e. R&dhi) rose from her bed and
came oyt on the terrace {to bathe), O sakhi;

! The motif also oeccurs on a Kugina railing pillar from Mathurs, where & crane is represented
drinking the falling drops and in o lale Rajasthinl example in my possesaion.
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Her body shone through the shimmering bodice like the reflection of the moon in
the waters of the Jamna,

The long locks hanging from her head in lovely wise curled back upon her birensts,

Whereat the river spake, *There has come some serpent to worship Siva in the
shape of the fair moon’s image.' ™

For the comparison of the bosom to & Siva lingam (Sambhu), ¢f. Coomaraswamy and
Hen, Tidydpati, nos. 1, xvI, and x11; and Goetz and 1lse-Munk, Gedichic aus dem in-
dischen Liebesmystik des Mitlelallers, 1925, p. 162,

So far as I know, in Rajput painting the motif has no other than u lyrical and erotic
gignificance. The motif, however, has passed over to Arakan, Burma, Siam, and Com-
bodia at some unknown period, eertainly before the eleventh century, and there it s
universally understood in a Buddhist rense ax representing the Earth goddess Vasundhara
who replies to the Buddha’s summons on the oceasion of Mira's challenge: * My hair is
soaked with water poured upon the Earth to ratify thy gifts, now I will squeeze it out.”
The legend, however, is uncanonical (Puthamasambodii, quoted by Duroiselle, Ch., in
Arch, Surv. India, Ann. Rep. 1921-22, pp. 144 fl.; see nlso Salmony, A., Sculpture in
Siam, 1925, p. 35, and Coedds, (., m Mem. cong. |'Asie vrientale, 11, pp. 117-22}.

Prate CVIL

oeee
17.2799. A lady wringing water from her hair after lathing, She stunds on o small
iaukd vetneen two trees beside o stream. The breasts are raised above the geoeral
surface.

Pahari, Jami, late seventeenth or early eighteenth contury.

Dimensions, 154 X 210m. Ross-Coomaraswamy Collection.

The ewer and basin are perhaps imtended for bedref ware ruther than brass,

Cf. No. CCOXCIX (M. F. A 17.2798).

Prate CVIIL

ceee]

17.2800. A lady’s toilet. Huving taken her bath, she is looking at herself in o ring
mirror held on the forefinger of the left hand.  Clothes in a hasket, and comb lying on wall
of lotus tank. A hird and tree to the right,

Puharpi, Jami, late cighteenth century.

Dimensions, 212 X 225m.  Ro--Coomaraswamy Collection.

Reproduced, ¢, B, P., Pl xxxn1 s,

Prate CVIL
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CCCClI

17.2801. A lady’s toilet; she is standing on a chauki, with four maids, regarding her-
self in the mirror which one of them holds up; another is drying her feet.

Pahi;l, Jamil, late eighteenth century.

Dimensions, .170 X .203 m. Ross-Coomaraswamy Collection,

CCCCIII

17.2802. Lady with a lute persuading a peacock to dance, Inscription in Takri char-
acters. Hed border.

Paharl, Jami, eighteenth century.

Dimensions, .187 X 223 m. Ross-Coomaraswamy Collection.

The Hindi inseription, beginning Lagata or Lékhata, I cannot decipher.

CCCClv

17.3117. Lady with two maids, one with equr? and garland, the other offering betel.
Red border.

Parhayl, Jamii, early eightecnth century.

Dimensions, 212 X 204 m. Ross-Coomaraswamy Collection.

Reverse with doké in illegible Takrl characters.

CCCCV

17.3118. Lady standing on & cauki under s flowering tree, holding a spray, and
smoking from g hukka held by & maidservant.

Jami, seventeenth—early eighteenth century.

Dimensions, .207 X .253 m. Roes-Coomaraswamy Collection.

Part of picture overlapping red border: portions of jewellery represented by inset
beetle wing-cases.

Globular Aukka base (seventeenth century?) apparently of the Bikanir type, of leather
with gesso decoration.

CCCCVI

25.532. A lady feeding two peacocks; behind her a maid with a fly-whisk, Illegible
text in Takrl characters.

Pahifl, Jami, seventeenth century.

Dimensions, 157 X .118 m. Gift of Ananda K. Coomaraswamy.
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3. Pamirl, Kikoni, ETc.

CCeevn
17.2606. Woman, perhape a courtesar, looking out of a window.
Pahari, Kingri, early ninteeenth century.
Dimensions, .102 X .190 m. Ross-Coomaraswamy Collection.

cecevl

17.2608. Sheet of four sketches of women, divided in four parts. Other sketches at
back.

Pabifl, Kangra, nineteenth century.

Dimensions, ,222 X 281 m. Ross-Coomaraswamy Collection.

{Whole sheet as mounted.)

CCCCIX

17.2607. Princess with a ducnna, playing at ball in a garden,

Pahirl, Kangrs, late eighteenth to ninetesnth century.

Dimensions, .165 ¥ 226 m. Ross-Coomaraswamy Collection.

Inscribed in Nagarl characters: S$r7 Riran? Khinu khelare ar: meaning, perhaps, Sirin
Ranf, and thus *Princess Sirin st play.”

CCCCX

17.2609. Man and two women seated under a tree, one holding the man’s hand. In
red, over gray outline.
Pahapl, Kingra, eighteenth or nineteenth century.
Dimensions, .142 X 214 m. Ross-Coomaraswamy Collection.
Same hand and series a8 No, CCC'CXI in this Catalogue (M. F. A. 17.2510).
Color names indicated.
CcCCCX1
17.2610. Man seated in foreground with goat; hehind, a woman chumning and o
woman cooking.
Pahari, Kéngra, cighteenth or nineteenth century.
Dimensions, ,147 X .206 m. Ross-Coomaraswamy (Collection.
Same hand and series a8 No, CCCCX in this Catalogue (M. F. A. 17.2609).
cCeexIi
17.2511. Lady, with attendants, receiving narcissus flowers from a maid: two mu-
sicians.
Pahiiri, Kangri, ninetecnth century.
Dimensions, .180 X .235m. Roes-Coomaraswamy Collection,
Suggests a pavilion in a KadmIr garden.

Prate CX.
[as ]



INDIAN COLLECTIONS

CCCCXIII

17.2494, The hero awaiting the heroine. Night scene.

Pahiyl, Kingra, early nineteenth century.

Dimensions, .153 X .225 m. Ross-Coomaraswamy Collection.

Upper chamber; the hero on a bed, attendants with a fan and massaging his feet,
another announcing the arrival of the girl. Courtyard: the girl with bent head, accom-
panied by an older companion croasing the yard (ef. C., R. P., Pl 1xx, b). On the right
musicians salaaming.

Recalls the Nala-Damayant! series, but inferior,

CCCCXIV

17.2636. Lady seated, listening to the duenna, who is doubtless acting as a mes-
senger (duftka).

Pabiy1, Kangri, nineteenth century.

Dimenrions, .218 X 278 m. Ross-Coomaraswamy Collection.

CCCCXYV

17.2537. Youth reclining, a maid fanning him; he eatches the end of her veil (celdn-
cqle) to draw it aside, which, however, she does not permit,

Pahari, Kadgra, ninetecnth century.

Dimensions, .154 X .200m. Ross-Coomaraswamy Collection.

Black outline over red over grey wash line.

CCCCXVI

17.2604. Iero and heroine playing with a pomegranate on a terrace, with one at-
tendant and a peacock. Partly colored.

Pahiri, Kingrd, nincteenth century.

Dimengions, ,129 X .206 m. Ross-C'oomaraswamy Collection.

CCCCXVII

17.2603. Lovers in a garden with musicians and servants.
Pahiir1, Kangra, eighteenth or early nineteenth century.
Dimensions, .160 X .213 m. Ross-Coomaraswamy Collection.

CCCCXVIII

17.2501. Lovers kissing on a terrace.
Pahfird, Kangra, eighteenth or early nineteenth century.
Dimensions, .185 X 263 m. Ross-Coomaraswamy Collection.
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CCCCXIX

17.2502. Lovers in a garden with attendants. Partly colored.
PahZyl, Kangrd, late eighteenth eentury.,

Dimensions, .180 X .218 m. Ross-Coomaraswamy Collection.
Probably by the master of the Nala-Damayanti series.

CCCCXX
17.2618. Lovers swinging, on a terrace befare a fountain, gazing into euch other's
eyes: with seven maids.
Pahari, Kinigrd, late eighteenth or early nincteenth eentury,
Dimensions, .158 X .259 m. Ross-Coomarasnamy Colleetion,

CCCCXXI
17.2603. Lady on a terrace at play with a peacock. in white and purple with a little
gold.
Pahiyt, Kangri, early cighteenth century.
Dimensions, .132 X .207 m. Ross-Coomaraswamy Collestion.
Prate CX.
CCOCCOXXII
16.82. Girl with 4 turban, holkling the string of o whirligig {cakar) and playing with
a black deer.
Pahart, Kangpi, ninetscnth century.
Dimensions, .13 X .195 m. Ross Collection.
Cf. C., R. P., Pl«. 48A and 71A and pp. 52-33.

CCeeXXIn
17.2528. Girl seated om a chauki, an o terenee, with o pet parrol Thin brush outhne
over white priming.
Pahiifl, Kangrd, nineteenth rentury.
Dimensions, .152 X .200 m. Ross-Coomaraswamy Collection.
Almost a duplicate of No. CCCXIV (M. F. A. 17.2629).

COCCCXXIV
17.2529. Qirl <eated on a chaukl on a terrace, with a pet parrot. Thin brush outline

over yellow gketch,
Pahapi, Kifgra, nincteenth century.
Dimensions, .143 X .209 m. Ross-Coomaraswamy Collection,
Almost a duplicate of No, CCCCXIII (M. F. A, 17.2626 (same hand?)y,
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CCCCXXYV

17.2628. A lady secking to recover a green parrot which has eacaped from its cage.
Partly colored. With Hind! inseription.
Pahari, Kangysi, eighteenth or nincteenth century.
Dimensions, .133 X .296 m. Ross-Coomaraswamy Collection.
Insecription (quoted C., R. P., p. 50).
Dohi: Jabat? bhavena dvaividha, gae chire mohu fra,
Vega dyo tarasate hiyé, Kirs naha deei pira. 1.
“Since, O lord, he deceitfully went away and left me on this ehore
Come quickly, O parrot, and do not hurt my troubled heart again.”

CCCCXXVI

17.2449. Princess with attendants and a peacock in s garden: in upper right hand
corner, & well. Red brush drawing over gray sketch.

Pahari, Kafgra, eighteenth century,

Dimensions, .361 X 244 m. Ross-Coomaraswamy Collection.

Color names inseribed.

Prare CVIIL

CCCCXXVII

17.2501. Lovers embracing on a terrace, above a garden. Brush drawing, partly
redrawn, on thinly primed paper.

Pahiyi, Kangrs, early nineteenth century.

Dimensions, .185 X .263 m. Ross-Coomaraswamy Collection.

CCCCXXVNIIO
17.2662. Recto, lady seated in a garden, with a sitar. Verso, lady with a tembura
and two peacocks dancing in the rain. Attributed to Mola Ram.
Pahiyi, Garhwal, early nineteenth century.
Dimensions, .136 X .208 m. Ross-Coomaraswamy Collection,

Fragmentary text in Nagarl characters, recto; and a seal in Persian characters on
back and front,

CCCCXXIX
17.2602. Lady on a terrace, with musicians and & maid carrying a hukka. A large
flowering tree rising from the garden behind the terrace.
Pahiyl, Kangra, late eighteenth century.
Dimensions, .136 X .182 m. Ross-Coomaraswamy Collection.
Puate CIX,
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CCCCXXX

17.2630. Lady with a sifar, with deer, on terrace. Partly colored. Copy.
Paharl, Kangra, early nineteenth century.

Dimensions, 156 X .207 m. Rose-C'oomaraswamy Collection.

Bee also Nos, CCCCXXXI, CCCCXXXII (M. F. A. 17.2631, 17.2532).

CCCCXXXI

17.2881. Lady with a tame deer, Partly colored. Reverse with Hindl inseription,

Pshari, Kangri, nineteenth century,

Dimensions, .142 X .204 m. Ross-Coomaraswamy Collection.

C,R.P,p. 59

Reverse with Hindi inscription (repeated):

Doha: Ko chutayo iki jala parakita kuramga akulde

Jiki tii surajha bhajyo cahe tys wrajhaia jae, 1.

“¢Who can escape the snare (of this world), O bewildered deer,

The more you seek to disentangle vourself, the mare you become entanglod!'”

She compares her own situation to that of the deer which has fallen into the snare of
the hunter; parektta = prakrii.

Cf. Nos. CCCOXXX, CCCONXXII (M. F. A. 17.2530,17.2532),

Prate CII.

CCCOXXXIT

17.2532. Lady with a rind, pet deer, and purtridges, on a terrave. Copy.

Pahijt, Kingrd, nineteenth century.

Dimensions, .143 X . 199 m. Ross-Coomaraswimy Colleetion.

Cf. C., R. P, p. 39, and Pl vxou1 o The deer sttracled by music is like the soul
entangled in mdyd, a familiar simile. Cf. Nos. CCCCXXX, CCCOXXXT (M. LA
17.2630, 17.2531).

CCCOXXXIN

17.2618. Obverse: a lady swinging, with a duenna and two maids. Reverse: a
lady seated, with musicians and maids. Hed outline over grey.

Pahari, Kangrd, late eighteenth to early nineteenth century.

Dimeneions, .160 X .220 m. Ros«(‘oomaraswamy ¢ ‘ellection.

Color names indicated on heth sides.

CCCCXXXLV
17.2621. Lady reclining on a bed, smoking, in a reom: with numerous servants, and
musicians. Partly colored, Reverse with four portraits of o man seated.

Pahayl, Kangta, nineteenth century.
Dimensions, .208 %X .220 m. Ross-Coomaraswamy Collection,
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CCCCXXXY

17.2622. Lady wrapped in a shawl, with an attendant carrying a box, which she
refuses. Within, 2 woman tending a fire.

Pahart, K&ngré, Inte eighteenth to early nineteenth century.

Dimensions, .143 x .208 m. Ross-Coomarsswamy Collection.

Probably by same hand as No. COCCXLI in this Catalogue (M. ¥. A. 17.2508).

Prate CX.

CCCCXXXYVI

17.2628. Girl with a torch. The head redrawn in finer outline over white priming,
Pahayi, Kangra, about 1800,
Dimensions, .066 X .137 m. Ross-Coomaraswamy Collection.

CCCCXXXVII

17.2624. Marriage ceremony and family gathering: many figures in groups.
Pahdari, Kafgri, nineteenth century.
Dimensions, .231 ¥ 305 m. Ross-Coomaraswamy Collection,

CCCCXXXVIIL

17.2626. Lady with attendants in a courtyard, the attendants with a doll, garland,
and lotus flowers. Reflections in the water.

Pahiyl, Kangri, nineteenth century.

Dimensions, .145 X .185m. Ross-C'oomaraswamy Collection.

Represcntations of reflections most unusual (Mughal influence).

CCCOXXXIX

17.2627. Girl seated on terrace, looking at herself in & ring mirror and placing kg
on her brow. Partly colored.

Pahart, Kafigrd, ninetecnth century.

Dimensions, .121 X .156 m. Ross-Coomaraswamy Collection.

Same hand as Nos. CCCOXXIIT, CCCCXXIV in this Catalogue (M. F. A. 17.2626,
17.2528).

CCCCXL

17.2636. Lady on a terrace, smoking a hukka: with two maids. Parily colored,
Nineteenth eentury.
Dimensions, 155 X .235 m. Ross-Coomaraswamy Collection.

[210]



RAJPUT PAINTINGS

CCCCXLI

17.2608. Lady wrapped in a shawl, warming her hands at a brazier and smoking a
hukka. Red border.

Pahayl, Kangr, late eighteenth or ninctcenth century.

Dimensions, .140 X .198 m. Ross-Coomaraswamy Collection.

Possibly an illustration for “autumn” or “winter” from a khat pfu or bira misa,
poems on the gix seasons or twelve months.

CCCCXLII

17.2640. Lady seated in courtyard, with attendants, completing her tailet,

Dimensions .161 X .277 m. Ross-Coomarsswamy Collection,

Color names and indieations of patterns given in groal detail.

Color names: supedd, supadd: nild: khaki: Fhaki halkd: samdhuri; cerd: cern lal;
cerd savidhuri halkd; baddmni, badami; sund: qulabi: samdila: samgrapha; sosant: soxini
halka: sarakhi; sojé halkd, ravaj halka, soja sl lakadeds.

Pattern names: sunedd butd surakhipg pa dila baad? swiuThured? (o conlinuous floral
border of small flowers springing from a wavy stem, “gold ground with red fHowers and
leaves, on a ved line™), sune kane TRAT norajt halkd joarad? yi vala suned? rika (a ropoot-
ing floral border, “gold ground, dots drmwn very light orange, edge gold”); edd? bamda-
ruma swhrakhiyd kane tikheyd phula sadfori halka domde snraj prte savag (frellis with
floral spraye, “silver ground, rod lines, dot-tdrawn flowers light red, stems and leaves
green™); abarage (=dbrang) kane kheyd supedd (cross-hatehed trellis,  pale ground,
dots drawn white”); cerd sanigarphada halka (indiention of bricks on a wall, * red ground
with pale red lines"”); cadi butd vasamti dila surakha (o cushion, “silver grounsd, yellow
flowers, red dile”); sund pafe soj {cushion, *green leaves on mld geound ™) : snj r@dt butd
(cloth, “silver flowers on green ground ™) : brd@mt bamd? yd sufd (earpet, “almond ground
with green outlines”); takiyd diyd kanoriyd suped (window, eross-hatehed “frame ...
bars white”); rik@ surakh? suned? malmal (dupita, * muslin with red and gold border”).

The color of the ground is given first, 1hen of the design upon it 1n each ease, banidt,
bandaruma scems to mean the connecting or framing lines of the design: kane, from kaga,
a grain or dot; I can make nothing of the words dile unel rike.  Most of the renderings
are tentative.

Prate CXI

CCCCXLII

17.2620. Lady with four maids, sented on a ehaukZunder w ennopy. One of the maids
is putting glass bangles on her wrists. A man watching from an upper window.  Purple
outline.

Pahari, Kangyi, early nineteenth century.

Dimensions, 158 X .18 m. Res~Coomaraswuny Collection.

Prate CVIIL
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CCCCX11v
20.1618. Lady reclining on & couch on a terrace, smoking & hukka, and fanning
berself, & maid offering her & cup of wine. Fully colored.
Pahipl, Kangri, early nineteenth century,
Dimensions, .195 X .250 m. Rose Collection.

CCCCXLV
17.2634. Moming toilet: a lady drying her hair sfter bathing, on a terrace by s river,
Sunrise. Partly colored. Probably & tracing.
Pahfiyl, Kafigré, nineteenth century.
Dimensions, oval, .141 X .202m. Ross-Coomarsswamy Collection.
Cf, Kramriach, 8., Grundzaige der indischen Kunst, pl. 43: and Nos. CCCXCIX-
CCCCI in this Catalogue.
PraTe CVIIIL
CCCCXLVI1
17.2642. Above, 5 gitl wringing water from her hair after her bath: below, two girls,
one giving the other a drink of water.
Pahayi?, nineteenth century.
Dimensions, 078 X .1561 m. Ross-Coomaraswamy Collection.

CCCCXLVII

17.2604. First leaf of & set of illustrations for a story not identified: pandit reading
to a prince in & pavilion; above, oval medallion of Ganesa.

Pahasi, Kangyi, eighteenth or nineteenth century,

Dimensions, 288 x .221 m. Ross-Coomaraswamy Collection.

CCCCXLVIII

17.2664. Two sketches in red. Recto, a lady applying #lak to her brow, with Hind1
inscription: verso, a lady walking within an enclosure, wearing & turban, and smoking,
with an attendant.

Pahagi, Kangri, cighteenth century.

Dimensions, .135 X .177 m. Ross-Coomaraswamy Collection.

Color names inscribed.

Recto, Hindi text:

Kahata sabat baimdi die drku dase gunau hofa,
Tiya lilata baisd? lagaie, dgana inbe dhiln udota,
“Everyone says that when the brow-spot is applied, the beauty of the eyes is
tenfold enhanced
When the woman applies the mark to her brow, then the (whole) courtyard is
llumined.”
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CCCCXLIX

17.2616, A girl swinging, under a mango tree in 8 garden. TUnfinighed.

Paharl, Kangra, late eighteenth or nineteenth century,

Dimensions, .144 X .204 m. Ross-Coomaraswamy Collection.

Cf. Korpira-mafijers, 11, 36:

‘““Her garments tossed, s 'gainst the wind she swings,
Reveal some glimpses of her lovely form,
Which calls to Love to nestle by her side.”
and Bhdsd bhisena, dohi 549:
“Lo in the swing, like a houri fellen from heaven!’

It is posesible, but usually unlikely, that 1he swinging pictures (of. Hindola Ragint),
have a mystical significance: for as Kablr writes, “Between the poles of the conseious
and the unconseious, there has the mind made a swing."

Prare CIX.

CCCCL

17.2626. Capture of a wild elephant. Landseape of wooded hills and water, with
plantain groves: wild elephants bathing. Two tame clephants assisting in the roping of
the wild one.

Pahapl, Kangrd, early nineteenth century.

Dimensions, .226 X .208 m. Ross-Coomaraswamy Collection.

Prars CXTI.

CCCCLI

17.2629. Man, woman, and child, and an old woman, the man trying to make a
fallen horse rise; the horse laden with household goods. Verso, with o man and a
woman-headed lioness.

Pahati or Paijib, nineteenth century.

Dimengions, .283 X .212m. Ross-Coomaraswamy Collection.

CCCCLII
17.2647. Wild boar. Monochrome.

Pahari, nineteenth or twentieth century.
Dimensions, .261 % .168 m. Ross-Coomaraswamy C'ollection.

CCCCLITI
17.3093. A lady with attendants, seated in a pavilion, with landseape vista. The
lady smoking, one of the attendants washing her fect.  Mughal influcnce.
Dimensions, .181 X .257 m. Ross-Coomaraswamy Collection.
Color names inscribed:
asament; gulabl, guldbi; soj; suna; sol, svat,
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CCCCLIV

17.3095. A woman, standing. Grey, blaek, and red outline.
Pahiir], nineteenth century.
Dimensions, 080 X .163 m. Roee-Coomarsewamy Collection.

CCCCLY

17.3097. Hunting scene: the sportsman’s lunch, sfter hawking. Landscape.
Pahirl, nineteenth century.
Dimensions, 427 X 2883 m. Ross-Coomaraswamy Collection.

CCCCLYVI

21.1764. Diagram of the Golden Temple at Amritsar, and its surroundings. Outline,
partly colored.

Pafijab, Amritear, nineteenth century. Marianne Brimmer Fund.

Dimensions, .414 X .38] m.

CCCOCLVIT

17.2627. Representation of a small town on both sides of a river bank. Houses,
temples (éikhare cells) and watermilis.

Pahayl, Kangra, carly nineteenth century.

Dimensions, 331 X 225 m. Rose-Coomaraswamy ('ollection.

Prate CXII.

CCCCLVIII

17.3119. Lithographed tract, viz. Dilbahaldre, Hindf in Nagari characters, 24 pp.
The front pege with a representation of seven women drawing water from a well, illus-
trating the first line of the text, and floral border.

Pagijab, Merat (Mecrut), late nineteenth or twentieth century.

Dimensions, .169 X .250 m. Ross-Coomaraswamy Collection.

Published, C., R. P., p. 76.

The Ihibakaldra or ‘Heart’s Entertainment’ is a collection of khyals, ghazals, ete., in
Hindi and Urda with one in Persian. The first and longest poem, by Dev! (presumably
No. 306 of Grierson, Modern vernacular hierature of Hindustan, author of & Sir Sagar in
comic style), is a humorous account of the troubles of seven young women whose husbands
are addicted to drug-taking: the seven girls are drawing water at the well, and make
their complaints in turn. The dialect is that of Merat. The poem begins:

Sakht sata ghara ghara se cali, jola bharana kue pera dnd

“Beven maidens lenving their houses, came to draw water from the well.”
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The remaining poems include some quite modern produetions, and some weli-known
songs of Tulsi Dis, SUr Dae, Kabir, etc., speaking of Rima and Sitd, the Holi festival,
ete. The last concludes:

Kina sukha payo 11 sakhi, pardest ki prita
“For none can be happy, my dear, whose Beloved is in a far country.”
PraTe CXII.

H. PortraITs
(1) RZiasTHANT

Jodhpur Rijas

CCCCLIX
17.2020. Portrait of RAji Man Bingh of Jodhpur.
Rajasthini, nineteenth century.
Dimensicns, .204 X .251 m. Ross-Coomaraswamy Collection.
Inseribed: Sri Mharaje Man Sigh-ji Jedhpur rahiu.

CCCCLX
17.2021. Portrait of Ritji Ram Singh (of Jodhpur?).
Rajasthani, nineteenth century.
Dimensions, .230 X .307 m. Ross-Coomaraswamy Collection.
Inscribed: Mahdrdjadhirdje Srt Ram Singh-ji.
Prare CXVII.
CCCCLXI
17.2022. Equestrian portrait, a Raji of Jodhpur, and seis, The horse splendidly
eaparisoned, the mane plaited and finished with long searled tassels.
Rajasthéni, eighteenth century.
Dimensions, ,192 X .208 m. Ross-Coomaraswamy Colleetion,
Iihustrates the distinetion of style from that of Mughal equestrian poririts. Cf.
No, CCCCLXIV (M. F. A, 26.42T).
Prate CXIV.
COCCLXTIT
17.9986. Portrait of 2 Rija of Jodbhpur, Tracing, partly colored,
Rajasthani, Jaipur, nineteenth century.
Dimensions, .090 X.116 m. Ross-Coomaraswamy (ollection.
Superscription in Nigari characters Iful Sisagh (or Kap Sungh) Jodhpur 16,
Prare CXYV.
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CCCCLXIII

17.2079. Portrait of a prince (of Jodhpur?) standing, with a rosary. Brush outline,
redrawn over thin white priming.

Rajasthani, nineteenth century.

Dimensions, ,118 X .178 m. Ross-Coomaraswamy Collection.

CCCCLXIV

25.427. Portrait of & seated REjE Mehardji Abbai Singh-j1 of Jodhpur (1781~
1808), with three attendants, one pouring wine, on a terrace. Somewhat rubbed but of
exceptional quality in draughtsmanship and color,

R&jasthan!, eighteenth century.

Dimensions, .160 X .270 m. Harriet Otis Cruft Fund,

Prate CXTJIIL

Jatpur Rjds
CCCCLXY

16.84. Portrait of a Rajput prince, probably Madho Siagh Jaipur.
Rajasthiint, Jaipur, eighteenth century.
Dimensiong, .115 X .168 m. Ross Collection.
Cf. Perey Brown, Indian Painting, Pl. 17, so-called Prthvi-rija.
PraTe CXV.

CCCCLXVI

17.2038. Portrsit of Srl Maharsji Madho Stnha-jI.
Rijasthani, Jaipur, early nineteenth century.
Dimensions, .159 X .195 m. Ross-(‘comaraswamy Collection.
Reverse with the name, inseribed in Nagari characters: Sri Mhdrdiye N adho Sirmha-fi.
Prate CXV.
CCCCLXVII
17.2917. A Maharijd of Jaipur giving instructions to a secretary who holds & letter.
Rijasthani, Jaipur, ninetecnth century.,
Dimensions, .190 X .212m. Ross-Coomaraswamy Collection.
Puate CXVIL

CCCCLXVIII

17.2830. Portrait of REj& Jaimal (of Jaipur?) standing, holding a flower in left hand
and with dagger (ka{dra) in belt. Copy of older portrait?
Rajasthanl,
Dimensions, .111 X .175m. Ross-Coomaraswamy Collection.
Inseribed: Ré&ja Jdimal-ji.
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CCCCLXIX
17.2880. Portrait of Saval Jaisifigh of Jaipur {1693-1743) seated.
Riijasthant, Jaipur, early nineteenth century.
Dimensions, .106 X .146 m. Ross-Coomaraswamy Collection.
Superscribed in Ngarl characters Savat Jaeig-ji.

CCCCLXX
26.210. Raj5 Jagat Singh of Jaipur, standing with a military officer before him.
Name inseribed in Persian characters.
Rajasthin, Jaipur, nineteenth century-.
Dimensions, .220 X .286 m. Rosa Collection.
Prate CXVIL
CCCOCLXXI
17.2934. Portrait of a prince, heed only, probably Pratip Singh of Jaipur. Pricked
for pouncing.
Rajasthéinl, Jaipur, nineteenth century.
Dimensions, .205 % 285 m. Ross-('oomaraswanmy Colleetion,
Prare CXV.
CCOCLXX]
17.2039. Rijput prince (perhaps Pratdp Ringh of Jaipur}, seated with bow and
arrow, two courtiers hefore him.
Rajasthiinl, Jaipur, eighteenth or early nineteenth contury.
Dimenstonr, 220 X .162m. Ross-Coomaraswnmy (oliection.
Reproduced : Coomaraswamy, A. K., Indian Drawings 11, P, xix.
Prate CXX.
CCCCLXXIE
17.29040. Portrait of a Rajput prinee probably Pratip Singh of Jaipur, like No.
CCCCLXXIYV, (M. F. A. 25.522) standing, with sword. Purtly colored.
Rajasthini, Jaipur, late cighteenth or carly nineteenth century,
Dimensions, .117 X .187 m. Rose-Coomaraswamy Colleetion.
Reverse with other figures, pricked for pouncing; one has been so used.

CCCCLXXIV
25.622. Portrait of Pratip Singh (1778-1803 A. v.) of Jaipur, standing, nimbate,
girt with sword and shield, in white jdna‘ with long skirt, gay turban.
Rajasthin, Jaipur, nineteenth century.
Dimensions, .151 X 204 m. Gift of Ananda K. Coomaraswamy,
Inscribed in Nigarl characters:
Pruldp Syigh-jt maraj (mahdraj@) Jaypar (Jarpur)
Prate CXVL
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Other named Ridjae
CCCCLXXY

156.87. Equestrian portrait: hunting scene, showing a nobleman on a rearing black
horse, proceeding with many armed attendants.

Rijasthan], Jaipr?, eighteenth or nineteenth eentury.

Dimensions, .205 X .430 m. Ross Collection.

Names pasted at back in Nagari characters, presumably detached from original picture
when remounted:

Svt Maharajadkiraje Sri R& Sigh (?)-j2 jit (the principal figure), Sri Diman Sam-
vatht Simgh-ji (the second rider), Sri Diman Khet Sigh-j& (third rider) and Thoraulakhs
(7), (an attendant).

CCCCLXXVI

17.2023. Equestrian portrait of a R&ji. Partly colored.

Raijasthiin!, Jaipur, nineteenth century.

Dimensions, .182 X .273 m. Roess-Coomaraswamy Collection.

Inscribed in Nigari characters, apparently: Rdna Javdja Stngh-jt Richavi.

CCCCLXXVII

17.2832. Portrait of a prince, apparently Rini Khuméans Simgh,

Rijasthini, Jaipur, ninetecnth century.

Dimensions, .130 X .165 m. Ross-Coomaraswamy Collection.

Original rRketch pricked for pouncing,

Inscription in Nigari characters apparently:

Khumana Sig Rénl.
CCCCLXXVIII
17.2036. Portrait of Rana Bhagavant Bifigh of Dholpur, seated.
Rajasthiini, eightecnth or carly ninetecnth century.

Dimensions, .155 % .117m. Ross-C'oomaraswamy Collection.
Reverse with name, as above, inseribed in Nigar] characters.

CCCCLXXIX
17.2987. Portrait of REji Mana Pil of Karoli seated, smoking. Brush outline over
white priming,.
Rajosthini, cighteentih or nineteenth century.
Dimensions, .074 X .102m. Ross-Coomaraswamy Collection,
Reverse with the name, inscribed in Nagari characters: Karoli ki rdi8 Mana Pal-fi
taswir.
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CCCCLXXX

17.2862. Portrait of RAm Sifngh, Rajd of Amer, standing.

Rajasthini, nineteenth century (copy of seventeenth-century Mughal),
Dimensions, .143 X .187 m. Ross-Coomaraswamy Collection.
Inscription in Nagari characters: Rama Syaiha-ji Raja Amer ka.

By same hand as No. CCCCLXXXIV (M. F. A. 17.3008).

CCCCLXXXI
17.2863. Portrait of Maharaja Visnu Sifgh. Tracing on skin (vopy of o Mughal
work?).
Rajasthani, Jaipur, nineteenth century.
Dimensicne, .077 X .115m. Ross-Coomaraswamy Collection,

CCCCLXXXIL
17.2970. Portrait of a Rathor prince, seated. Partly colored.
Rajasthiini, eighteenth century.

Dimensions, .088 X .111 m. Rose-Coomaraswaniy Colleetion,
Buperseribed in Nagari characters Raburd Mirra kd.
CCCCLXXXII
17.2086. Portrait of Mahariji Amar Singh,
RAjasthhni, Jaipur, nineteenth century.
Dimensions, .098 X 200 m. Ross-('oomaraswamy Collection,
Ingeribed in Nagari characters: Amar Syangh Mahdraja.
Prate (XIX.
CCCCLXXXIV
17.3008. Portrait of Raji Umed Singh of Sahaivapur with a s1aff, standing,
Rajasthlinl, nineteenth century,
Dimensions, 154 X . 198 m. Rors-Coomaraswamy (‘ollection.

Inseribed reverse: Kajd ['med Syanha Sahaiyapur ka.
By same hand as No. CCCCLXXX (M. F., A. 17.2962).
CCCCLXXNXY
26.528. Portrait of Milrio Umed 8ingh and Jilam Singh. Both seated, the former,
nimbate, addressing the latter who is evidently a military officer. Fully colored.

Rijasthini (southern?), late cighteenth contury.
Dimensions, .172 X .247 m. Gift of Ananda K. Coomaraswainy.
Verso with Nagarl text: Malrdu-jT Umed

Si(h)gh-i1 Raja Jalam Si(n)gh-ji ki lawir
Prate CXVL
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CCCCLXXXVI

26.685. Portrait of Rivat Jasvant Bifigh of Deogarh, standing, in white jéma' with
long skirt, kafére in belt and rosary in right hand.

R&jasthind, Jaipur, late eighteenth century.

Dimensions, .188 X 202 m. Gift of Anands K. Coomaraswamy.

Superseribed on the picture in Persian charpcters: Rdvat Jasant Singh Dadngar
ciki(?); on the mount: Rdvat Jasvant Si(n)gh-it Deogarh kd, and verso: Réval-fi Sri
Jasva(n)i Sylrlgh-ji Deogark cukdvat (2)

Ravat is the style of the great nobles of Mewir of the CondEvat family of the Slsodia
Rajputs who are lords of Deogarh, 70 miles north of Udaipur, and part of Udaipur state.
Deogarh is an important centre of the cult of 8rf N&tha-ji (see Nos. CCXX-CCXXII, of
the Catalogue).

Prate CXVL

CCCCLXXXVIT

28.4. Portrait of Raja Bagat Bitgh of Rlzab. Fully colored.
Rijasthani, eighteenth century.
Dimensions, .118 X .166 m. Gift of Ananda K. Coomaraswamy.
Buperscribed in Négart characters:

Rajd Bagal Sigh-ji Risali.
Pratz CXVL

Mughal Padshahs, elc.

CCCCLXXXVIII

17.2676. Portrait of Nadir Shah. Tracing on ekin, after the well-known Mughal
type.

Rajasthani, Jaipur, nineteenth century.

Dimensions, .075 X .148 m. Ross-Coomeraswamy Colleetion,

CCCCLXXXIX
17.2743. Portraits of Shih Jahin and Mahabat Khan, Partly colored. Copy of
seventeenth-century Mughal.
Rajasthan!, Jaipur, nineteenth century.
Dimensions, .1687 X% .247 m. Ross-Coomaraswamy Collection.
Buperseriptions reading Sri Patsah Sah Jahdn (= Sri Padghah Shih Jahfin) and Bard
Mahabat Khan.

The figures bear some resemblance to representations of these men in authentic
Mughal works.
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CCCCXC
17.2086. Large head of a Musalman, brush outline.
Rajasthiini, eighteenth or nineteenth century.
Dimensions, .194 X .201 m. Ross-Coomaraswamy Collection.

CCCCX(I

17.3003, Portrait of NAdir Shih, enthroned, with sword. Inferior copy of a late
Mughal original.

Rijasthint, Jaipur, late eighteenth century.

Dimensions, .102 X .137 m. Rose-Coomaraswamy Collection.

Inscribed reverse in Nagarl characters: Nédar Sah.

caeexcu

17.3010. Mullah do Piyiza, equestrian portrait caricature. Also n camel.

Rajasthani, Jaipur (?), eighteenth century.

Dimensions, ,200 % .148 m. Ross-Coomaraswatny Collection.

Copy of the earlier Mughal original, of which o contemporary traring is reproduced;
Coomaraswamy, A. K., Indien Drawings, 1, PL. 1.

CCCOXCIIE
17.3011. Portrait of a man standing, probably Akbar, with bow and arrow: two other
men seated with fingers interlaced in affection. All copics of Mughal paintings of the
time of Akbar. Brush outline,
Rajasthani, Jaipur, nineteenth century.
Dimensions, .098 X .162m. Ross-Coomarakwamy Collection.,
Akbar wears the characteristic jamn' with pointed skirt.

Sadhus, etc.

CCCOXCLY

15.88. Portrait of a sddhu, seated in archway, with go-mukka on right hand, repeating
manirams.

RE&jasthani, eighteenth century.
Dimensicns, .115 X .16 m. Ross Collection.

COCOXCY
17.2065. Portrait of a priest seated reading: MS. in handkerchicf at side.

Réjasthéini, Jaipur, late nineteenth eentury.
Dimensions, .094 X .006 m. Ross-Coomaraswamy Collection.
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CCCCXCVI

17.2969. Portrait of Dikhat of the cult of 8 Gopinatha,
R&jasthan], Jaipur, nineteenth eentury.

Dimensions, .118 X .186 m. Roes-Coomaraswamy Collection.
Superscribed in Nagari characters: Dikhat-i Sr3 Gopinatha-ji ka.

CCCCXCvIL

17.2960. Portrait of a priest seated, performing pdja. Pricked for use as a stencil.
Réjasthini, Jaipur, nineteenth century.
Dimensions, .108 X .135 m. Ross-Coomaraswamy Collection.

CCCCXCVII

17.2085. Portrait of a Saiva priest, offering lights (arats).

Rajasthéni, Jaipur, nineteenth century.

Dimensions, .115 X .188 m. Ross-Coomaraswamy Collection.

Prate CXVIIIL.

CCCCXCIX

17.2973. Portrait of a Gosiin (Vaisnava priest of the Vallabh&c&rya sect), seated on
a gadds, holding a go-mukha (glove for telling beads) in right hand,

Rajasthini, Jaipur, ninetecnth century.

Dimensions, .088 X .126 m. Ross-Coomaraswamy Collection.

Buperacribed in red Nigarl characters (usas.

Other persons named

D

17.2029. Portrait of a man standing,.

Rajasthini, Jaipur, early eighteenth century.

Dimensions, 122 X 198 m. Ross-Coomaraswamy Collection.

Superscribed in Nagarl characters: Khawds-Sri Siyd-Ram-ji Copl,

Perhaps by same hand as Nos. DVIII, DLXXIX, DIXXXI (M. F. A, 17.2982,
17.3023, 17.3026).

For the turbans, of. Hendley, T. H., Indian Jewellery, Journal of Indian Art, xi1,
1809, p. 96.

Prare CXVIIL

DI

17.2041. Portrait of Jagat Sifigh-ji Cerahi . . .

Rajasthiéni, Jaipur, nineteenth century.

Dimensions, .118 X .184 m. Ross-Coomaraswamy Collection.

Superscribed with the name, as above, in Nagari characters. Cf. No. D (M. F. A,

172999, ete.).
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DII

17.2844. Portrait of Jasondhi Tek Camd: sented with sword and shicld. Partly
colored.

Rajasthfin], Jaipur, nineteenth or twenticth eentury.

Dimensions, .106 X .12l m. Ross-C'oomarsswamy Collection.

Inseribed reverse with the name, as above, in bold Nagari characters, Jasoridht Tek
Camd.

Practically & duplicate of No. DLYT (M. F. A. 17.2991).

DIII1

17.2661. Portrait of Bapaimal Seth standing, with flower in left hand.
Rajasthiini, Jaipur, nineteenth century.

Dimensions, .062 X .130m. Roes-Coomaraswamy Colleetion.
Inseribed with the name, a& above, in Niagar! characters.

DIV

17.2968. Portrait of a man seated, speaking. Brosh outline,
Rajasthiini, Jaipur, nineteenth century.

Dimensions, .0838 X .145 m. Ross-Coomaraswamy Collection.
Superseription in Niigani characters apparently Bhalasadass k7.

DYV
17.2068. Portrait of Anuradha Sinha Khangaret, a dwarfish man, slanding. Partly
colored and pricked for pouncing.
Rijasthani, Jaipur, nineteenth century.
Dimensions, .118 X .137 m. Ross-("oomaraswamy Colleetion.
Superseribed with the name, ar above, in Nigar! charneters,

DVI
17.2974. Portmit of a man standing,
Rijasthini, nineteenth century.
Dimensions, .120 x .160 m. Ross-Coomaraswamy Collection.
Superseribed in NiigarT characters, Akhro-ji Dalhagi!

DVII
17.29756. Portrait of a youth, seated.
Rajasthani, Jaipur, nineteenth century.
Dimensions, .106 x ,131 m. Ross-C'oomaraswamy Colleetion.
Tnscribed reverse in Nagari characters, apparently Kanithakatumla,
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DVIIl

17.2082, Portrait of & stout man, Mani Lalji, Darigo (f=Darogs), standing to
right, as if speaking.
Rijasthént, Jaipur, nineteenth century.
Dimensions, 092 X .147m. Ross-Coomaraswamy Collection.
Inscribed in Nigari characters:
Mana Ldal jt Darago nati Sarupe Canda Dardga k% bads,

“Conversation of the actor Mang L&l with Sarup Cand.” The latter is not shown.

Prate CXVIIL

DIX

17.2888. Portrait, inscribed in Nagari characters, Samja Dakhani: tracing from a
Mughal original?

Rajasthani, eighteenth to nineteenth century.

Dimeneions, .073 X .165 m. Ross-Coomaraswamy Collection,

DX
17.2892. Portrait of Sahib Ram, painter. Shows the painter at work, sketching on a
wooden panel.
Rijasthinl, Jaipur, nineteenth century.
Dimensions, .088 % .123 m. Ross-Coomaraswamy Collection.
Inseribed in Nagar! characters Sghib Ramah Calert.
Published: Coomaraswamy, A. K., fndian Drawings, 1, Pl. xx, 3.

DXI

17.3021. Partrait of a man standing, with shield held over the left shoulder. Tracing
on skin.

Rijasthin], Jaipur, nineteenth century.

Dimengions, .098 % .131 m. Ross-Coomaraswamy Collection.

Inscribed in Nagard characters: Samaratha Singh.

DXII
17.3088. Portrait of Bhagavin Dis-ji R3j& Lavin ki. Tracing on European tissue
paper.
Rijasthiini, Jaipur, twentieth century.
Dimensions, .210 X .114 m. Ross-Coomaraswamy Collection.
Inseribed reverse in Nigarl characters with the name as above.
Laviin is perhape Liwa near Tonk.
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Europeans
DXIII

17.2998. Two portraits of Europeans mounted together, une representing Lord Met-
calfe. In European costumes. Partly colored.

Réjasthin], early nineteenth century.

Dimensione, a, .086 X .135m.; b, .106 X .138 m. Ross-C'oomaraswamy Collection.

One of the portraits is inscribed in Nagari characters AMatkalb (= Lord Metenlfe),
Bir Charles (Lord) Metcalfe was Governor General of India, 1835-37. For & list of other
Indian Portraits of Eurcpeans see p. 19.

PraTe CXX.

Others not named
DXIV
16.36. Rijf seated in & garden with seven female attendants, entertained by dancers
with the usual chorus. The garden is laid out in square beds filled with poppies with a
fountain in the centre. Fully and gaily colored. Remounted.
RAjasthiny, late eighteenth century.
Dimensions, .397 X 280 m. Ross Collection.

DXV
16.90. Two strips of paper mounted together, with fiiteen well<drmwn portrait heads,
Rajasthan!, Jaipur, eighteenth or nineteenth century.

Dimensions, .135 X .12 m. Ross Colleetion.
Prate CXIX.
DXYI
15.109. Portrait of soldier standing with sword and shield. Partly colored.
Rsjasthani, Jaipur, eighteenth or nineteenth century.
Dimensions, 089 % .145m. Rors Collection.
DXYII
17.2387. Portrait, a man standing, copied from a Mughal original of the late seven-
teenth century. Tracing on skin.

Rajasthan, Jaipur, nincteenth century.
Dimensions, .09 X 163 m. Ross-Coomaraswamy (‘ollection,

DXVII]
17.2606. Portrait of a man seated smoking. Traring on skin.
Rajastbin!, nineteenth century.
Dimensions, .156 X .198 m. Ross-Coomarsswamy Collection,
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DXIX

17.2024, Equestrian portrait of a boy, with spear, sword, and shield.
Rajasthant, Jaipur, nineteenth century.
Dimensions, .150 X .158 m. Ross-Coomaraswamy Collection.

DXX
17.2926. Equestrian portrait.

R&jasthani, Jaipur, eighteenth or nineteenth century.
Dimensions, .168 X .180 m. Ross-Coomaraswamy Colleetion.

DXXI
172028, Equestrian portrait. Pricked for use as a stencl,

Rijasthanl, Jaipur, late eighteenth or nineteenth century.
Dimensions, .163 x 225 m. Ross-Coomaraswamy Collection.

DXXII
17.2027. Equestrian portrait of a youth, with several sketches of the same head, as
well as that of a hearded man.
Rijesthany, Jaipur, eighteenth century.
Dimensions, .193 % .146 m. Ross-Coomaraswamy Collection.
Prate CXXX,
DXXIN
17.2028. FEquestrian portrait.
Rijasthini, Jeipur, ninctcenth century.
Dimensions, .209 X .217 m. Ross-Coomaraswamy Collection.

DXXIV
17.2981. Portrait of a prince (of Jaipur?), standing, with a long sword. Brush outline

Rajasthini, nineteenth century.
Dimengiong, 105 X .148 m. Ross-C'oomaraswamy Collection.

DXXY
17.2033. Portrait of a Rajput Prinee.

Rajasthani, Jaipur, nineteenth or twentieth century.
Dimensions, 189 X .267 m. Ross-Coomaraswamy Collection,

DXXVI

17.2042. Portrait of 2 man standing,
Jnipur, cighteenth or minetecnth century.
Dimensions, 086 X .187 m. Ross-Coomaraswamy Colleetion.
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DXXVII
17.2043. Portrait of a man seated,
Rajasthan!, Jaipur, nineteenth century.
Dimensions, .087 X .111 m. Ross-C'oomaraswamy Colleetion,

DXXVIII
17.2046. Portrait of a man scated. The first deawing entircly obseured by the white
priming.
Rajasthani, Jaipur, nineteenth eentury.
Dimensions, .121 X .091 m. Ross-Coomarswamy Collection,

DXXIX
17.2946. Portrait of a man seated, with orange turban.
Rijasthin!, Jaipur, nineteenth century.
Dimensions, .083 X .18% m. Roess-Coomaraswamy Colleetion.

DXXX
17.2947. Portrait of o man seated. Reverse with porirait head.

RAjasthini, eighteenth century.
Dimensions, 077 X .203 m. Hoss-Coomaraswamy Coflection.

DXXXI
17.2048. Four portraits of one individual and one of another,
Rijasthani, Jaipur, carly nineteenth century.
Dimensions, .158 X .104 m. Rosz-Coomurnswamy Collection.
Prate CXIX.

DXXXII
17.2949. Porirait of a man standing. Brush outline,
R#jasthani, Jaipur, early nineteenth century.
Dimensions, .120 X .177 m. Ros-Coomaraswamy Colleetion.

DXXXIII
17.2960. Portrait of a man kneeling.  Pouneing, the hewed and {urban eolored.
Jaipur, early ninetecnth century.
Dimensions, .090 X .140 m. Ross-Coomaraswamy (‘ollection.
DXXXIV
172862, Porirait of a youth seated, partly colored.

Rajasthani, cighteenth century.
Dimensions, .091 X .062m. Ross-Coomaraswamy Colleetion,
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DXXXV

17.2868. Portrait of 8 youth with three keys: fine brush outline, incomplete, over
thick white priming.

Rajasthani, Jaipur, nineteenth eentury.

Dimensions, .083 X .140 m. Ross-Coomaraswamy Collection.

DXXXVI
17.20064. Portrait of & man standing.

Réjasthiini, cighteenth or early nineteenth century.
Dimensions, .069 X 110 m. Ross-Coomaraswamy Collection.

DXXXVII

17.2868. Portrait of a child.
Rajasthiini, Jaipur, cighteenth or nineteenth century.
Dimensions, .073 X .098 m. Rose-Coomaraswamy Collection.

DXXXVIHI

17.9967. A man standing.
Dimensions, .087 X .165 m. Ross-Coomaraswamy Collection.

DXXXIX
17.2961. Porirsit of & man kneeling, with dagger (ke{@ra} in belt, Tracing on skin,
Rajasthanl, Jaipur, nincteenth century.
Dimensions, 072 X 115 m. Ross-Coomaraswamy Collection.

Superscribed with name in Nigari characters, The picture is mounted back to front
reversing the lettering, which is not, however, legible even in a mirror.

DXL
17.29684. Portrait of a stout man with a staff.
Rajasthdn!, Jaipur, nineteenth century,
Dimensions, .112 X .176 m. Ross-Coomaraswamy Collection.
Probably copied from & Mughal work.
DXI11
17.2087. Portrait of a man standing.

Rijasthanl, Jaipur, nineteenth century.
Dimensions, .083 x .155 m. Ross-Coomaraswamy Collection.
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DXL
17.2068. Portrait, probably of a Gujarti merchant. Brush outline heightened with
gold.
Rajasthiint, Jaipur, nineteenth century.
Dimensions, .108 X .146 m. Ross-Coomaraswamy Collection.
Costume: dhofi, chapkan, dupaitd, kamarband, paga.

DXLIIT
172069, Portrait of a man gesticulating. Partly eolored.
Rijasthan, Jaipur, nineteenth century,
Dimensions, .084 X .131 m. Ross-Coomaraswamy Collection,

DXLIV
17.2871. Portrait of 2 man standing: redrawn in fine brush outline over white
priming.
Rajasthand, Jaipur, eighteenth or nineteenth century.
Dimensions, 083 X .145m. Ross-Coomaraswamy (ollection.

DXLV
17.2072. Portrait of & man seated among cushions, stnoking.

Rijasthanl, Jaipur, eighteenth eentury.
Dimensions, .051 X .083 m. Roes-C'oomaraswamy Collection.
DXLVI
17.2876. Portrait of a youth with s shield, seated. Reverse with porirait of o man.
Delicate brush outline.

REjasthanl, Jaipur, eighteenth or nincteenth century.
Dimensions, .119 X .150 m. Ross-(‘oomaraswamy Collection,

DXLYII
17.29T7. Portrait of a young prinee, with sword and flower. Delicate brush drawing
over thick white priming.
Rajasthani, early eighteenth (?) century.
Dimensions, .132 X .160 m. Ross-Coomaraswamy Collection,

Prare CXVIII
DXLVIII
17.2978. Porirait of & man with a bird eage (?). Fine brush outline over while
priming,

Rajasthani, Jaipur, nineteenth century.
Dimensions, .108 X .155 m. Ross-Coomaraswamy Collection,
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DXLIX
17.2081. Portrait of a man. Brush outline.
Jaipur, Rajasthani, nineteenth century.
Dimensions, .117 X .164 m. Ross-Coomaraswamy Colleetion,

DL
17.2083. Portrait of & young man, OQutline brush drawing, with celored turban.
Rajasthini, Jaipur, nincteenth ecntury.
Dimenrions, .072 X .146 m. Ross-Coomaraswamy Collection,

DLI

17.2984. Portrsit of a man with a rosary. Brush outline.
Rijasthani, Jaipur, aincteenth century.
DYimensions, .095 X .158 m. Ross-Coomaraswamy Collection.

DLII
17.2885. Portrait of o man, brush outline with colored turban. A pouncing, partly

drawn in.
Rajasthani, Jaipur, nincteenth century,
Dimensions, .084 X 166 m. Rors-Coomaraswamy Coliection,

DLIIT
17.2987, Portraif of a man with & wizened face, seated.
Rijasthani, Jaipur, nineteenth century. Ross-('oomaraswamy Collection.
Superseribed and inseribed reverse in Napar characters.
DLIV
17.29688. Portrait of 2 man standing, with bow and arrow. Brush outline, partly

colored.
Rijasthini, Jaipur, nineteenth century.
1Yimensions, 061 X .127 m. Roxs-Ceomaraswamy Collection.

DLY
17.2989. Porirait of a mrn standing. Brush outline with some color.
Rijasthini, Juipur, ninetcenth century.,
Dimensions, .115 X 176 m. Ross-Coomaraswamy Colleetion,
DLV]I
17.289%. Portrait of a man sealed with sword and shield: colored.
Rajasthani, Jaipur, cighteenth or nineteenth century,

Dimensions, .002 X 114 m. Roes-Coomaraswamy Collection.
Practically o duplicate of No. DII (M. F. A, 17.2044).
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DLVII
17.2003. Equestrian portrait of man with a lance, the Jance pointed at each end.
Réajasthan, early nineteenth century.
Dimengions, .254 X .175 m. Ross-Coomarpswamy Collection.

DLVIII
17.2904. Equestrian portrait.
Riijasthdnd, Jaipur, nineteenth century.
Dimensions, .140 X .175 m. Ross-Coomaraswamy Collection,

DLIX

17.2086. Three musiciane seated, one with tambure, one clapping, one with drum.
Pahirl, nineteenth century.
Dimensions, .165 X .113 m. Ross-Coomaraswamy Collection.

DLX

172897, Three musicians, the central figure with a fambura, singing,
Rijasthiini, early nineteenth century.

Dimensions, .155 X .095 m. Ross-Coomaraswamy Colleetion,
Reproduced, Indion Drowings 1.

DLXI

17.2998. Portraits of three courtiers standing side by side.
Jaipur, eighteenth or nineteenth century.
Dimensions, .153 X .127 m. Ress-(‘oomaraswamy Colleetion.

DLXII

17.3000. Portrait of a man sealed, with sword, bow and arrows, and rifle. Reverse
with same in outline.

Rajasthani, Jaipur, nineteenth century,

Dimensions, .144 X .206 m. Ross-Coomaraswamy Collection,

On European paper. Perhaps from Bundi or Udaipur.

DLXII

17.3001. Two tracings, portraits of seated men, on one sheet; tracing on skin, per-
haps from phetographs.

Rajasthini, Jaipur, nineteenth or twenticth century.

Dimensions, .180 X 120 m. Ross-Coomaraswamy Collection,

Bee Indian Drawings 11, p. 28.
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DLXIV
17.3002. Portrait of & man standing,
Rijasthéni, Jaipur, nineteenth century.
Dimensions, .090 X 148 m. Ross-Coomaraswamy Coilection.

DLXV

17.3004. Portrait of a man standing: brush outline. Also pricked with another
portrait for use as steneil.

Rajasthant, Jaipur, nineteenth century.

Dimensions, .146 % .225m. Ross-Coomaraswamy Collection,

DLXVI

17.3006. Portrait of 2 man standing, holding a letter.
Rijasthinl, Jaipur, nineteenth century,

Dimensions, .066 % .142m. Ross-Coomaraswamy Collection.
Superseribed in Nagar? characters, apparently Kdanerdm-ft.

DLXVII

17.3008. Portrait of a prince.
Jaipur, pinetecnth century.
Dimensions, .074 X .118 m. Ross-Coomsraswamy (‘ollection,

DLXVIII
17.3007. Portrait of a stout man gtanding. Delicate brush outline over white prim-
ing.
Rijasthant, Jaipur, nineteenth century,
Dimensions, 096 X .144 m. Ross-Coomaraswamy Collection,

DLXIX

17.3009. Fourteen men on horseback.
Rajasthani, Jaipur, eighteenth or nineteenth century.
Dimensions, .189 X .143 m. Ross-Coomaraswamy Cellection.

DLXX

17.3012. Portrait of o seribe, seated.

Raijasthini, Jaipur, nineteenth century.

Dimensions, .080 X .092m. Ross-Coomaraswamy Collection.

Inecribed reverse in Nagari characters with name, M¢d(n) Ramandrayana.
Les2]



RAJPUT PAINTINGS

DLXXTI
17.3013. Portraits of a man: algo a mdnan, and a seated figure, on two picees, origi-
nally part of one sheet.
Rajasthant, Jaipur, eighteenth century,
Dimensions, .2 X .11 m, and .2 X .073 m. Ross-Coomaraswamy Collection.

DLXXII
17.3014. A man, perhaps a scribe or artist, seated on n cawh?. Tracing on European
paper, pricked for use as a stencil.
Rijasthini, Jaipur, twentieth century.
Dimensions, .172 X .104 m. Roess-Cocmaraswamy Collection,

DLXXIII
17.3016. Head of a man: brush sketch.
Rijasthéini, Jaipur, nineteenth century.
Dimensions, .09 X .13m. Rose-Coomaraswamy Collection.

DLXXIV
17.30168. Portrait of a an wearing a dhof? and a flowered cddar.
Rajasthiani, nineteenth century.
Dimensions, .072 % .13% m. Ross-Coomaraswamy Colleetion,

DLXXYV
17.3017. Portrait of a man seated: brush outline over white priming, heightened
with yellow for gold.
Rajasthini, Jaipur, eighteenth to nincteenth eentury.
Dimensions, .097 X 161 m. Ros--(‘oomaraswamy (‘ollection.
Tngeribed reverse in Niigarl characters: Bhata Kayd Avmbar datel ka gure,

DLXXV]
17.3018. Sketches on paper. A servant placing chareoal in the cup of 8 hulha, and
a portrait of the same individual, full face. Also a womun and child riding on o hear, and
the compound letter Sr{ in N5gari eharacters.
RajasthanT, Jaipur, eighteenth century.
Dimensions, .086 X .126 m. Ross-Coomaraswamy Collection.

DLXXVH
17.3020. Portrait of 2 man standing. Tracing on skin,

Raijasthant, Jaipur, nincteenth cenfury.
Dimensions, .148 X 083 m. Ross-Coomaraswamy Collection.
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DLXXVIIL

17.3022. Portrait of 2 man standing, with two other busts and two heads on same
sheet. Tracing on skin.

Rajasthani, Jaipur, nineteenth century.

Dimenstons, .125 X .148 m. Roes-Coomaraswamy Collection.

DLXXIX

17.3028. Portrait of & man etanding. Tracing on skin,

Rajasthani, Jaipur, nineteenth century.

Dimensions, .090 X .147 m. Ross-Coomaraswamy Collection.

Tdentical with the seated figure in No. DLXXXT (M. F. A.17.3026), by the same hand.

The name superseribed in Persian characters. The name is the same in both cases,
but I cannot decipher it.

DLXXX

17.3024, Portrait of & man seated. Tracing on skin.

Rajasthiini, Jaipur, nineteenth century.

Dimensions, .067 X .089 m. Ross-Coomaraswamy Collection.

DLXXXI

17.3025. Official standing with a letter, and a prince seated reading a letter, Trac-
ing on skin.

Rijasthini, Jaipur, nineteenth century.

Dimensiong, .121 X .115m. Roms-Coomaraswamy Collection.

Names inseribed in Persian characterr, standing figure Lal Har Nardin; seated figure,

illegible.
Cf. Nos, D and DLXXIX (M. F. A. 17.2929 and 17.3023}, probably by the same hand.

DLXXXII
1T7.3026, Portrait of a man seated smoking. Tracing on skin.

Rijasthani, Jaipur, nineteenth century.
Dimensions, .091 X .108 m. Ross-Coomaraswamy Collection.

DLXXXTII
17.3027. Portrait of a man standing. Tracing, from an older Mughal origiral, on
Europran Lissue paper.
Rajasthint, Jaipur, twentieth century.

Dimensions, .104 % .124 m. Ross-Coomaraswamy Collection.
Inscribed reverse in Nigarl characters with the name Kirala Siha-ji RGj6 Kamda kd.
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DLXXX]1YV
17.3028, Man on & running elephant. Tracing on European tissue paper.

Rajasthini, Jaipur, twentieth century.
Dimeneions, .274 X 210 m. Ross-Coomaraswamy Collection,

DLXXXY

17.2606. Portrait of a man seated smoking: also the hukka, drawn separately.,
Dimensions, .156 X .18 m. Ross-C'oomaraswamy Collection.

DLXXXVI
17.3047. Portrait of a woman seated. Fine brush outline redrawn over white prim-
ing: partly colored.

Rajasthani, Jaipur, late eighteenth contury.
Dimengiong, .088 X .106 m. Ross-Coonmaraswamy Colleetion.

2, Paniyl. Jamio*
DLXXXVII
17.2769. Portrait of a hill riijd, in & white flowered coat and plumed turban, with &
polo stick.
Pahiyi, Jamd, seventeenth century.

Dimensions, .140 X .209 m. Ross-(‘oomaraswamy (ollection,
Prave CXXL

DLNXXVIH

17.2780. Portrait of Raji Hataf Bandril, scated, with sword in hand.

Pafijab, eightecnth century,

Dimensions, 1.145 X 208 m. Ross-Coomaraswamy Colleetion.

Reproduced, (., R. P., Pl. xxxiva and p. 20.

I have not been able to identify this rijd. As suggested in ., K. £, p. 20, he may
have been one of the (Musalmiin) rulers of Behandrilta whose capital was at RasOlgash,
later Ramnagar, near Gujranvilf in the Paijdb., The portrait exhibits the hackward
sloping forehead characteristic of muny of the Jami and Cambi portraits, and the
elegance of costume affected by the hill rijis. 1t is only in Pahiirl portraits of this type
that we find fresh flowers worn in the turban — a custom still prevailing in Kuju.

Prate CXXI

* Only those in Jumi style are included here.  Other and numed Jumt rijis, in Katgph or Siki
style are listed below.
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DLXXXIX
17.2761. Portrait of & hill r&ja.
Jami, seventeenth to eighteenth century.
Dimensions, .175 X .178 m. Ross-Coomarsswamy Collection.

DXC

17.2762. Portrait of a riija, seated on an embroidered carpet on & dart, smoking from
a round porcelain hukka; attendant with peacock fly-whisk. Strong color.

Pahayi, Jami, late seventeenth century.

Dimensiong, .227 X .189 m. Ross-Coomaraswamy Collection.

Prame CXXIIL.

8. Paminl: KivgRi; AND PaKIAB*

Jamal Rajds
DXCI

156.65. Portrait of Sucet Singh of Jama, seated on a terrace, in & garden, with one
attendant, addressing an official. Fully colored, with pink border.

Pahipt, Kangrd (Sikh). Dated Saravat 1806 = 4.p. 1838,

Dimensions, .124 X 290 m. Ross Collection.

Inseription in provincial Nigari characters approaching Takrl, apparently reading:

Jasmydla rdja sru cel stha The cTira najer KU ralere préige sam(vat) 1896 hdpra 8.

“This picture of 817 Cet Singh, R&ja of Jami, was offered as Nazar by the painter
(or, made by the painter Nazarkit) in Safavat 1896.”

Prame CXXIIL

DXC(CII

16.58. Equestrian portrait of two 8ikh princes of Jami.

Pahsyi, late nineteenth century.

Dinensions, .155 X .21 m. Ross Collection.

Inscription at back in Persian characters:
Shabih Malk Mundg Bam Dhydn Singh-fi Ramakali Bazar and
Rija Hira Singh-ju Jamudln.

DXCIII

37.2720. Portrait of Jet Singh, seated. Partly colored.

Puhiri, twentieth century.

Dimensions, .195 X 218 m. Ross-Coomaraswamy Collection.

* Jumt portraits in Kangrd or Sikh style are included here. The Sikh atyle, of Pahart origin,
probably developed in the Pafijiib at the eud of the eighteenth century, and spread over the hills
after 1824, soc Iutroduetion, p. 17.
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Inseribed reverse in Nagari characters:
Jet Stha Jamu natale ka Gujara.
Probebly Raja Jit Singh of Jamd, ace. ea. 1796, A Jit Singh of Camba, 1704- 1808
is also known.
DXCIV
17.2724. Portrait of Abhaya Rajl Singh of Jama.
Paharl, Jami, early nineteenth century.
Dimengions, .157 X .241 m. Ross-Coomaraswamy Collection.
Inscription in Takrl characters:
8+1 Abhe Raja Singh. Jamodla.
DXCY
Katoch Rajas of Kaigra'
17.2388. Portrait, probably Rija SBamsar (and of Kangri, see No. DXCVI, below,
Pahiri, Kiingra, eighteenth to nineteenth century.

Dimensions, .146 X .168 m. Roes-Coomaraswamy (Colleetion,
f. Nos. DXCVI, DXCVII (M, F. A. 17.2702, 17.2739).
DXCV]

17.2702. Raji Samsir Cand Katoch of Kingri. Seated on a painted stool of
Sikh type.

Pabapi, Kadgri, Sikh style, late eighteenth century.

Dimensions, .159 X .218 m. Ross-Coomaraswamy Collection.

Raja Bamsir ('and Katoch (Griffin, Rajids of the Panjab, p. 582) wos a powerful
hill chieftain who invaded Mandi in 1770 and kept the Raja of Mamdi prisoner in Kingra
for twelve vears: he was a constant patron of painters of the Pahipd school commonly
called of the Kingri school, from the name of the leading Pafijib Paldind state.  Moor-
croft (Trarcls, London, 1841, vol. I, p. 145) remarks: " Sansiir (hand is fond of drawing
and has many artists in his employ; he has a large colleetion of pictures.”  See also In-
troduction, supra, pp. 9 fI.

No. pxtut in the Bhuri Ringh Museum, (‘hambi, is stated to be a good porirait of the
Raja (Vogel,J. Ph., Catalogue of the Bhuri Singh Museum ed Chawdr, (aleutta, 1008, p.30).
The Ry was deseribed by Moorcroft (lor. cit., p. 126) as o tall, well-formed man of dark
complexion, but fine and expressive features. e reipned for some forty-live years and ilied
in 1824. His son Anirudh (‘and Katoch was the last ruling Raja of Kingra {1824 1825),
In the latter year the Pafijab Sikh Ranjit Singh annexed Kangra, and from this time to the
end of the century may be dated most of the Pahiirl paintings in Sikb style,  Anotber
portrait is reproduced in Uifalvy, Aus dem westhchen Himaluga, Leipzig, 1884, fig. 29.

Prate CXXIIL

1 For other Kagoch rijis see Nos. DCT and DCTY,
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DXCVIIL

17.2739. Portrait, perhaps R&ja Sarhsira Cand of Kanhgré.
Paha7l, eighteenth o nineteenth century.
Dimengions, .192 X .171 m. Ross-Coomaraswamy Collection.

DXCVIII

26.5630. SrT Rée Teg Cand and 8t Réja Ghamand Cand seated conversing, the latter
smoking, 8 hawk between them. Pale colors. The names as above inseribed in Nagarl
characters.

Pahi;i, Kingrd, late eighteenth century.

Dimensions, .183 X 256 m. Gift of Ananda K. Coomaraswamy.

Ghamand Cand Katoch of Kafgri, was made governor of the Jalandhar Doib by
Ahmad Shah Durini in 1758, and in 1770 he became tributary to the Sikhs (Kahgra
Gazetteer 1904, p. 33 and Vogel, J. Ph., Cat. Bhuri Singh Museum, Chamba, 1909, p. 29,
referring to another portrait of Ghamang Cand).

Rajas of Sukel, Guler, Mondi, Patyala, efc.
DXCIX

17.2707. Portrsit of 11 Réja Govardhen Cand. Fully colored, with narrow black
border.

Pahiir, early nineteenth century.

Dimensions, .134¢ X .180 m. Ross-Coomaraswamy Collection.

Reverse with name inseribed in Nigari characters.

DC

16.69. Equestrian portrait of Raji Balblr Singh.
Pahifi, Bikh, late nineteenth century.
Dimensions, .152 X 235 m. Ross C'ollection.
The name a8 above subscribed in Persian characters. Perhaps Rejz Bir Singh, the last
ruling Riiji of Ntrpur.
DCI
17.2700. Portrait of Raja Prakas Cand of Guler, The riji seated on an embroid-
ered carpet, smoking, with attendant with fly-whisk,
Pahiil, Guler, in Sikh style, late eighteenth century.
Dimensions, .147 X .190 m. Ross-Coomaraswamy Collection.
Inscribed verso, in neat, Nigari characters: 57 Raja Prakas Cand Gulere.
One of the Katoch rajis of Guler, one of the emaller Rijput hill states not far from
RKangri. He was in friendly alliance with Raja SBarhsir Cand of Kangra in 1780.
Prate CXXIIL
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DCII

17.2709. Rija Vikrama Sens of Sukbet: in a white robe, smoking hukke, with a
servant.
Pahiirl, nineteenth century.
Dimensions, .191 X .233 m. Ross-Coomaraswamy C'ollection.
Ingcription in Nagar! characters: Sukhetau Raja Vikrame Scna.
Another portrait is in the Bhiri Singh Museum, Camba {Cat. No. pxvi).

DCII

172721, Portrait of Mahariija Sitha Saina of Mandi.

Pahapt, about 1900.

Dimensione, .168 X .216 m. Ross-Coomaruswamy Collection.
Text of inscription: Sri Mardjd Srt Sitha Saina Maln]diyddd.
Same hand and paper ags No. DCIV (M, F, A. 17.2722).

DCIV

17.2722. Portrait of Gopila Singh of Guler.

Pahayt, about 1800,

Dimengions, .166 X .210m. Ross-Coomaruswamy Collection.

Inscription at back: Sri Midm Gopala Siegh Gulerada.

Same hand and paper as No. DCIII {M. F. A. 17.2721).

DCV

17.2728. Portrait of Sri Amar Singh of Patyila. Seated with bow and arrow.
Partly colored.

Pahiyi, nineteenth century.

Dimensions, .164 X .256 m. Ross-Coomnraswamy (ellection.

Superscribed in Nigarl characters:

Sri Amar Silhlgh Raja Pafyileda.

Probably a copy of an older picture of the Amar Singh who ruled in Patyala 1765
1781 and made Patyfla the most powerful stale between the Jumna and the Buatlaj,
See Lepel Griffin, Rajas of the Panjab, 1873,

DCvl

17.2621. Portrait of a young man, kneeling with a shicld (qghdl).

Pahiyi, Katgra, late eighteenth century.

Dimensions, .064 X .077 m. Ross-(oomaraswamy Colleetion,

Reproduced Indian Drawings 1, PL. x111.
Prate CXXIL
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DCvVI

17.2699. Equestrian portrait of a Bikh. Color names inscribed and indicated by
touches of color.

Pahijl, nineteenth century.

Dimensions, .210 X 2756 m. Ross-Coomaraswamy Collection.

DCVIII

17.2701. Portrait of & young man, armed. Partly colored.
Pahiiri, Sikh style, nineteenth century.
Dimensions, .159 X .275 m. Ross-Coomarsswamy Collection.

DCIX

17.2703. Portrait of a man, seated, smoking. Over white priming: partly eolored.
Pzhiyi, nineteenth century.

Dimensions, .093 X .120m. Ross-Coomaraswamy Collection.

Inseribed in Nagari characters: Magukampe ho.

DCX
17.2704. Portrait of a Sikh soldier with sword and shield.
Pahayt, Sikh, nineteenth century.
Dimensions, .086 X .113 m. Ross-Coomaraswamy Collection.

DCXI
17.2705, a and b. Twe portraits of the same individual, by the same hand. Red
shaw] and turban.

Pahari, about 1900,
Dimensions, .053 X .079 m. and .083 X .118 m. Roes-Coomaraswamy Collection.

DCXII

17.2708. Portrait of a man seated, with red turban and scarf.
Pahiiyi, nineteenth century.
Dimensions, .105 X .153 m. Ross-Coomaraswamy Collection.

DCXIII
17.2708. Assembly of Sikhs.
Panjab or Pahiyi, nineteenth century.
Dimensions, .215 X 285 m. Ross-Coomaraswamy Collection.
Reproduced, C.,R. P., Pl. LxXVI.
PraTe CXXIV,
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DCXIV
17.2710. Portrait of & bearded man seated on a bed, smoking,
Pahiri, Sikh, nineteenth century.
Dimensions, .143 X .125 m. Ross-C'oomaraswamy Collection.

DCXV
17.2711. Portrait of a man seated: another at back. Partly colored.
Padijab or Pahdri, Sikh, twentieth century.
Dimensions, .118 X .134 m. Ross-Coomaraswamy Collection.
DCXYVI
17.2712. Portrait of a man standing.

Pahip, about 1900.
Dimensions, .07¢ X .120 m. Ross-Coomaraswamy Collection.

DCXVII
17.2713. Portrait of a man seated, partly colored.

Panjab or Pahari, Rikh, late nincteenth or twenticth century.
Dimersions, .082 X .120 m. Ross-('nomaraswamy Collection.

DCXVIII
17.2714. Portrait of a Sikh, perhaps Mahiraja Rafjit Singh seated, in slate grey
robe, with a sword.
Pafijib, Sikh, late nineteenth century.
Dimensions, 111 X 135 m. Hoess-Coomaraswamy {olleetion.
Prate CXXYV,
DCXIX
17.2716. Portrait of a Rikh riiji, scated: white robe and red trousers,
Paiijab or Pahiiri, nineteenth contury.
Dimensions, .115 X .151 m. Ross-Coomaraswamy Collection.
Prare CXXIIL
DCXX
17.2718. Portrait of & man scated, in a yellow shawl.
Arnritsar, late nineteenth century.
Dimensions, .080 X .115 m. Ross-(Coomuraswamy (‘ollection,

DCXXI
17.2717. Portrait head of a man, in a yellow turban: over white priming.

Paharl, nineteenth century.
Dimensions, 046 X 065 m. Ross-Coomaraswamy (‘ollection.
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DCXXII
17.2718. Portrait of a young man; partly eolared.
Pahaji, late nineteenth century.
Dimensions, .184 X .122 m. Ross-Coomaraswamy Collection.

DCXXIIT
17.2719. Portrait of & man (Amar Singh) seated, smoking.
Pzhiyi, late nineteenth century.
Dimensions, .165 X .215m. Ross-Coomaraswamy Collection.
The name superscribed in Persian characters.

DCXX1IV

17.2728. Portrait of a man seated, smoking, a panel in his hand: perhaps a painter.
Partly colored. The name subseribed in Camba Takri characters.

Pahiirl, early nineteenth century.

Dimensions, .121 X 202 m. Ross-Coomaraswamy Collection.

The Takri text apparently: Mauku calarevala uramda.

Caiarevale probably = picture maker.
Reverse with Hindi text in Nagari characters (unconnected with the drawing).

DCXXY
17.2726. Portrait of a Pahari Riji, not identified. Seated, with red turban. Partly
colored.
Pahiri, nineteenth century.
Dimensions, .122 X .162 m. Ross-Coomaraswamy Collection.

DCXXVI
17.2787. Portrait of Srf Rajs Raji Sinha. Partly colored.

Pahari, about 1900.
Dimensions, .141 X 199 m. Roess-Coomaraswamy Collection.

DCXXVII
17.2780. Equestrian portrait, red outline and wash.

Pahiyi, late nineteenth century.
Dimensions, .198 X 260 m. Ross-(Coomaraswamy Collection.

DCXXVIII
17.2781. Portrait of a Sikh prince, seated, with a large cushion. Varnished.
Late eighteenth century.
Dimensions, .108 X .138 m. Ross-Coomaraswamy Collection.
Prate CXXV.
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DCXXIX
17.2732. Portrait of a youth. Incomplete and damaged.
Pafijib, nineteenth century.
Dimensions, .003 X .141 m. Ross-C'oomaraswamy Collection.

DCXXX
17.2783. Prince, perhape a riji of Pukhet (¢f. No. IICID) seated on earpet, ad-
dressing a military officer: two attendants. All on a striped dori.
Pahari, early nineteenth century.
Dimensions, .260 X .172m. Ross-Coomaraswamy (oliection.
Prate CXXV.
DCXXXNI
17.2734. [Equestrian portrait of a hill Raji, perhaps of Sukhet; predominant colors
blue and white. The raja with a bow, two servants with arrows.
Pahigi, late eighteenth century.
Dimensions, .201 X .240 m. Ross-Coomaraswamy Collection.

DCXXXII
17.2735. Two bearded men (Sikhs), seated on a deri, one with a book. Pale salmon
and blue.
Amritear, twentieth century.
Dimensions, .185 X .148 m. Ross-Coomaraswamy Collection.
Same hand as No. DCXXXIIT (M. F. A. 17.2736).

DCXXXIIT
17.2786. Two men {(pandits} seated on o dari, one with a book. Pale salmon and

purple.
Amritsar, twentieth century.
Dimensions, .I87 ¥ .144 m. Ross-C'oomaraswamy Collection.
Same hand as No. DCXXXII (M. F. A, 17.2735).

DCXXXIV

17.2787. Portrait of a man, seated.

Panjib, Amritaar, twentieth century,

Dimensicns, .159 X .221 m. Ross-Coomaraswamy Collection,
DCXXXYV

17.2738, Portrait of a prinee, seated, smoking.

Pahayl, late nineteenth century.
Dimensions, .144 X .145 m. Rose-Coomaraswamy Colleetion.
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DCXXXVI

17.2740. Prince seated in balcony on dari. Wash sketch in pale colors.
Pahzfd, nineteenth century.
Dimensions, .178 X 208 m. Ross-Coomaraswamy Collection.

DCXXXVII

17.2741, A man seated. Black outline and wash.
Pafijab or Pah&yi, late nineteenth century.
Dimengions, .081 X 031 m, Roes-Coomaraswamy Collection.

DCXXXVIII

17.2742. Faqir seated on striped dari: with pointed cap, arm rest and roeary.
Amritear, twentieth century.
Dimensiong, .217 X 259 m. Ross-Coomaraswamy Collection.

DCXXXIX

17.2808. Portrait of a poet, seated with writing materials, on a terrace. Copy.
Pahari, late nineteenth century.
Dimensions, .170 X 256 m. Ross-Coomaraswamy Collection.

DCXL

17.8082. Sikh guru conversing with a prince (both aureoled): the prince’s son beside
him, and two atfendants, one attendant to right, two doorkeepers. Interior of a building,
perhaps the Golden Temple at Amritsar.

Paiijab, Bikh, late nineteenth century.

Dimensions, .27 X .262 m. Ross-Coomaraswamy Collection.

Color names inscribed:

sargrapha; supedd, saped nemu; nerd; gordk, gord, soli; bhagaya; lala; samdhur,
badami; surebhi; savaj, sof; sasani; and others illegible.

DCXLI

172698. Darbar of a prince; many figures, and group of musicians in lower lefi-
hand corner. Brush outline apparently over transfer.

Pafijib, nineteenth century.

Dimensions, 308 X .257 m. Ross-Coomaraswamy Collection.
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4, Patxa

DCXLII

17.2821. Kablr, weaving, seated under trees at the door of his hut, with two com-
panions.

Patna, nineteenth century.

Dimensions, .178 X .236 m. Ross-Coomaragwamy Collection.

The traditional likeness.

I. Desiey
1. RasaeTeiNi

DCXLIH
17.2837. Design of lihgams, each with a leaf. Gold and silver on lemon-yellow
ground. Part of a picture border.
Rajasthant, Jaipur, seventeenth or cighteenth century.

Dimenstons, 066 X .180 m. Ross-Coomarasswamy Collection,
Prate CXXVIL

DCXLIV
17.3019. Repeating pattern, pricked for use as 8 steneil and partly outlined.
Raijasthani, Jaipur, nineteenth century.
Dimensions, .071 X .272m. Ross-Coomaraswamy Collection.

DCXLY
17.3070. Repeating pattern, partly colored, and pricked for use as a steneil.
Rijasthani, Jaipur, nineteenth century.
Dimensions, .070 X .133 m. Ross-('oomarnswamy Collection.

DCXLV]
17.3071. Two colored designs on one sheet, for an enamelled finkie mouth piece,
and a spoon, Pricked for use as a steneil,
Rajasthin!, Jaipur, eighteenth to nineteenth eentury.
Dimensiong, .185 X .088 m, Ross-Coomaraswamy Colleetion.

DCXLVII
17.3072. Decorated paper {picture horder}, gold flowers on purple ground.
Rijagthan], Jaipur.
Dimensions, 070 3 .145 m. Ross-Coomaraswamy Colleetion.
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DCXLVIII
17.3078. Border, pricked and used as a stencil.
Rajasthant, Jaipur, nineteenth eentury.
Dimensions, .198 X .088 m. Ross-Coomaraswamy Collection.

DCXLIX
17.3074. Design with border, pricked and used as & stencil.
Rajasthini, Jaipur, nineteenth century.
Dimensions, .270 x .053 m. Ross-Coomaraswamy Collection.
Bee No. DCL in this Catalogue (M. F. A. 17.3076, & colored drawing from this stencil).

DCL
17.3076. Design with border, colored.
Rajasthinl, Jaipur, nincteenth century.

Dimensions, ,164 x .138 m. Ross-Coomaraswamy Collection.
Colored version from the stencil No. DCXLIX in this Catalogue (M, F, A. 17.3074).

DCLX

17.3076. Large repeating floral border, pricked and used as a stencil,
Rajasthanl, Jaipur, nineteenth century.
Dimenstons, 405 X .133 m. Ross-Coomaraswamy Collection,

DCLII
17.3077. Repeating design (floral trellis), brush outline over pricked design, for uee
aapteneil.
Rijasthin], Jaipur, nincteenth century.
Dimenesions, .115 X .106 m. Ross-Coomaraswamy Collection.

DCLI1I

17.3079. Design with border, colored.
Rajasthani, Jaipur, nineteenth century.
Dimensiong, .080 x .146 m. Ross-Coomaraswamy Collection.

DCLIV

25.631. Design, in concentric groups, respectively representing four lecpards, nine
deer {black buck), three jackals or foxes, and a rabbit. The nine deer have but one head
to each group of three, and the two horns of each head serve also as one horn of the other
heads, so that three horns only are shown, forming a triangle, enclosing the rabbit.

Rijasthinl, eighteenth century.

Dimensions, .24 X .192m. Gift of Ananda K. Coomarsswamy.

Prare CXXIX.
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DCLYV

26.50. Degign of four deer with a single head common to all, embraced in the coils of
& single enake, which is biting one of the deer.

Rajasthant, late nineteenth century.

Dimensions, .187 X 142 m. Gift of Dr. Ananda K. Coomaraswany.

This drawing, with No. DCLIV, belongs to a very interesting group of designs in which
two, three, four or more animals are provided with but one common head, the design
being 80 planned that each head appropriately fits either of the bodies to which it is
attached. Designs of this type, probably of western asiatic origin, range geographieally
from Greeee through Persia, northem and southern India, to Ceylon, and in time from
the sixth century B.c. to the twentieth century A.p. (Coomaraswamy, A. K., Some ancient
elements in Indian decoratrre Art. Ostasintische Zeitschrift, II, 1013 1914, p. 383), A
good example of the design of four deer oceurs at Ajanta, Cave 1, as a decorative relief on
a capital, others in South Indian art of the eighteenth and nineteenth eenturics. These
lions with one head appear on a railing pillar of Sutiga age at Garhwi (Cunningham, A. 8.
Reports, vol. X, pl. V). A Persian drawing representing four lions with one head is
reproduced in Martin, F. R., Mimature Painting and Panters of Persia, India, and
Turkey, 1912, pl. 164. Anocther of four horses in Sarre und Mittwoch, Zewhnungen von
Riza Abbasi, 1914, pl. 11, Other examples, including the most remarkable parallefs, are
given in my paper cited above.

Prate CXXIX.

2. Pananl
DCLV]
17.2880. Designs for embroidery. Obverse, Krpna and two gopis, trees and birds,

Reverse, floral medallion.
Dimensions, 44 X 478 m. Ross-Coomaraswary Collection,

DCLVII
172638, Four decorative panels, branches, flowers, nnd birds: on pink hackground
covered with horizontal dashes. Cut from the mount of a Kangra painting.
Pahipl, Kangra, late eightcenth century.
Dimensions, .169 X .174 m, aud .183 X .208 m. Ross-Coomaraswamy (ollection,
Prate CXXVL

3. Pafiis
DCLVIIL
17.2631. Border, with iris motif. Pricked for use as a stencil.

Panjib, nineteenth century.
Dimensions, .206 X .077m. Ross-Coomaraswamy Collection.
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DCLIX
17.2632. Four designs in red, perhaps for jewellery or metal work.
Obtained in Lahore; nineteenth century.
Dimensions, .114 X .118 m. Roes-Coomaraswamy Collection.

DCLX

17.9833. Arabeaque, for architecture or embroidery.
Obtained in Lahore; nineteenth century.
Dimensions, .155 X .103 m. Ross-Coomaraswamy Collection.

DCLXI

17.2634. Border.
Obtained in Lahore; nineteenth century.
Dimensions, .023 x .128m. Ross-Coomaraswamy Collection.

DCLXII
17.2686. Copy of Japanese lacquer floral pattern. Sealloped outline.
Obtained in Lahore; nineteenth century.
Dimensions, .230 X .088 m. Rose-Coomaraswamy Collection.
Cf. No. DCLXXYV in this Catalogue.

DCLXIII
17.2636. Design.
Panjab, Lahore, nineteenth century.
Dimensions, .127 X .220 m. Ross-Coomaraswamy Collection,

DCLXIV
17.2689, Design for a cotton print, in blue and pink. Perhaps from a wooden block.
Paiijib, nineteenth century.
Dimensions, .186 X .046 m. Roas-Coomaraswamy Collection.
DCLXYV
17.2640. Two designs, perhaps for inlaid jade sword or dagger handles.

Pafijib, eighteenth century.
Dimensions, .106 X .223 m. Ross-Coomaraswamy Collection.

DCLXYVI

17.2641. Ferrule and shoe of a scabbard, designs in yellow,
Dimensions, .197 X .294 m. Rose-Coomaraswamy Collection.
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DCLXVII
17.2642, Designs for metal vessels: two dishes, a ewer and a Aukka base. Red brush
outline over tracing transfer,
Dimensions, .247 X .31 m. Ross-Coomaraswamy Collection,

DCLXVII]
17.2643. Sheet of fifteen designs for sword handles, brush outline over red under-
drawing without priming.
Obtained in Lahore; eighteenth or nineteenth century.
Dimensions, .300 X .480m. Ross-Coomaraswamy Collertion.

DCLXIX
17.2644. Five designs for slippers.
Obtained in Lahore; late nineteenth contury.
Dimensions, .108 X .35 m. Ross-Coomaraswamy Collection.

DCLXX

17.2646. Colored drawing of pendant for hair braid.
Probably Lahore; nineteenth century.
Dimensions, 081 X .206 m. Ross-(‘oomaraswamy (‘ollection.

DCLXXI
17.2646. C('olored drawing of a deer and a turkey,
Paiijab or Pahart, eighteenth century.
Dimensions, 085 X 107 m. oss-(‘vomnarsswamy (‘ollection.

DCLXXI

17.2648. Drawing of a plant, partly colored. Reverse with border designa,
Pafijib, Lahore, nineteenth eentury,
Dimensions, .134 X ,168 m, Ross-{'oomaraswamy Collection.

DCLXXIII
17.2649. Drawing of a flower, faintly colored,
Paiijab, Lahore, nineteenth century,
Dimensions, .113 X .188 m. Ress-(‘oomaraswamy ('ollection.

DCLXXIY
17.2660. Flowering tree, perhaps cherry. Probably a copy.

Obtsained in Lahore; eighteenth century.
Dimensions, .127 X 184 m. Ross-Coomarsswamy Collection.
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DCLXXYV

17.2661. Seascape: mountain, water and buildings, evidently copied from a Japan-
ese lacquered box of late eighteenth or early nineteenth century. Colored.

Obtained in Lahore; early nineteenth century.

Dimensions, .292 X .185 m. Ross-Coomaraswamy Collection,

Cf. No. DCLXII in this Catalogue.

DCLXXVI

17.2668. Parrot eating mangos from the tree. Outline drawing.
Pafijib(?) Nineteenth century.
Dimensions, .098 X .162m. Ross-Coomaraswamy Collection,

DCLXXVII

17.2876. Two borders, one yellow, one yellow and blue black.
Nineteenth century,
Dimensions, .043 X .081 m. Ross-Coomaraswamy Collection.

DCLXXVII

17.2001. Design evidently copied from a Japanese lacquered box, probsbly early
nineteenth century. In yellow, and pricked for pouncing,

Nineteenth century.

Dimensions, .216 X .088 m. Ross-Coomaraswamy Collection,

DCLXXTIX
17.3004. Floral design, transfer.
Dimensiong, .131 X .186 m. Ross-Coomaraswamy Collection.

DCLXXX

17.3096. A small plant with blue flowers, of which one is colored.
Nineteenth century.
Dimensions, .033 X .173 m. Ross-Coomaraswamy Collection,

4. GaREWAL
DCLXXXI
17.2681. Sheet of eighteen fioral motifs, including various lilies, canna, and eyclamen.
Pahari, Garhwil.

Dimensions, .233 X .193 m. Ross-Coomaraswamy Collection.
Originally obtained from Bélak Ram Sah of Garhwal,
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DCLXXXII

17.2682. Floral design.

Pahiri, Garbwal, eighteenth century.

Dimensions, .166 X ,112 m, Ross-Coomaraswamy Collection.
Obtained from Balak Ram Sah of Garhwil.

DCLXXXIII

17.2684. Designs for borders: colored, chiefly in shades of green.
Pahari, Garhwal, eighteenth century.

Dimensions, .080 X .196 m. Roes-Coomaraswamy Collection.
Obtained from Balak Ram 8ah of Garhwal.

Amongst the motifs are grape-vine and chrysanthemum,

DCLXXXIV
17.2688. Flowering plant, apparently Borage; decorative drawing, colored.
Pahiri, Gathwal, eighteenth century.
Dimensions, .0B7 X .162 m. Ross-(‘comaraswamy Collection.
Obtained from Balak Ram Sah of Garhwil.
Prate CXXVIIL
DCLXXXY
17.2686. Flowering plant, with red trumpet-shaped flowers. Decorative druwing,
Pahart, Garhwil, eighteenth century.
Dimensions, .91 X .175 m. Ross-Coomaraswamy Collection.

Obtained from Bilak Ram Sah of Gathwil.
Prate CXXVIII,

DCLXXXYVI]
17.2887. Flowering plant (hawkweed?), partly colored, free drawing.
Pahifl, Garhwil, eighteenth century.
Diitnensions, .099 X .202m. Ross-Coomaraswamy (olleetion,

Obtained from Balak Ram Sah of Garhwal.
Inscribed: Gula dandri kT thama.
DCLXXXVII
17.2688. Leaf, flowers, and fruit.
Pahirl, Garhwil, late eighteenth century.
Dimensions, .450 X .090 m. Ross-(‘comaraswamy (ollection.

Obtained from Balak Ram Sah of Garhwil. Probably by Mola Ram.
Prare CXXVIL
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DCLXXXVINI

17.2889. Repeating pattern, darkened by use as a stencil.
Fighteenth or nineteenth century.

Dimensions, .148 X .062m. Ross-Coomaraswamy Collection.
Obtained by Bilek Ram Sah of Garhwal.

DCLXXXTX

17.2880. Design for & mets! sword handle; in black, yellow, and red.
Pahirl, Garhwil, eighteenth or nineteenth century.

Dimenesions, .146 X .194 m. Ross-Coomaraswamy Collection.
Obteined from Balak Ram Sah of Garhwal.

DCXC

17.2691. Design for sword handle (damaacened) colored.
Pahiyi, Garhwal, seventeenth century.

Dimensions, .092 % .180 m. Ross-Coomaraswamy Collection.
Obtained from Balak Ram Bah of Garhwal.

DCXCI

17.2692. Degign for inlaid metal (bid-3f) sword handle.
Pahari, Garhwil, eighteenth century.

Dimensions, .110 % 177 m. Ross-Coomaraswamy Collection.
Originally cbtained from Bilak Ram Sah of Garhwil.

DCXCII

17.2693. Design for sword handle.

Beventeenth century.

Dimensions, .135 X .176 m. Ross-Coomaraswamy Collection.
Obtained from Balak Ram 8ah of Garhwal.

5 PaTna

DCXCIII

17.2694. Colored design for knife or dagger handle — probably excavated brass with
pseudo-jade and black wax.

Garhwil or Pafijab(?), nineteenth century.

Dimensions, .110 X .162 m. Ross-Coomaraswamy Collection,

Obtained from Balak Rim Sah of Garhwal.
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DCXCIV

17.2696. Designs for knives and earpicks.

Garhwil or Pafjab(?), eighteenth century.

Dimensions, .123 % .121 m. Ross-Coomaraswamy Collection.
Obtained from Bflak Ram Sah of Garhwail.

Text deseribing the knives in NAgarl-charactera:

Parichi cakora ka rasta-bet k3 churi

Bird partridge way-handle knife
and

Vakre de muhal bel kT chur?

Goat’s-face handle knife.
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BIBLIOGRAPHY OF INDIAN PAINTING

BUDDHIST, JAINA, AND HINDU

‘Abu-l Fazl ‘Allami: Ain-i-Akbari, translated by H. Blochmann, Caleutta, 3 vola.,
1873-94.

Anderson, C. W., The rock-paintinge of Singenpur. Journ. Bihar and Orissa Research
Soe. Vol IV, PL I11. Patna, 1918,

Like Bushman art.

Anon. (introduction by P. Brown), Loan echibition of rare old Indian paintings from the
Ghose Collection. Caleutta, 1925.

—— Wall patntings from caves IX and X; I and I1; I and XVII, and The Art of Ajania,
Kokka, nos. 323, 324, 325. BSee also Kokka, nos. 342, 345, 355, 374 (Chromoxy-
lograph reproductions).

—— Influence of Indian art on the wall-painitngs of the Haryd-5 temple. Kokka, nos. 315,
317.

Baden-Powell, B. H., Handbook to the economic products of the Panjab. 2 vols. Lahore,
1872,

I1, 355. ‘Purkhu, an artist in the gervice of Raja Sansar Chand of Katoch. . . .
There is remarkable clearness of tone and delicacy of handling in most of Purkhu’s
works, but he was not so great & master of color as many other artists inferior to him
in other respects. His son Ramdyal, who is still living, inherits mueh of his father’s
talent,’

Bastian, A., Indonesien, Vol. V, Jara und Schluse. Berlin, 1894.

Thirteen plates reproducing Ramdayana paintings removed from the Kessumba
temple, Bali, in 1849,

Basu, ., The Ajil Ghose eollection of old Indian painitngs. Modern Review, Jan., 1926.

Bel, H.C. P, A. 8. C, A. R. for 1905. Colombo, 1909.

Pp. 16-19, and Pls. XXVII-XXXVI, Sigiriya frescoes.

—— Report on the Kegalla Distriet, Arch. Surv. Ceylon. Colombo, 1904,

Pp. 21, 37, 51, 66, ete. Various cighteenth-century paintings.

—— in A. B. C,, A. R., 1906, Colombo, 1910. p. 21.

Traces of external painting, Siva Devile no. 2, Pojonnaruva (eleventh century).

-— in A.B. C, A. R, 1907, Colombo, 1911. p. 34.

P. 34, Frescoes in the Gal Vihidre, Pojonniruva.

— inA. 8. C,A R, 1897, p. 15.

Qutline drawings by Veddas at Arafigoda Gala, E. Pr., Ceylon,
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Bell, H. C. P., Dimbula-Gala: its caves, ruins and inscriptions. Cevlon Antiquary and
Literary Register. Vol. 3, pt. 1-2. Colombeo, 1917,
Part 2, plate 8, reproduees an important fragment of carly painting in a cave
shrine at Puligoda.

—=—in A. 8.C,, A. R,,1908. Colombo, 1914. Frescoes at Pojonudruwa, Pls. XXV-
XXVII and A-P.

Bendall, C., Catalogue of the Buddhist Sanskrit MSS in the University Library, Cambridge.
Cambridge (Eng.) 1833.
Binyon, L., Indian painiing al Wembley; the retroapective exhibition. Riipam, 21, 1925.
Blochet, E., La pesniure radjpoute. Gazette des Beaux Arts. Vol. ¥, 14. Paris, 1918,
Blumhardt, J. F., Calalogue of the Hindi, Panjabi and Hindustani Manuscripts in the
Library of the British Museum. London, 1899,
Items 91-97, Albume of drawings, of which the most iinportant are sets of Rigas
and Ragints, particularly Or, Add. 2821 aud Or. Add. 26,550 with Rigmils texts.
Brown, P., Indian painiing under the Mughals. Oxford, 1924.
Pp. 46, 47, miscellaneous references to Hinda paintings. h. 1X, methods and
materials (largely common to Mughal and Rajput practice).
—— Indian painting. Caleutta and London, n. d.
Burgess, James, Nofcs on the Buddha rock-temples of Ajamia, their paintings and sculptures;
and on the painlings of the Bagh cares, modern Buddha mythology. . .. Bombay, 1879,
—— Report on the Buddhist cave temples. Arch. Surv. Western Indin, Yol. IV, London,
1883. Karheri and Ajanta. Plate XVI,
Cockburn, I., Cave drawings in the Kaimitr Range. J. k. A. 8., London, 1899,
Coomaraswamy, A. K., Fresroes af Elard, Ostasiatinche Zeitschrift.
—— Selected examples of Indian art. Broad Campden, 1996, 19 pp., 40 plx, col. pl.,
por. 36 em.
—— Indian draudngs. 2 vols. London, 1910-12.
Collotype reproduetions of Mughal and Rajput drawings, some of which are now
in the Museum. Illustrations in the text (stencils, ete.).
—— Rajput Painting. Ostasiatische Zeitschrift, I, pp. 125 139.
Rajpul Paintings. Burlington Mag. Vol XX. (No. 108, March, 1912.)
First published account of the Rijput Schools, the Hindd painting of Rijputing
and the Pafijib Himalayas.
——— Arts and crafts of India and Ceylon. Edinburgh, 1913,
—— Painted ceiling at Kelaniya Vikdara, Ceylen. Journal of Indian Arl, Vol 16,
London, 1914,
—— Notes on Jaine art. Journ. Indian Art, Vol. 16. London, 1914,
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Coomaraswamy, A. K., Rajput painfing; being an account of the Hindu paintings of Ra-
jasthan and the Panjab Himalayas, from the 16th o the 19th century, described in their
relation to conlemporary thought, with lexts and translations. 2 vols. Oxford, 1918.

Hustrations mainly from paintings now in the Museum.

~—— Ajanta fresco fragment in the Boston Museum. Ripam, no. 12, 1922,

—— Medigval Sinhalese erl. Broad Campden, 1923.

Reproductions of eightecnth-century paintings: description of methods. Cf. Frontie-
piece with Stein, M, A., Rutns of Degert Cathay, pl. 147.

—— An iniroduction to Indien ari. Adyar, 1923.

—— Ariicles in the Muscum of Fine Arts Bulletin, nos. 96, 102, 106, 109, 114, 122, 142,

—— A Nepalese Buddhist Painting. Museum of Fine Arts Bulletin, no. 108,

—— Noles on Rajput Painting. Ostasiatische Zeitschrift, N. . 1, Heft 1, 1924.

—— Hind? Ragmald texts, J. A. 0. 8., Vol. 43, 1924, pp. 396-409.

—— Catalogue of the Indian Collections in the Museum of Fine Arts, Boston. Pt IT.
Jain Painting. Boston, 1924,

~— Cijralakpana. Sir Askutosh Mookerji Memorial Volume, Patna {in the Press).

—— Frescoes from Elurd. Ostasiatinche Zeitachrift.

—— DApaka Raga. Yearbook of Oriental art and culture, 1925.

Cousens, H., The late Lieutenant Colonel James Tod. Ann. Rep., Arch. Surv, Ind., 1907-8,
Caleutta, 1911. Portrait of Tod and his Jain Pandit, by an Indian painter,

Cunningham, A., Arch. Surv. W. India, Reports, Vol. VI, pp. 122-123,

A painted temple vestibule at Bhiv Dungr, Rijputing; also refers to kirmiji, a
dull red colour obtained from haematite or ferruginous clays.

Diez, ¥., Die Kunst Indiens, Potedam, n_ d. (1925%).

Déhring, Karl, Buddhistische Tempelanlagen tn Siam (Die indirche Kulturkreis in
Einzeldarstellungen 1I). 3 vols. Berlin, 1916, Introduction, chronology, bibliog-
raphy, indices. Illustrates buildings, also seulpture, paintings, and design.  {Paint-
ing, Vol. 1, pp. 102-108.)

Dorow, Die indische Mythologie erlduler! durch drer noeh nichl bekannt gewordene Original-
gemahlde aus Indien. Wiesbaden, 1821,

Frontispicee reproduces & bathing seenie which might serve as an illustration to the
Padumgraft of Malik Muhammad Jaisi, Canto 4.
Duroiselle, Ch., in Rep. Arch. Surv. Burma, 1921-22. Rangoon, 1922
Pp. 4, 16, 18, 21, 23.
Representation of Vasundhard at Arakan pagoda; freseo in Manosira cave,
referred to in the Samantacakkhudipant, vol. L.
Freacoes with representations of Mongols in Kynnzittha cave, Pagin, about 1287,
Frescoes at Amarapura {19th cent.).
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Duroiselle, Ch., Piclorial representations of Jatakas in Burma. Archmological Survey of
India, Annual Report, 1912-13. Caleutta, 1916.

Eleventh-century terracotta reliefs like the Museum of Fine Arts 17.1008, and
17.1009. Also medizval frescoes.

—— The Ari of Burma and Tantric Buddhism. Archwological Survey of India, Annual
Report, 1915-16. Calcutta. 1918,

Freacoes of 12th century at Pagan; Nat-worship, ete.

—— Pageant of King Mindon, Mem. Arch. S8urv. India, no. 27, 1925,

——— The Rock-cut lemples of Powun-Daung (Burma).

P. 53, and P1, XXXIII, C. Frescoes 100 to 150 years old.

—— Mongol Frescoes af Pagan, A. 8. 1., A. R, 1921-22.

Epigraphis Indica, IX, p. 229. Jaina wall paintings at Tirumaini, N. Arcot District,
ageribed to the eleventh eentury (perhaps = Jouveau-Dubreuil, Pallave Antiquties,
I, pp. 45, 55).

Fg Heien, in Beal, 8., Buddhisl records of the Western World, 1, LXXXV. Representations
of Buddha are ‘all beautifully painted in divers colors, and have a very life-like
appearance.’

Fergusson, James, On the identification of the portrait of Chosrocs IT, among the paintings
in the cavex of Ajanta. Col. pl.

Really purely Buddhist. Belongs to the old Bacchanalian series of reprsenin-
tions of Paficika — see Foucher, A., L'Art grico-houddhigue du Gandhara, 11, I'arix,
1918, p. 151. Bee also Taki, 8.

Fergusson, J., and Burgess, J., The cave lemples of India. London, 18K

Frescoes at Elurd, p. 453.

Fergusson, J., Trec and Serpent worship, 2nd ed.  London, 1873,

P. 214, “The sculptures of the Amaravati rail were of one thine painted, and {enees
of eolour may still be detected in the recesses of the sculplures,”

Fischer, L. H., Indische Malerei. Zeit. fur Bildende Kunst, N. F. 1. 1890,

Describes the hinding medium as starch puste: this medium produees the eunraelled
surface characieristic of the Kahgri nehool, and also makes the color Suke awny from
the paper when it is bent.

Foucher, A., Calelogue des peintures népalaises of bbdaines de la collection B 1. Hodgson
d I bibliothéque de I'Institut de France,  Paris, 1901.

~—— L'Iconographie bouddhigue de PInde. Paris, 1900, 190:.

Reproductions of illustrations from Bengali and Nepalese MSS,

— Beginnings of Buddhist Art. London, 1917.

-—— L’Art gréco-bouddhigue du Gandhara, vol. 1. Paris, 1905.

P. 198 discusses the certainty that painting and gilding were extensively eme-
ployed in the monasteries of Gandhara.
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Foucher, A., Preliminary report on the interpreiation of the painlings and sculptures of
Ajants. Journ. Hyderabad Arch. Boc., 5, 1919-20,
Fox-Strangways, A. H. Music of Hindustan. Oxford, 1014,

Musicians, musical instruments, Indian paintings, The system of ragas and
riginis, or musical modes, which form the theme of many examples of Rajput
painting,

Francke, A. H., Anliguities of Indian Tibel. Calcutta, 1914. Archeological Survey
of India, New Impertal Series, v. 38.

A very valuable record of archmological expleration on a journey from Simla
through Rampur, Bashahr, and Spiti. Buddhist sculptures and paintinge in the
Tabo monastery; the Spiti paintings ascribed to Indian artists of the 10th or 11th
century. Paintings at Changspa and Alchi, near Leh, the latter aseribed to 16th
century and said to be in Mughal (perhaps Réjput, however) style.

Gangoly, 0. C., Vasanla Vildse: a new document of Indian painting. O.Z., N.F.2, 1925,

pp. 186-189.

—— A Kongra miniature in the South Kensinglon Museum. Riipam, 24, 1925, p. 101.

—— Noontide pasture. Rupam, 22-23, 1925, p. 68.

—— The All-India Fine Att Exhibition, Lucknow. Ripam, 22-23, 1925, p. 65.

—— Dole-Leeld. Rupam, 6, 1921, p. 14

{Ghose, A\, Loan exhibition of rare old Indian peiniings from the Ghose Colleclion. Cal-
cuttn, 1925,

—— A Comparative survey of Indian painting. Indian Historieal Quarterly, June, 1926.

Gladstone, W. E., The charm of Indian Art. London, 1926. Includes some lustrations

of sand paintings.

Goctz, H., Studier zur Rajputen-Mualerei, I. Ostasiatische Zeitachrift, Vol. X, pp. 45-57,
1922.

—— SBtudien eur Rajputen-Malerei, I1. Ostasiatische Zeitschrift, N. F. 1, 1924, pp. 119-
130.

—— Die indischen Miniatiren der Berliner Mugeen. (licerone, May, 1923,

~—— Indische Miniaturen im Minchener Vilkerkunde Muyseuwm. Mimchner Jahibuch der
bildenden Kunst, X111, 2, 1923,

—— D¥e Malerei der Rajputen. Uber Land und Meer, Oct. 1923.

—— Der Zusammenbruch des Grosemoghulreiches im Lichie der Kostiimgeschichle. Zeit.
fur Waffen und Kosttimkunde., Berlin, 1924,

——- and Kuhnel, E., Fndische Buchmaleret aus dem Jahangir-album der Staalsbibliothek zu
Berlin.  Berlin, 1924,

The best published account of any Mughsal period. Discusses relations to Rajput
painting, costume, and European (Jesnit) influence,
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Goetz, H., Die indiscke Minigturen der Sammlung William Rothenatein, London, Jahrb.
d. asiatischen Kunst, IT, 1925.

—— The relations between Indien painting and Indian culture, Bull. School of QOriental
Btudies, III, 4, 1925, and Rapam, 22-23, 1925,

—— Kostitm und Mode an indischen Firstenhofen in der gross moghul Zeil (16°=19:Jh.)

Jahrb. a8, Kunst, 1024,

Goloubew, V., Peintures bouddhigues aur Indes, Ann, du Musée Guimet Bibl. de Vul-
garisation, Vol. XL. Pans, 1014,

Griffiths, J., The paintings fn the Buddhiat cave temples of Ajunta. 2 vols., London, 1886 7.

—— The Ajanta cove painfings. Journal of Indian Art. v. 8. London, 1900

Griinwedel, A., Alt-buddhistische Kullsidtton in Chinesisch-Turkestan. Betlin, 1012,

Guleri, C., 4 signed Molgram. Rupam, 2, 1920.

Gupta, 8. N., The 8ikh school of painting. Ripan, no. 12, 1922,

Hackin, J., Tilusirations tibétaines d'une ligende du Divyavadana, Ann. du Musée Guinet,

Bibl. de Vulgarisation, Vol. XL. Paris, 1914

Guide Catalogue du M usie Guimel: Lea collections bowddhigues. Paris, 1023,

Tibetan painling.  Bibliography.
Haldar, A. K., The paintings of the Bagh Cares. LGpam, no. 8, Oct,, 1921, pp. 12 19.

Buddhist paintings contetnporary with the latest Ajantd painting (6th cent.) now
in a very bad state of preservation.
—— The Buddhist Cares of Bagh. Burlington Magazine, Octobwr, 1923,
Havell, E. B., Symbolizm of Indian zculpture and painting. Burlington Mag., v. 13, pp.
331-345. London, 1909,
— Imdian sculpture and painting. London, 1908,
Herringham, Lady, see India Sociely.
Hsiian Tsang, 8¢ yu ki, Buddhist records of the Western World, trans, by 8, Beal,
1.74 Doors, windows and walls of the Sathghiirimas profusely painted.
1.102 A painted representation of Buidha. Payment of artist recorded,
Hutchiron, J., and Vogel, J. Ph., Hislory of Buwohii State, Journ, Panjab Hist, Soe,, TV, 2,
18916.
Four portraits of Balauria riijds, late Pahipi.

Hiittemann, W., Miniatiren zum Jinacarta, Bacssler arehive 19138, {Two ilustrated
Kalpa Sutra M5B in Berlin.)

India Society. Ajante Frescoes. London, 1915 Reproduetions of eopies by Lady
Herringham, Dorothy M. Larcher, ete, Bibliography.

Jacob, 8. 8., Fresco painting as practised at Jeypore. Journ. Roy. Inst. Brit. Arch., Vol.
VII, pp. 207-209, 1891.
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Jaynswal, K. P., A Hindu iexl on painting. Journ, Bihar and Orissa Research Soc.
Vol. IX, 30. 1923.

Short mecount of the Silpa Raina of Sri Kumara, q. v.; see Coomsaraswamy,

Citralaksana.

Joseph, G. A., Ceylon Administration Reports, 1918, the Colombo Museum. Colombeo,
1918.

Buddhiat freseo at Hindagala near Kandy, (Buddha in Trayagtrithsa heaven and

Utara Kura.)

Assigned to 7th century, more likely 12th-14th century. Reproduction of copies.

Jouveau-Dubreuil, G., Pellava antiguities. London, 1910.
Vol. I, pp. 45, 55, reranants of Pallava paintings. Modern painting at Tirumalai.
—— The Pallava painting. Pudukottai, 1920. 2 pp., with one illustration. Alsoin Indian
Antiquary, Vol. LII, March, 1623,

Announees an important. discovery by the Iate T. A, Gopinatha Rao, of Pallava
frescoes in the Sittanavasal excavated Jaina femple (seventh cemtury A.n.) near
Pudukottai in Southern India. The principal subject preserved represents a lotus
tank with human figures, which covers the whole extent of the verandsh eeiling;
begide this, there are figures of devaddsiz on the pillars of the fagade.

Juynboll, H. H., Farbenzeichnungen mit Daralellungen aus eltjavanischen Schrifien. Int.
Archiv fur Ethnographie, XXII, 8.

Kannoomal, Some noles on Nayaka-Nayend-bheda, Hindu Erotics. Riipam, no. 4, Cal-
cutts, 1920

—— Notes on Raginis. Ripam, no. 11, Calcutta, 1922,

Kirfel, W., Die Kosmographie der Inder nach den Quellen dargestellt. Leipzig, 1920.

Kramrirch, Stella, The Vishpudharmottaram (part III), a trealize on Indian painting.
Caleutts, 1924,

(Trauslation of o long and important treatise, azeribed to the seventh century.)

Kudelkar, J. 8., The Jain manuscript bhandars. Ann. Rep. Bhandarkar Institute,
Poons. Vol, I1I, pt. I, 1922,

Refers to one palm leaf MS. with pictures (probably the same as that published by
Nahar and Ghose) and more than & dozen other illustrated M3S.

Lalou, M., T'rois récits du Dulvg reconnus dans les peintures d’ Ajanis, J. A., CCVII, 1025,

Laufer, B., Daz Citralakshana, nach dem tibstischen Tanjur herausgegeben und ilbersetzt.
Dokumente der indischen Kunst; erstes Heft, Malerei. Leipzig, 1913.

Le Cog, A. von, Choischo . . . ersten . . . Ezpedition nach Turfan in Ost-Turkistan.
Berlin, 1913.

~—— Die buddhistische Spatantike Millelasiens, Gandhara und Ost-Turkietan. YL Iie
manichaeischen mininturen. III. Die Wandmalereten. Berlin, 1922-23,
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Lett, M. N., A minialure from Kangra. Riipam, no, 3, Calcutta, 1920.

Longhurst, A. H., Hampi ruins. Madras, 1813, P, 131, remains of painting in Vitthala
temple, 16th century,

Luard, C. E., Buddhist caves of Central India, Bagh. Indian Antiquary, August, 1910.

Liders, B., Arya $iara’s Jataka-mala und die Fresken ron 4 Janta. Nachr. d. Kon. Ges. 4.
Wiss. zu Gottingen, 1802, (Trans. in Indian Antiquary, Vel. XXX11.)

Maclagan, E. D., The enrliest English visilors io the Panjab, J. P. Hist. Soc. 11,2, 1012,
p. 127.

Paintings of Hindu subjects in Lahore Fort.

Maitra, A. K., Aims and methods of painting in Ancient India. Riipum, nos. 13, 14,
Caleutta, 1923.

Disousses literary evidences.

Marriott, C., Exhibitior. of Indian Paintings af the British Musewm. Ripam, no. 12, 1922,

Marshall, J., in Arch. Surv. India, Ann, Rep., 1920-21. Calcutta, 1923.

P. 35, ‘ A colored picture preserved in the Siva temple at Mukhalingam representing
the Bakta goddess Chinnamasta.’

Mehta, N. C., Indian painiing in the fifteenth century: an early illuminated mannseript,

Rtpam, 22-23, 1925.
Vasanta Vilas, Gujariti, dated —

—— Two Pahari painiers of Tekri-Garkwal, Minaku and Chadu. Ripam, 26, 1926,

Van Meurs, W. J. G., Tibelan temple paintings. Amsterdam, 1025,

Mukandi Lal, Some notes on Mola Ram. Rapam, no. 8. Oct., 1921, pp. 23 30.

A rather detalled account of the Rijput painfer and poet of Garhwil, b. 1760,
d. 1833.

Mukerji, P. C., Report on the antiquities of the District of Lalitpur. N, W, P, Roorkee,

1899,
Ch. 1V, Painting: Candela, at Madanpur, probably 12th eentury; Bundels, 1400~
1850 at Dati, Opchi, Talbehet, Banpur.
(Mulji, Karsandas), History of the sech of Mahdrdjas or Valabhdchdryes. london, 1865,
Iconography of 8r1 Natha-ji, ete.
Nzhar ard Ghose, Epitome of Jainism. (aleutta, 1917,
Reproduetions of oldest illustrated Jaina MS. (1237 4.n.).

Naragimachar, R., Epigraphia Carnatica I1. Inscriptions at Sravana Belgola. Bangolore,
1923, p. 30 and pl. 46.

Jain paintings on the wall of the Jaina matha in the village,

Nieuwenkamp, W. 0. J., Bali en Lombok: zijnde cen vergumeling geillustreerde reisherin-
neringen en studies omtrent land en volk, kunsl en kunstnijverheid. Utlgegeren aan
boord van * De Zwerver,’ 1906—1910.

Includes reproductions of paintings,
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Parasnis, D. B., Poona in bygone days. Bombay, 1921,

Paintings in the Shanwada palace done for Balaji Bajirac (1740-61) by Bhojraj of
Jaipur.

Parmentier, H., Calalogue du Musée Khmér de Phnom Penk. Bull. de 'Eeole fr. ¢'Ex-

tréme Orient, Vol. IIL, p. 47, 1912.
Cambodian paintings of Remdyana scenes,

Petrucci, R., Rajpul painting. Burlington Mag, Vol. V, 29, pp. 74-79. London, 1916.

Pisharoti, K. R., Traivikramam, Shama’s, IV, 3, 1924,

Sanskrit drama of 12th century; the sitradhdra describes paintings of avataras,
probably in a temple.

Prakssh, Surya, fndian Art, Empire Magagine. London, January, 1912,

Modern Sikh portraits.

Rao, T. A. G, In correspondence with us mentions a large wall painting representing
Nataraja, in the Siva temple at Ettamanir, North Travancore. From a photograph
it may be judged that this painting is probably more than a hundred years old.

Sahni, D. R., in A. 8.1, A. R., 1923-24, pp. 54-56.

{Kpngra paintings in the possession of the Mahant at DharrnSala near Bherwain.
One set illustrating the Sira Makimnastotra, another of fifty pictures illustrating the
Krana Lia.)

Sastri, Haraprasad, Note on Vigpupur circulor cards. Journal of the Asiatic Society of
Bengal. Caleutta, 1896.

Saunders, V., Porirait painting as o dramatic derice in Sanskrit plays. Journ. Am. Qr,
Soe, Vol. 39, pt. 5. Dec., 1918,

Lists the referenecs to portraiture in ell the best known plays.
Sen, Dineschandra, ffistory of Bengali language and lilerature. (‘aleutta, 1911.
Painted book eovers from (rissa.

—— Vanga Sahitya Parickaya, Typical selections from old Bengali Literature. 2 vols. Cal-
cutta, 1914,

Pls. VI, VIII, XIII reproduce old Orissan painted book covers. (Early 17th
century.)

—— Eastern Bengal ballads, Mymensingh, Vol. 1, Pt. 1. Caleutts, 1923.

Ballad of Kajalrekha, p. 268, * Alipana ’ painting.

Bewell, R., A forgoiten empire (Vejayanagar). London, 1900.

The narrative of Pacs speaks of the painted chambers in the palace (¢z. 1537).
The sculptures also were gilded and painted.

Bhastri, H., The ‘ Hamir-hath,’ or the obstinacy of Hamir, the Chauhan Prince of Rantham-
bhor. Journal of Indian Art, Vol. 17. London, 1916.

Riijput paintings (Pahiiff, Kangri) attributed to Sajnu, painted about 180810,
belonging to the Darbar of Mandi.
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Bmith, V. A., History of Fine Art in India and Ceylon. Oxford, 1911.

—— Zur Geschichie der indischen Malerei. Orientalisches Archiv, 18, 1912,

Smither, J. G., Architectural remains, Anuradhapura, Ceylon. London, 1804,

Pp. 21, 27, 31, and Pl XXXIIL

——— Archifectural remains, Anuradhepura. Londen, 1894,

Pp. 27, 31, and Pl. XII, paintings (fourteenth century?) at the Miriswetiyn and
Rusanweli Digabas.

Sri-Kumars, Silparatna, ed, by Mahimahopadhyaya Harapati Sastri, Trivandrum, 1922,
(Summarized by Jayaswal, K. P., A Hindu tezf on painting, Journal Bihar aud Orissg
Research Soe,, Vol. IX, P1. I. Patna, 1923.)

Btein, M. A., Ancient Khotan. Oxford, 1907,

~—-— Ruins of Desert Cathay. 2 vols. London, 1912,

Btutterheim, W., Een belangrijke kindoe-jaraansche Teekening op Koper. Dinwa, Qct.,
1925.

Tagore, A. N., Sadanga, or the siz limbs of Indian peinting. Ostasiatische Zeitschrift 1,
1914. P. 162.

—— Art et Anatomic hindous. Parig, 1921. Subjective analysis of the Cira sadonga
of Yisodhard’s commentary to the Kama-gdtram.

—— L'Alpona ou les Décorations rituclics au Bengal. Paris, 1921,

—— Sadanga or les Sitr Canons de g Peinture hindone. Paris, 1922,

Taki, Seiichi, ‘The Banquel of the Persians,’ a ceiling picture in Care No. I, Ajunia.
Kokka, no. 342, Nov., 1918.

See also Fergusson, in thiz section.

—— An example of the earliest Indian panting. Kokka, no. 355, Dec., 1919, Col, pl.
From a Jataka in Cave IX, Ajantd. (Sunga period, probably 1st eontury n..)
Temple, R. C., Some account of the thirty-seren Nats of the Burmese, Journal of Indian Ari.

London, 1902.
—— The thirly-seven Nals. London, 1906.
Many reproductions of modern Burmese paintings,
Thomann, H., Pegan, ein Jahrtausend buddhistisches Tempelkunst. Stuttgae, 1920,
J&taka frescoes illustrated.

Thompson, I). V., Preliminary notes ox some early Hindu paintings.  Riipam, 26, 1926,

Ujfalvy, Karl E., Aus dem westlichen Himalaya. Leipzig, 1884.

Vidyspati, Bangiya Padabali: songs of the love of Riadha and Krishng; translated into
English by A. K. Coomaraswamy and Arun Sen.  London, 1915

Translations of Radha-Krishna love lyries — the matiére of much of the Rijput
painting. Ilustrations from Indizn paintings, some of which are now in the Museum
of Fine Arts.
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Vogel, J. Ph., Delhi, Museum of Archeology Catalogue. Calcutta, 1908.

—— Catalogue of the Bhurt Singh Museum at Chambd. Caleutta, 1909,

—— Hislorical notes on the Lahore Fort. J. P. Hist. Soc. II, 1, 1911 pp. 51-53, Sikh
paintings in Lahore Fort.

Vredenberg, E., The continuily of pictorial tradition in the art of India. Ripam, nos. 1
and 2, 1920.

Tlustrations from & Nepalese Astoschasrikd Prajiidparamitd, dated 1090 a.p.

Waddell, L. A., Buddha's secret, from a sizth-century pictorial commeniary and Tibetan

tradition. J.R.A.S. London, 1884. 2 pls. illustrating the Bhava-cokra at Aianis.

—— Notes on some Ajania paintings. Indian Antiquary, Vol. XXII.

ADDENDA TO BIBLIOGRAPHY

Banerjee, B., A Vaishnoivite Madonna. Riupem, 2, 1920, p. 14,

Binyon, L., Les peintures Radjpoutes du British Museum. Rev. des Arts agiatiques, ITI,
2, 1926,

Coomaraswamy, A. K., A peacock’s feather. Riipam, 4, 1920, p. 27.

Garner, 1., Rajpus Painting: A Folk Ari of India. Internationsl Studio, Oct., 1926,

Goloubew, V., Documends pour servir ¢ Pélude d’Ajanic. Les peintures de lo premiére
grofte. Ars Asiatiea, X (announced).

Gupta, 8. N., Calalogue of painiings in the Central Museum, Lahore, Caleutta, 1922,

Mehta, N. C., Studies in Indian painfing, Bombay, 1926.

Mitter, K. G., Kunju Bhanga: the Parting of the Lovers, Rapsam, 7, 1921, p. 15.

Bett, M. N., A miniature from Kangra. Ripam, 3, 1920, p. 23.
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ABBREVIATIONS

A.8.C,A R... Archacological Survey of Ceylon, Annual Report.

A.8.1,A R .. Archseclogical Survey of India, Annnal Report.

A S W.L.... Archseological Survey of Western Indin,

C,C.1C. ... Coomaraswamy, Calalogue of the Indian Callections, M. T, A, Boston,
C,R P. ...... Coomaraswamy, Rajpu! Panting, 1916,

J.A.0.8....... Journal of the American Oriental Socioty.

J.P.H. 8. ..... Journal of the Panjab Historieal Society.

J.R.AS. ..... Journal of the Royal Asiatic Society, London,

P.IA ....... Portfolioof Indian Art, M, F. A, Boston,
S e, Seres,

TRANSLITERATION

TaE ususl scheme of transliteration is employed; but o and ¢ are to be read long unless
otherwise indicated, As far as possible, a distinetion has been made hetween the nasaliz-
tion of & vowel, and the indication of a nasal letter; in the former ease nnustarn i repre-
sented by a tilde () above the vowel nasalized, in the Jatter by the letter . The vowels
and letter ¢ should be pronounced as in Ttalian, the other consonants approximately as in
English, but § and g like sh. Pronounce a Iike o in America (never ke @ in man); e like ¢
in church (never like ¢ in eat). Quantity should be ohserved and stress minimized,

In the Hindi texts, b is usually represented by Nigard v, o by Niigai » with dot; and
kh by Nagari 3.

Some differences will be observed as hetween the Nanskrit and the vernaculr spellings,
In all quoted book titles, extracts from the writings of others, as well as in the fransiter-
ated texts, the original spellings are striethy adhered to. For these reasons eorainy wordy
will be found to be spelt in more than one way, ¢. g, Ajautd, Ajunta; Milkausa, Malkos,



LIST OF DONORS

ManisnkE Briumer Fonp
CCXIL

ArxaNpa K. CooManaswaMy
XLIX, XCII, CLI, CCXXXIX, CCXLII, CCXLIV, CCLXXIY, CCCXXVI], CCCXLIV, CCCXLVIL,
CCCXC1VR, COCOVE, CCCCLXXIV, CCOCLXXXV—-CCCCLXXXVIL, DXCVIIL, DCLIV, DOLY.

Harrier Oms Crurr Fusp
XXXIX, LII, LXV, CLVI-CLVIII, CCXIV, CCCCLXIV.

Joux F. LEwin
CLXIV.

Dennan W. Ross
1-XXXVIII, XL-XLVilI, L~LI, LIIt-LXIV, LXVI-XCI, XCIII-CL, CLII-CLVI, CLIX—CLXIII,
CLXV—CCXI, CCXIII, CCXV-CCXXXVIIL, CCXL-CCXLI, CCXLIN, CCXLV-CCLXXII,
COLXNV-COCXXY, C(CCXXVII-CCCXLIN, CCCXLV-CCCXLVI, COCXLVII-CCCL, CCCLII-
CCCXCIVa, CCCXCV—COCCY, CCCCVII-CCCCLXHT, {CCCLXY-CCCCLXXHI, CCCCLXXY-
CCCCLXXXIV, CCOCLEXXXVII-DXCVL, DXCIX-DCLIIL, DCLVI-DCXCY.
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INDEX OF DEITIES AND PERSONS

Agni 106
Alzu’'d-Din, SBultdin 114-117
Amiruddha 166, 167
Arjuna 101, 102, 106
Balarima 147, 149, 166
Bhagiratha 126
Bhiimudevi 119, 131
Bhuvaneévatl 134
Bhima 102, 107, 108
Bhimasena, 82
Bhiuma 106
Brahmi 73, 84, 83, 107, 119, 124, 131,
133, 139
Candrama 84
Chinnamasta 135-13%
DNamayanil 106 114
Dhiimavati 133
Dhumralocansa 130
Durgs 142
Dvipara 106
Ganefa 124, 126, 140, 165
Gayatri 134
Hamir Deo 116
Hanuman 78, 83, 101, 102, 105
Indra 90, 106, 134
Indvapt 51
Jambavin 101
Kal 146, 127, 124
Kéamadeva 90, 106
Kamsa 142
Rarttikeya 124, 126
Krena 93, 102, 106, 142, 146-165, 165,

169, 171-173, 177, 179, 181, 183,
185, 189, 191

RKivar 145
Lala 1M1
Laksnana 7», 80-82, 101, 105
Lak-mi-Niriyana 132

Madhu 102
Mahima 114, 117
Malusa-mardini 82
Malusasura 129
Mahinal 118
Majuiin 104
Malati 102
Mohini 140
Molhana 115
Muthaths 114
Nal 1ih
Nal 106 114
Nand 14%, 163
Naradn 120, 143
Plwati 11, 119, 123 126, 130, 139-
141, 170
Prady urmna 165
Puniin 114
Pindayas 102
Ridhi NG, 93, 146, 151, 154, 135, 166~

164, 169, 177, 179, 181, 183,
165, 189, 191

Rapdjesvarn 134
Rilw 140
Raktoviva 125, 130
Rima 7™ 82, 101, 102, 105
Rata 77, 168
Ravana 79, %0, 54, 130
wumadht 125
Sanahads 119
Satasvatl 106
Huesl 11h
Sita 80, 101, 102, 105

Biva &3, 95, 101, 118 120, 124-126,
130, 132, 143, 149

Sri Nithe-)r 145, 146
Sohni 118
Sadima 16%, 164
Suhra Y
Sumukhi 133
Suratha 128
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Ugrasena 168 Vignu 85,107, 119, 121, 124, 131-133,
Usi 166, 167 139, 142
: Yams 106
- 134
za.ngulﬁ mukhl o Yatods 147, 148
Aruns afoda
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CCXCIV 17 3080 Paiax 168
Supima

Pauaug, KAincra



Prate XCI

OOy 17 90

| JYYAT

Stoama

Panint, Kancai



Prame XCII

NER I e e
B R

Faiax 170

Piax IT1
SaTHa NXvaEl

PAWART, JAMT




CCCIT 17 2781 TR L |
TUrarari Niy whi

ixximxuuuuix 11
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Paur 172
VardEs NAvaxa

PArinT, Jautr




Prare XCIV

Picx 1TE

CCCIvV. 17.2183

AYAEA

N

ANTGATHA

M

Paax 173

CCCV. 17.2784

7T NATFEA

Upap

PauinRi, Faun



PrLate XCV

COCVT 17 275 Pass 171
Satma NArana

CCOvIT 17 2788 Pacr 173

Viraumi

Paxrant, Jaul



Prare XCVI

COCNVEIT 179113 Pasc 174

CLCIX 17 M8 Puax 174






Prate XCVIII

Pacn 176

COOCAY L R0 Paux 1768
NATARAS

Pamani, hinGai



Prats XCIX

CCCXLIV 22875 Puur 189 CCONNVITT 17 2010 Pur I
CCCXXII1 17 2483 Pacs 178 (COXXY 17 2000 Pacr 180
Nirvanis

Pananl, KAneRL anb GAHEW AL



PratE C

COCKXXIL 17.2611 Paue 183
Apnisamika NATAKA

CCCXXXIIL 17.8019 Fiac 154
APRIFARIEA NAvaEA

Panini, KANGRA



ABETSARIEA NAvaxi

Pauirl, GarEwAL



CCCXXXVIL 17.2518 Pacx 186 CCCCXXXI. 17.2531 Pacz 200

COCXXXIX. 17 2604 Paax 187 CCCXXXVIIL 17.2402 Paunn 187
NAYAEAS

Panani, Kivgri






Prare CIV

CCCXLYVIII 23.154 Paox 191
MonTr oF JYEaTH

RAJASTHANI



Praty CV

CCCXLIX. 23.155 Paoz 192
MoxTa or Miagaa

RaJasTnANI



Pigs ) CCCXCIV  17.8080

CCCXCIVe, 171807

RAIARTRANT, DETAILS



Prare CVIL

COCCT 17 2900 Paiy #93

LCCC. 17 e Paos 203

COCXCHIIL 17.2M07 Faon 208 COCECIX 17 eTel Faca B0
Baturng ScENEs

PAmarRi, Jaul



Piare CVIII

CCCCXXVT 172440 Faom 208

CCCCXLY, 17 2384 Paax 118 CCCCXLIIL 17 2520 FPaan 11
Pamart, MiscELLANEGUB






CCCCXXI, 17.2803 Pace 207 CCCXCVIL 17.8568 Pace #0%

CCCCXIL 17.8511 Pion 005 CCCCXXXV. 17.958¢ Pioa 1O
Panari, MBOELLANEOUS



Puare CXI

Pany #11

CCCCXLIl 172540

ToILET SLerE



Prare CXII

CCCCLVIT 17 2027 Paan K14

- ... "
CCCCL. 1T.2028 Paok 1S CCCCLYIIL 17.8119 Paax 214
Eixrrint HONT LitaocuarEED Trrne-Paex



Prate CXIIO

CCCCLXIY. 254497 Paus 116
MaBARAIA ABBAI SIRGR-I

RAIABTRANT



Prate CXIV

COCCLA] 17 2922 Paaz #13
A Rui or JoorPUR

RasasTnanT



Prare CXV

CCOCLX VI, 172038 Paux 410 COUCLXY, 1684 Tack 210
Minao Smven or Jatrun? Mavito S1%cn or Jarun?

CCCCLXXI. 17.2084 Page 217 CCCCLXITIL, 17.2933 Pack 915
PRaTAP S1NGR! OF JATPUR Hat Srian or Jonnpus

RATATHANT PoRrTiatTs



Prate CXVI

CCCLXXIV. 25.59% Pacx $17 CCCCLXXXVIL 284 Paoxa BR0
PraTaP S1NaH oF JA1PUR Baear Smies or Risan
CCOCLXXX VI, 25.595 Paox 0 CCCCLXXXY R5.528 Faiux 18

Ravar Jasvant Smen Mamanis Unzxp SNGH

Riyanreani PorTRATTS



CCCCLXVII 179917 Paue €18 CCOCLX 172021 Paas mi

Mananisa oF JAIPUR Risi Riu Smvon

Fauz 117
JagaT Sivon oF JarFUR

RarssTEANT PORTRAITS




Prate CXVIII

CCCCKOVITY 17 2985 Pack 182 D 172920 Paax 2%
Sanva Piniani hEawis STia Ram

DALMIT 17 @977 Faar 2% DVIIT 17 2983 Pacn B¢
Younc PrRINCE Mani Lis Dagaao

Riaastiani Portralte



Prare CXIX

CCCCLXXXIIT 17 2088 Piox 219 DXV 15090 Paos 223

DXXXI 172M8 Paca oY
RajasrrANT PORTRAITS



CCCCLXXII 17.8038 Paam 217

DXIII. 172900 Paax #8
Lokp METCALFE

Riraareani PORTRATTE
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DXC. 172762 raox ¥



Prate CXXIII

DCI 17 Tro0 Paax 238 DXCYvI 172702 Pauy 197
Prakas Cavp oF GULER RisX Samumie Cann

DXCI 1555 Paus *38 DCXIX 178715 Paax 41
fn Cxr Sivan or Jaub

PanART anp Sixu PORTRAITS



Prare CXXIV

Paax 40

DCXIIL 172708

SIKH ASSEMLLY



DCXAX 172193 Paux 248

"-

DCALLVIID 172781 Paus 242 DCAVIIL 172714 Panr t41
MamARAsa Rafiatr Siveu?

Simnn PorrrAITY



PratE CXXVI

DCLYIL. 17.2638 Paox 247
Picrure Borpgrs, KaxGra



Prare CXXVII

D(LXTI 172637 Paax 248

DCLXXXVIT 172088
FrowEers, LEAr, ano Fruir
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Prate CXXXI

B Pags 27

Kusiny FragueNT
A Paor 34
) Archiseological Museum, Mathuri
FRAGMENT FroM BiR Sixc Deo's TempPLE,

Matnura

TTniversity Museum, Philadelphia

25455 c Pacr M

Goras axp Goris, FRou Bik Sixe Deo's Temreis? Matavna, Eakuy 17tn Cextrny

ScuLprrrEs FROM MATHURA, ILLusTRATING CosTUMES



