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Picnic after hunting.
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PAINTINGS FROM NEPAL IN THE
PRINCE OF WALES MUSEUM

Pratapaditya Pal

Painting in Nepal has a long and uninterrupted history extending from
the beginning of the eleventh until the nineteenth century. The Nepali paint-
ings in the Prince of Wales Museum form a rich and varied collection, reflecting
many siyles and influences. Covering a period of almest five hundred years,
the strength of the collection lies in paintings of the seventeenth centory, a
number of which are dated and inscribed

The paintings may broadly be divided into two types, those that are of a
strictly ritualistic character such as that representing the mandala of Chandra
(Fig. to) and those whose function appeirs 1o be purely narrative (Fig. 12),
although the themes depicted are religious. The ritualistic paintings are com-
monly kiown as paga or prabhd in Nepal and taikd in Tibet, and usually partray
mandalas of an esoteric character, both Buddhist and Brahamanical. The other
type consists of long scrolls which must generally be unrolled horizontally
and the stories are painted in one or more bands. The werm pafs may in its
generic connotation be applied to both these types of painting, but we shall
use it in its restricted sense and refer to the first tvpe asa pafzand the second
type as it scroll. Apart from these two types there is a solitary example of an
illuminated manuseript in the collection.

All patas and scrolls in Nepal are painted in gouache on coarse linen or
cotton, either locally made or imported from India, The use of silk as a carrier
was not prevalent in Nepal. In the case of rendering & mandala the cloth was
required o be cut into a specified and liturgically accepted size, but in that
of the narrative scrolls no such strict injunctions were followed. The manuscripts
are written on palm-leaf, some of which, together with the wooden covers,
are illuminated,

The. ecarliest known examples of Nepali paintings consist of manuscript
illuminations and go back to the beginning of the eleventh century. These
werc veritten and illominated mostly in monasteries by monks and traditional
artists, and we may thus appositely refer 10 this style as the ‘monasticstyle’ of
painting. The same style that was prevalent in contemporary castern India
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was also emploved it Nepal The art of manuscript illumination is essentially
conservative, involving much copying. Thus, it is more difficult to distinguish
between manuscript paimings of eastern India and Nepal than between the
sculptures of the two sreas, It may also be mentioned that, although the
majority of the suryiving documents of painting of the period is Buddhist, the
same style was med with equal facility for Brahamanical paintings.

Basically, the early pagas in Nepal reflect the traits of the monastic style,
although with certain differences, which are more due w the much larger
size and compositional scheme ol a paga than because of the technique or the
subject matter. In the collection there are four fragments of a pata (Figs. 1
and 2) belonging 10 this style of puinting. Although fragmentary, it can easily
be scen that the pefa represents a mandala, and, despite the missing central
poction, there seems little doubt that ir s a m#dﬂ of Samvara, & god that
was extremely popular among the Vajrayanists in Nepal.

Within the mandala proper the cight goddesses, Gauri, Chaurd, Vetdli,
etc. are portrayed in the first circle. Sixteen other tiny dancing female figures,
which cannot be identified with ceriainty, ocoupy the third square of the
mandafa. The outcrmost circle, with its ornamental flame border, is divided
into eight scctions by means of rivers. Each section represents a makdmasina
or the great cemetery, presided oyer by one of the Dikpilas, such as Tndra
presiding over the east, Varuna over the west, ete. Apart from the Dikpala,
each cemetery is typir.nlly occupied with ekaityas, flaming fires, corpses, ndgas,
siddhay, and animals that haunt such places. Outside this circle various other
Tantric deitics are represented, many of whom are different forms of Samvara,
some In job-yam, while, among others, the several krodhadesatds such as Yama,
Mahikila, Achala Chundamahdroshans and Navdaimakse Heruka can easily
be recognized. Along the lower margin are included various cmanations of
Mairdtma, the four protective gods, Lha Mo, and the scene where a Vajri-
chirya is seen performing the homa before a fire.

The entire composition and much of the colour scheme are dictated by
hieratic needs, The central mandals is conceived as a city in microcosm with
its four lofty, multicolowred portals, The first square, as well as the central
lotus, are divided diagonally into four sections, each with a different colour.
This elaborate city is surrounded by & peripheral circle, which is divided inwo
eight zones, each representing & cemetery. The prismatic rocks are painted
in &n expressionistic manner in different colours following the early Indian
tradition that goes back w the paintings of Ajanta. The cemeteries are sur-
roonded by a lame border tinged with yellows; reds, blues and whites. Here
also the shape of the flame 15 not naturalistic and is conceived as o purely
decorative design of considerable beauty and refinement. In the remaining
portion of the pata each deity of the mapgals is given his or her predetermined
position. in the composition as well as the specified colour, The keynote of the
composition is orderliness as the mapdals represents an orderly, eioteric
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world, where symmetry and harmony are not only aesthetic requirements,
but also symbolically necessary, for the mandala in its quintessence symbolizes
a balanced cosmos.

In the exccution of such paintings the artist enjoyed little freedom: in
the application of colours. The colours of the deities follow the extual injunc-
tinns; and, in delineating the background, the artist reveals the Nepall predi-
le¢tion lor reds and blues used with & contrasting effect. The general background
of the painting is taken up by a gay and vivacious floral seroll-work rendered
with great delicacy. This is painted nmin]y in two shades of red and this
expressionist use of the primary colours is also apparent in ferapai or the
multicoloured petals of the lotuses, where green, purple, blue, red and yellow
are employed with pleasing harmony. The rich and muted tones carry deep
emotional guality, for the relation between such pamtings, with s Tantric
subject matter, and the beholder was one of empathy.

The monastic style of painting is essentially linear, and particularly in
the manuscript illuminations, the artist has; with a few simple lines, delineated
the form with remarkable liveliness and plastic quality. This refinement and
delicacy of the line are also apparent in this fagmentary pafa, although in
same of the individwil figurés one potices attempts at modelling by tonal
variations of the different shades. This is particularly evident in the figures
that are given darker hues where lighter shades have been used to add a sense
of volume to the limbs. Generally, the figures are ideally proportioned, and the
artist was concerned with rendering the bare essentials with little regard 1o
anatomnical details; Yet, it is remarkable, how, time and again, he succeeds,
with the utmost economy of the outline and almost a flat application of colours,
in imbuing his fizures with almost a nawralinic quality of sensuousness; as
may he noticed In the sumptuous forms of some of the female figures kneeling
in the cemoteries. Where tonal gradation is emploved the sense of volume is
pbviously more apparent. But, no matter whether the modeiling is residual or
makes its full impact, the outline is always given added emphasis and brought
into prominent relief from its background. Indeed, against a background ns
richly ornamental as that we see in this painting, the artist could not con-
ceivably indulge in a suggestive and disappearing outline, This emphasis on
the lincar guality has always remained an essential characteristic of both
Indian and Nepali religious paintings throughout the ages. In Nepal it has
sometimes acquired a calligraphic quality in its articulateness and sharpness,
perhaps becatise the Nepali artists were more aware of Chinese traditions.

Whiit is particularly noteworthy in these fragments: (Figs. 1 and 2] is the
skill of the painter in the rendering of the minutest detail. Each and every
detail, whether of the floral seroll background, or of the ornaments and symbols
decorating the squares and the portals of the mandala, or of the makaras, from
whose mouths spring what look like painted versions of exquisitely carved
tusk, is executed with meticulous care and a feeling for delicacy. It appears
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as il no detail was insignificant for the arust; and the same degree of attention
hias been paid to the drawing of the ornamental motifs as 1o the principal figures.

Although the use of the floral scroll to decorate the background of the
patutings is more popilar with Nepali artists between the ffteenth and the
seveniteenth centiries, its carlisst use can be traced o the wooden covers of
twn manuscripts of Siudharme and Vithpudharma, now in the Bir Library,
Kathmandu, The Vidmidharma is dated in the year N. 5. 340/A.D. 1220, and,
on a close examination of the two manuscripts, we are in no doubt that the
Sicadharma was also written by the same scribe and illustrated by the same
artist. On stylistic considerations this fragmentary paga is closer to such thir-
teenth century illuminations (Fig. a) than 1o the fifteenth century paintings.
The figurcs of the kneeling females in the cemetery scenes, sensuons with their
bilging breasts, convey the same sense of volume as do the figures of females
in the Siradharma covers. This manner of modelling continues, perhaps with
lessér vikour, in manuseripl illuminations of the faurteenth’ century, but from
the ffteenth the form of the females in Nepali paintings definitely becomes
fins and linear, noticeable particalarly in the treaunent of the breasts which
are summarily indicated only by means of two circles, as we shall see later
o We also find the same fullness of form and graceful proportions in the male
figrures in these paintings and in the illuminated covers, The pillars, framing
the figures in the bottom of the fragmentary pefe, appear m be of a slightly
developed form compared 10 those on the Sivadkarma covers, and the design
of the foliage capital is identical in both, Thus, a fourteenth century date;
at the latest, would seem Likely for these fragments: They may also be com-
sidered to constitute the earliest example of a-schoal of painting that guined
considlerable popularity in Nepal in the fifteenth and the sixteenth centurics,
a school that wits transplanted in the fificenth century to the Nor monastery
of Western Tibet, '

1

The monastic style of painting continues with faltering tenacity as late
as the sixteenth century, particularly in manuseript illuminations. But by
the fifteenth century, certamly in the pafas and in a few manuscript illumina-
tions, we find a style that is derived no doubt from the earlier tradition, yet
displayving characteristics that are distinctly Nepali, The earliest dated docu-
ment that can be said to have been painted in & purely Nepali style is the 1436
A, pafaof Amoghapiés, now in the Ethnographical Museum, Leiden.! To this
style belong the illuminations of & manuscript of the Ded Makdtmya (Fig. 4)
in the Museum collection. The mamuseript is not dated but on a carefisl
comparison with othersits paleography seems not to be earlier than ¢, 1400 AD.

Tt is a palm-leaf manuscript in which the borders are painted with floral

1 Stella Kramrisch, The Art of Nepal, New York, 1664, p. 104, pl. 82.
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designs. There arc cight illuminations and both the wooden covers are also
illustrated [Fig. 5). The manuscript being of the Devi Makdimye, the illumin-
ations are related to the text and mostly depict various forms of the Devi,
either hy herself of in combat with the wisrar. On two leaves (Fig. 4»
second from the top) we find Markandeya narrating the text. Once he is
shown ns an cmaciated ascetic with a beard and biue complexion, while
in the other represemation he is a pormal human being. The other two
illumitiations are of the Devi destroying the demons Madhy and Kaitabha?

and lstening to the stafi of Sumbha and Nisumbha. In the other pages,
the Devi is seen destroying the demons Mahishisura, then Rakuabija, the two
brothers Chanda and Munda, and lastly Sumbha. The two covers (Fig. 5)
are illuminated with the images of Siva dancirig on the bull, Mahishasura-
mardin, Kal, the Seven Mirgikis, Mahilikshmi and Gapefa. With two
of her hands, each goddess displays the opikhpinemudrd and holds o skull-cup.
The remaining hands exhibit attributes peculiar to the particular form of the
Devi. Each is also seated on her respective mount. It is worth noticing that
the upper left hund of Viarahi holds a fish and Mahishsuramardini on another
feafis ten-armed {dafablga), while on the cover she is cighteen-armed (aihfd-
dafabhuid). But in both the illuminations the awrs is seen emerging only half
way from the buffalo on whose back the Devi places her left foot. The artist
‘here was obvioasly following the text very closely. In the last verses of chapter
111 we read : *Thus exclaiming she jumped on the back of the grear Asura
and pressing his throat with her foot struck him with the trident. Trampled
ynder her feet, the real human form of the Asurn issued partially from the
mouth of the buffalo and was totally overpowered by the valour of the goddess.

In his half revealed form the great Asura continued to fight until his head
was severed by the geddess with her sword'.2

In chapter VI1 we are told that while giving battle to Chandi and Munda,
the Devi became so enraged that Kali of & terrible countenance and armed
with & sword and a noose, appeared from her forehead, and it was in this
form that she destroved the twe Asuras. Having slain them she dragged them
by their hizir to Chandiki.% and this is the seene illustrated o the illuminason.

In another illustration Durgh grasps Sumbha's hair asshe drives her trident
inte bis stomach, while in the scene depicting the slaying of Raktabija, the
artist has shown the Devi us piercing the demon and then lifting him in the
air with the prongs of the trident. It is the sort of posture and movement that
we see in some of the heroic Saiva portrayals in India; such asin the Andhaka-
suravadhamfirti. Thus, despite the limitations of his repertuire, the artist of
these illuminations had achicved considerable varicty in the representations.
"The militant character of the goddess is generally indicared by the posture

1 m:mallr in the vexe (ch. 1) the s1ory b roconnsed how Vishnu dastroyed the deenons Madbo
arid Kaijahlin! Evidenily the artist here misundentood ihie wext.

¥ | Clispeer T, v §7-30:
4 Chapuer VII, vv. 4-5 and 22.
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known technically as dligha, while the demons, when in actual combat, are
shown in a kneeling position facing the goddess but with their body half-turned
and brandishing a naked sword. Such modes and postures appear 1o have been
in the stock of the traditional artist, and he used them when required with a
yatying degree of naturalism. From the different studies of the Asuras it
becomes apparent that it was an art given to the portrayal of the type and the
stercotype, and 5o we see the same basic type being shown in different con-
texis as different Asuras. Despite the cursiveness of the line, the style attaing
its vigour and vitality from the contents of the paintings, and the dramatic
quality of the hattle scenes is enhanced by the simple and direct compositions
involving only the dramatis personae.

To the fifteenth century also belongs a pafa of a type known in Nepal as
"Lakshachaitya® (Fig. 6). Lakshachaitya is the name of a srata or rite observed
by devout Buddhists, and it comsiats of donating a fakk (hundred thousand) of
chaityas, While this was not dlwiays literally practised, usually the donor was
satisfied with making a symbelic gift by consecrating a pefa illuminated witha
targe number of chatyas. Sometimes the pafa comisted only of such chaityas,
but in others several deities or episodes were added. The pata under discussion
is. particularly interesting as it represents, besides the five Paficharakshi
deities along the bottom, several incidents from the life of the Buddha as well
as stories from the Fdtekes and the Avaddnas.

In the middle of the pata (Fig. 7), within the womb of the sifipa of a
typically Nepali design, is the figure of the Tathigata Vairochana, seated
and displaying the gesture of dhormachakrapravartana. He is flanked by the
white Avalokitedvara to his right and the yellow Maitreya 1o his left, Also
within the garbfiz of the dipa are four seated female figures, yellow, blue,
green and red, representing the four forms of Tiird, On the torans aboye the
harmikd, is the tiny effigy of another Taithigata, Inset in two vignettes on
either side of the chhetrdoalf are Chandra (the moon), riding a chariot drawn
by seven swans to the lefr, and Stirya (the sun), riding a chariot drawn by
seven horses (o the rmight, In the smaller vigneties, adomed with the ornate
floral design, are several eelestial beings. The [estive and auspicious occasion
15 marked by the strings of flowers that hang from the top of the s#ipa and the
fluttering scarves above the sarsharthali, a custom 3till followed today. In the
four smaller rectangles are the four Tathfigaias-Amitabha, Amoghasiddhi,
Akshobhya and Ratnasambhava, presiding over each cardinal side, Fach of
them is seated on an elaborate throne adorned with makaras and Afrtimukkas.

The scenes (Figs. 7-8) depicted, within rectangular frames, immediately
around the central stdpa, are meidents from the life of the Buddha. The
narration beging 10 the top right with represemtations of Tathigatas with
attendants. These scenes probably relate 10 the begimming of the life of the
Buddha in the Makivasts Avadina, where the Tathigats Sarvavibhu tells
Abhava, a devout Bhikshu, that he would be born in the Future Ealps as
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Sakvamuni. We then see king Suddhodhana, who was for a long time childless,
along with his courtiers, giving alms in the hope that o child be born. The
conception is shown by an clephant entering a bullding followed by the
scenes of the Nativity and the seven steps in the company of Indra and Beahma,
in the traditional manner, then the presentation 1o the sage Asita, the young
prince’s traming in riding, archery, etc. Several other incidents, including a
fow of the great miracles, are shown in the following scenes until we come to
the stereotyped representation of the Makdparinired@na, The artist hagovidently
selected the principal events from the life of the Buddha and depicted them
with the utmuost economy in the manner in which we find the eight great
miracles being delineated in early manuscript illummations.

In the panels along the outer margin of the pate are [llustrated what
appear to be Jitaka and Avading stories. Within each frame o different tale is
represented and the brevity of the narration sometimes makes an absolute
identification difficult. Usually, however, sufficient clues are given, and we may
here identify a few of these tales. In one of the panels 1o the right (Fig: 6) we
find the portrayal of a large fish, which probably indicates the Mackohia
Jataka (No. 75), when the Bodhisattva was horn as 2 fish. In another section
{Fig. 0}, 1o the exireme right, several personages are arranged in two tiers. In
the upper row a dark and emaciated figure is flanked by four bearded ascetics.
In the lower row a person is seen riding an clephant and then a monkey is
confronted by a himan couple seated in a reverential attitude, This no doubt
represents the Maohdbodhe Jataka [No. 528) which states that the Lord was
onee born as an ascetic and was an influential preacher, Fearing that his
influence might spread in the political sphere, some of the ministers informed
the king that he was sctually a spy. The king set out 1o visit the ascetic, who,
i order 1o impress the roval visitor, miraculously created a monkey, peeled
off its skin and appeared befare the king wearing the skin. On being acoused
of killing the monkey the ascetic replied ' IFall this be either natural or brought
about by previows work, I have done no wrong m killing a momkey”. The king
then became a convert.® We can thus identify the figures in the upper tier as
the Lord in the form of an ascetic preaching 1o others and in the lower ter the
king first riding an elephant to visit the Bodhisattva, who is then shown in
the ailire of a monkey, while the king and hiz queen sit facing him.To the left
of the painting we can recognize the Satgpuira Fateka (No- 279) wherein it is
stated thit once the Lord was born as Satapatra mnd extricated 4 bane from a
suflering lion's throat. Then, when the lion was devouring some venlson,
Satapatra, who was very hungry, asked the lion for some, but the ungrateful
lion refused ta give him any. In another panel we find & déad figure surrounded
by what appear to be jubilant nymphs. This probably represents u scene
from the Simhala-avaddna, while in the topmost panel has been depicted the
Ruru Jateka (No. 482). Along the bottom of the pafa are the five Paficharakshi
deities and in the corner are the donors seated with a Vajrichirya.

b R. L. Mitra, The Sonsirit and Buddrist Literatuse of Nepad, Caleutes, 1882, pp: 53-54



8 FRINCE OF WALES MUSEUM BULLETIN

This briel mauner of representation of a story; linited 1o bare essentials,
appears 10 have been & characteristic of the early medieval period, particularly
of the manuscript illustrations, Curiously, on the covers of a manuscript
written at Arah, also of the fifteenth eenturyS, we find this summary munner
of representating the Fataka tales, It is obvious that these illuminations were
not meant for an average man but for those who were well versed with the
Jitaka tales to be able 1o recognize the story from the baresy of clues. However,
this manner of representation does not appear to have beem very popular in
Nepal. Usually in the majority of the patas, where particular episodes are
illuminated, the narration is fairly rich in detail and continues from onc panel
to another, Despite the larger size of thie pages, the pronounced influence of
the tradition of miniature illiminations is apparent in the use of the rny
frames and the composition of the Egures within each frame. This mode of
segmentation, ultimately derived no doubt from (e narrative panels at Ellora,
contined 1o defight the Nepali artists over o considerable period of time,

The chaityas are painted in white against 4 background of red and blue-
black, and the sume colours alternate as the hackground of the séenes along
the margin of the paja. The red colour is nsed exclusively as the ground for the
illustrations of the events from the life of the Buddha. Asa matterof fact these
two primary colours have been employed consistently by the Nepali painters
since the earliest times in the manuscript illurminations. Each panel is also
composed within 4 miniature frame a3 we find in early dlommated manns-
seripts. Details of settings, such as the tree or a section of & building, are kept
to the barest minimum, and the design of the architecture [llows the con-
temporary wooden style prevalent in the country. Nepali painting of the period
is essentially figursl and whatever other motifs have been used they invarmably
subserve the luman figure. The physiognomy of the figures is characterized
by a rather sharp and long nose, sumetimes resembling a fukandse; as for m-
stance in the figure of the Vajrichirya (Fig. g), whose face, apart from the
lieadidress of fur, 13 psychologically considerably mteresting. The cyebrows
are neither drawn continumisly i a graceful wavy line, nor do they assume
the shape of a bow, bul is &t times delineated in rather a crude lashion m' two
jerky waves,

Although the pata us also the illuminations on the Deei Mdkdimya manu-
script (Figs. 4-5) retain same characteristics ol the monastic sivle, the line is
no longer bold and sweeping asit circumscribed the figures, but desiccated and
ar yimnes perfunctory. The drawing, however, is not mechanical and on oocas-
sions the outline succeeds in imbuing the forms with a rudimentary sense of
volume. In contrast 1o the hieratic rigidity of the divine figures in the centre
of the painting, there is much spontaneity and animation in the narrative
pancls The pestures and gestures, the hall turn of the body, the soft, gliding
miovement of some af the fipures as they step forth (Fig. g) or simply sway as

* Prasapadiiya Pal, A Now Document of Indian Paluing', Jouwnal s/ e Ruel Asitic Sociaty
paris g and 4, 1965, p- 1030, '
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they stand, still retain some of the q".‘iril of the monastic style, although there
is a certain stiffness now, especially in the drawing of the limbs. The pony is
of the rather thick-set and heavy variety which we encounter in later Nepali
paintings, while the lion, on another page is of the heraldic \ype, although
considerable vigour and majesty are conveyed by the curious treatment of the
mane. In the sixteenth century Nepali painting becomes altogether linear,
anid we find an mcreasing tendency to delineate the figures in & less sensuous
and miore abistract manner. The artist now begins 10 1ake an added delightin
laying emphasis on the surface quality and decorative inventrveness. It is
probably during this century that, having exhausted the monastic style, the
Nepali artists: become more conscious of the contemporary art movements
both in India and Tibet, and, from now on, their paintings display many new
elements, which are once again intelligently absorbed in the main stream. An
interesting pafa, executed in & purely linear manner, is that depicting the
mandala of Chandra (Fig. 10) dedicated in the year N, 8. 642 /AT 1522,

Three other such pafas.arc known, one in a private collection in Bombay,
a skcond in the- National Museum, New Delhi, and the third in the Museum
van Aziatische Kunst, Amsterdam?. All four scem 1o belong roughly 1o the
same period and are Buddhist pagas. The Amsterdam pate (Fig:- 11) was painted
iy the year 1525 A D, and is so identical with the one under discussion that if
they wese not both painted by the same artist certainly one was copied from the
the other. In both the pefas Chandra, riding @ chariot drawn by seven geese,
presides over the mandala. In the next circle are vepresented the remaining
eight Gruhas and in the following circle appear sixteen identical figures, each
of white carnation; seated on a goose holding a lotus in either hand. These
. probably represent the sixteen kalds of Chandra. The twemty-cight figures in the
next circle no doubt pormray the twenty-eight Nakrhatras, while the ontermost
circle is occupied by the Ashiadikpalas, the signs of the Zodiac, and other
suspicious symbols. The five Tathigatas along the 10p flanked by two Bodhi-
sattvas clearly indicate the Buddhist affiliation of the pata, Within the square of
thic mapgdala, in the two upper carners, are Lokefvara, Prajifipiramitd and
the four Taras, But the incidents depicted below, an animal being roasted
to the left and others to the right confronting a man, cannot yet be identified.
Along the bottom of the pafa, the central trinity of Ganapati, Mafjusrf and
Mahikila is flanked by the figures of donors in the company of a Vajrachrya
performing a fire sacrifice.

In the paga of Lakshachaitya (Fig- 7) we have already scen Chandra
being represented as riding a chariot drawn by five geese. Such iconic 1ypes
oceur in Central Asian painting where we often find both Chandra and Sarya
‘being shown as riding i their chariots in separate wvignettes in the upper
section of the painting, as in that of the page of Lakshachuitya. In these two

T The patai in ihcﬁrl“{u“ﬂlm of Mr. Haridas K. Swali of Bombay and io the Natonal
Museuin, New i are unpublished. The petsent writer hiad written & papes an the
Amsterdam pata for the Bulleun of thay Miscum.
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mandalas of Chandra (Figs: 1o and 11) & further elaboration is noticed in that
thire sre two more attendant figures hoiding fiv-whisks. 11 is common in the
medicval icons of Siirya, both from Nepal and northern India; tofind two female
figires lolding fy-whisks, representing his two wives Chibiyd and Samjiia,
and two more female figures cepresenting Usha and Pratyusha, shooting arrows
w dispel the darkuess. According 1o the Vishnudharmotlara-Purdpa, the two
wives of Chandra are Kanti and Sobhid, while his charioteer is Ambara.®
Thus, the twe female fy-whisk besrers probably represent his two wives Kaotd
and Sobha and the two urrow-shooting female figures are added by the ariisi
following the icons of Stirya by virtue of the fact that Chandra also apprars to
dispel darkness. At the samne time 11 seems possible that the tradition of ndding
both Chandra und Siirya on eithier side at the top of 2 page was derived from

In painting such a magdals the srtist enjoyed little freedom since the col-
onrs of the divinities are textually prescribed. There is absolutely no modelling,
either by tonal variations or by means of linear articulation, as we find in the
earlier Nepali paintings. The outline merely defines (he mass and the back-
gromnd of each figure is painted 1o import some relief by contrasting colours,
which have been applied in a flat manmer. The figures sit in & hicratic Gshion
and the style here is definitely conditioned by iconographic needs, The con-
ceptual churacter of the art becomes apparent not only in the stereptyped
repetitions of the icotiic types as well as of the figures of the donors m these (wo
paintings (Fige. 10-11) and in that of the Lakshachairya (Fig. 6), but also n
the warrative compositions and in the drawing of the animals, In the narrative
panelstheartisthas empldyed a limited number of motifs, gestures and postures,
in several combinations, 1o depict different stories. It is ouly in their different
context thit we are able to recognize their lunctions. In the representations of
the animals also the same basic scheme has onee been altered to depicta bull,
a lion or even an elephant, which could hardly be recognized as such were it
not for thie trunk. Itis obvious that in such paintings the beholder did not much
care for realism, and zo, éven where the artist had the opportunity 1o observe
the animuls, he relied more on the mental concept before giving form 1o the
image,

i

It has already been remarked that the seventeenth century is very richly
represented in the collection. From the first half of that century we haye three
long scrolls depicting Buddhist legends and stories. One of these, according
to the inscription, was donated in the year 797/1617 AD. by S Kasirija
Bharn, 2 resident of Byath Vihara, on the occasion of the Rathayaud ceremony
of Sri Buriga, the Newari name for Lokedvara. The chariot is painted in the
last scene of the scroll. A second seroll was also donated by the same man,

¥ Priynhals Shak, Vidhpedbermoltirg-Predna, 11, Baroda, 1958, 68, 2-3.
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almost at about the same time, as the first two numerals of the date in the
inscription reads as 7 and 3. Thus thisscroll was painted, probably by the same
artist, between the years N. S, 730/A.D, 1610 and N, 8. 730/A.D. 1610, The
third scroll, although without & dedicatory indeription, was also painted st
about the same time as it is stylisticully identical to the others. All the three
serolls illustraie legends connected with Lokebvara, and extol the efficacy of
worshipping him. The 1617 scroll (Figs. 12-15) no doubt depicts the myths
associnted with the Rathayiri ceremony of Machchhendranatha, who is also
called Buﬂ!ga Lokedvara by the New&rs, and the occasion is onc. of national
festivity in Nepal The second scroll donated by Easiraja (Figs. 16-17)
potirays scenes from the Kdrandavyifa, a text given entirely to the glorification
of Avalokitedvara. The stories in all the three scrofls unfold in three tiersalong
the length of each, and the epispdes are described in inscriptions that run along
the top of each band ot tier. Some of the inscriptions are too effaced but from
those that are legible the narration can be followed easily enough. The majority
of the scenes contain some representation or other of Lokekvara being adored
hoth by the mortals and the immortals. Without entering into details we may
here point out a few salient und unusnal features of iconography.

Tn many of the scenes either Avalokitedvara or the Buddha is surrounded
by 2 number of gods who mostly belong 1o the Brahmanical pantheon. Among
these Brahmi, Vishgu, Mahideva, Indra and Gapefa feature prominently,
and are ususlly shown as riding their respective motmts around the central
image of Avalokitebvara. Thiee such scenes occur in. the section of a scroll,
In the same illustration, in almest the middle of the lowermost tier, &
multi-armed Siva is seen dancing on his bull, while o the exireme
left several Buddhist divinities such as Khadga-Mafijuir!, Maha-Mafijubri,
Dharma-Mafijusrd, Sakyumuni, Chundi, ¢tc. are seated in 2 row headed by
Mahadeva. Thus, we notice the curious phenomenon that while the principal
Brahmanical gods are on occasions made to attend Avalokitedqvara—as it is
related in the Karapdovyfiha at least Mahadeva seems 1o be inciuded in his own
right in Buddhist mythology. This has always been a principal trait of Nepal's
religious history and the Hindu snd Buddhist divinities have co-mingled in
harmeny over the ages, Moreover, both Siva and Lokeivara are especially
bonoured, and we often find that the legends and iconography of these two
divinities are frequently interchanged. Tn the same section of the seroll
in the centre of the middle band, Sakyamuni is being attended 10 by
Vairgchana, Amoghasiddhi, Ramasambhava and Padmapini. Vairochana,
who is provided with a prabhd or a halo, displays the Dhomackakrapravartana-
mudri; Amoghasiddhi fans S&kvamuni, Ramnasambhava holds & dhfatra or a
parasol, while the halved Padmapini, (inddentally Amoghasiddhi and
Ratnasambhava are halved) is curiously dressed as'a monk. To the extreme
right of the lowermost band appear eight pemsonages, seated in two tiers,
who represent, according to the inscription, the Four Yugas and the Four
Vedas. Such personifications of the Yugas and the Vedas, all portrayed in an
identical fashion except their complexions, are not known in Indian art and
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are even rare in Nepal, The hilly landscape behind them represents the
Gosringa Parvata where they are said to reside. The Godginga Parvata is the
name of the hill on which the famed Buddhist shrine of Svayambhiinfitha is
situated: Teis also curious thar, while leading the processiom of the Brahmanical
gods in the fowermost tier; Skyamuni is seen riding an elephant.

I the 1617 scrall (Fig. 13) also we fitid the Hmdu divinities accompany-
ing and adoring Lokedvara. On the extreme left of the middle tier is rather an
uinisual representation of Kubera expressing his delight as he embraces his
consort seated on his lap. Equally curious is the portrayal, immediately helow,
of & nultiarmed Chandra on his chariot drawn by seven geese, The composi-
tion is no doubt the same a3 that we have already met with in the earlier pajes,
it became a convention in Nepaii art. But the multiplication of the arms is
eather unusual. Normally, Chandra iz shown as two armed, although in the
Vishmudharmotiara Purdna the number of srms is four®, Such iconographic elabo-
rations are probably due 1o Jocal variations, and mdeed Nepal seems 10 have
developed a rich iconographic tradition of its own. A1 the extreme right of the
middie himd, Lokefvara &tands on the summit of mount Swmnery; while several
other gods, mustly Hindu, are arranged in a hierarchy in a number ol tiers. In
the last soene is the interesting representation of the Rathayatra coremony
wihere Loketvara is being bathed and then carried in the chariot fo the ac-
companiment of music.

The Kdrapdacyiha is sm amplified prose version of the Guuakdrapdagyiiha
which isin verse, Both, however, are concerned with praising Avalokitedvars and
recounting the miracles and good deeds performed by him. One of his principal
occupations is 10 save the suffering souls i hell and in one sectivn of the scroll
tor the top left, we see the standing figure of Avalokitebvara with two suffercrs
apparenily beggme for salvation, while the custodians of hell are busy
sheving a cnu]:'lh: of sirmers into 4 cauldron. In another section of the painting
(Figs. 16 and 17}, in the central band, is depicted the story af Sirhhala as itis
recounted by the Buddha in the Kdrapdayiha'®, The story runs that Simbala,
lhe son of Sititha, & therchant, set out on 3 sea voyage. Overtaken by a storm,

his ship capsized off the island of Tamradvipa. Simbala and his companions,
however; reached the shore of an island which was inhabited by ogresses who
assumed. the forms of enchanting nymphs and seduced the hnplt:ﬂ seafiurers.
The story then goes on 10 say how they were warned miraculously by a lamp
and asked to run away ona horse named Baldha, but not 10 open their cyes
as they rode across the ocean. The ogresses began wailing on learning of the
fight of their lovers, ardtl on bearing their lamentation all except Simhala
opened their eyes and consequently fell into the vcean and were devoured
by the ogresses, Simhala's enchantress pursued him, met his father and
complsined shour his son's desertion. But the father accepied the =on's
story and so the disconsolute ogress proceeded 1o the king and lodged the

* Pihnadharmatiara-Pusipa, 111, 68, -4
». R L. Mio, . &b, pp.ofi-o3.
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same complaint, The king, believing Tier story, married her; -and was sub-
sequently devouted by her. Sizhhala was then crowned as the king, This story
is, hawever, nopentirely illustrated in the paiiting, In the middle band of one
of the sections the story beging on the right and we see Sifhala and his men
proceeding to the ocean, then sailing in a ship, while on the other side of the
noean, the ogresses wait in the guise of beautiful damsels, The next scene on the
extreme left represents Simbiala accepting one of the nymphs as his bride,

Swylistically all the three scrolls befong to the same school of painting. The
eatliest document m this stvle is the illuminsted manuseripr of the Hilapadese,
dated in'the year 1500 AD., and now in the Bir Library at RKathmandu®!,
Two other manuscripts, of the type known as Keldpustaka, also belong to this
style. Both these arc as yet unpublished; ene of them i in the Cambridge
University Libirary and the other in the Palace Museum at Bhatgaon, Nepal.
The deawings along the upper sections of the exterior walls of the roval temple
of Taleju Bhavini and the murals on the palace walls at Bhaigaon, probably
painted in this period, are alto executed in the same style. Tt is thus possilile
that all these paintings were done by the artists belonging to the seme atelier,
probably of Bhatgaon. The fact that these paintings portray both Hindu and
Buddhist subject matter clearly indicates that the artists were professional
people and were pauronized by the Hinduos and Buddhists alike.

Following are the principal characreristics of the style;

[g) The narration is continuous but the composition does not sprawl
along the entire length of the scroll. Instead, the scenes are divided into
separate units, each being artificially framed by trees, architectural motifs or
just a plain dividing line, The resultunt effect is that of & modern comie strip.
Though it must be added that the scenes are not always so rigidly separated.
Thisbecomes spparent from an examination of some of the incidents illustrated
in the scroll. In Fig. 13, in the lowest band, two incidens are depicted. Imme-
diately to the right of the representition of Chundra, & group of men with
enjoined palms, representing Kasirija Bharo, the donor, and members of his
family, sit reverentially within a structure facing the Vajrichinys who is
performing the Aoma. In the same composition, with their back 1o the sacrificial
fire, are scveral other seated figures; in two tiers, evidently welcoming the
chariot of Lokesvara, which formsa part of the next composinion; when logically
the dividing line should have been placed between them and the worshipping
donors, Similurly, in the representation of the Simbals-arading (Fig. 16) the
processinn af the attendants, proceeding to the boat, begins in one section
and continues in the next.

(§) Within each framed composition the lesser persanages are grouped
or arranged around the centrally placed main figure of the incident, who is

& Stelly Kramrisch, op. oil,, p. 96, No. go A-LL D, Stells Keamrisch dates this MS. to 1504
A
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drawn slightly larger tham the others, thus emphasizing the functional impott-
ance of the fgures rather than obeying any law of perspective.

(¢) A third and distinguishing characteristic of this #}rh: is that the
incidents are depicted against what appears like a stage back-drop, extending
from one end of the frame to another with a noticeable sag in the middle, or
hung in several waves. This is a feature that is really derived from the monastie
style of painting, where it was used a3 a decorative background for the Hieratie
figures of gods and goddesses, but here it forms an integral part of the back-
grovmd irrespective of the logale or the patural setting demanded by the
illustrated incident,

() Apart from the back-drop, the background is imiformly decorated
with an omare design of floral seroll in shades of red. This 100 is & featnre that
appears in earlior Nepali art, as we have already discussed, but the artists of
this school show a special predilection for this.convention.

(¢} Compared tothe woll-proportioned and graceful figures of the paint-
ings of the monastic style, as pereeprible in the fragmentary pate of Samvars
{Figs. 1-2), the figures in these paintingsare somewhat thickset and broad, at
times with almost disproportionately large faces, rather long noses, large eyes
and feet. Occasionally the chin appears to be non-existent; elsewhere it has the
tendency 1o assume the form of & loop. Thus, the physiognomy of the figures in
these puintings appear to be quite distinctive and is unrelated to that of the
figures scen in early manuscript lluminations or pafas, or for that matter in
those of the later period. Except where a deity is shown en face, the head of
every figure is invariably portrayed in profile, even where the rest of the body
is shown fully from the front.

{f) Another distinctive feature of this siyle is the relatively thidk and
heavy drawing, particularly if we compare the draughtsmanship with that of
the fragmentary paa {Fig& 1-2) where the line is rendered with great delicacy
and cslligraphic precision. But; despite this thicksjess sud cursive quality, the
lime achieves remarkable expressiveness; and the style atiains a vivacious
linearism seldom seen in Nepah paintings of the other periods.

[g) The psychology of the style isno doubr determined 10 & grear extent
by the function of the paintings. Concerned with simple narration, telling a
story graphically, the style achieves considerable animation and mobility in
contrast to the monastic style, which displays a purely spiritual intent, although
not withouta hispaticsplendour. Tt is at the same time a reminkable testimony
of the survival of tradition. This manner of visual narration began int India as
early as in the art of Bhirhut and Safichi over seventeen centuries ago, Al
though there are peroeptible stylstic differences, we find the temacious persis-
tence of the manner of continuoos and almost uninterrupted narmtion, and
the represcniation of the individual figures according to their functional
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importance, But, on the other hand; there is nothing bere of the richuess of
‘details; of landscape and of the nawralistic settings of ¢ither carly Indian
narrative art or of painting. Instead only those details bave been included by
the artist which are absolutely essential for the narvation almesy 1o the exclu-
sion of others which may have helped to add  the visual effect.

Within the style itsell the trait that seems to determine its particularly
mobile and joyous qualities is the treatment of the background, like o stage,
decorated with floral scroll ornamienitations in shades of red. T as if in the
framing of each scene we arc watching the performance on & shallow stage,
The exubernnt and undulating movement of the scroll work appears w have
influenced the very delineation of the figures, Rarely do we find a figure straight
and ercer, burt always swaying and curving in 4 languid and graceful manner,
and with considerable rhythm. The emphasis of the style is no doubt in achiev-
ing a picturesque and decorative effect, and itsappeal to the beholder is delight-
fully visusl rather than intellectusl, It is altogether a pretty and vivacious
style, and while it draws elements from the more academic and hieratic mona-

“stic style, at the same time, it mingles traits— which give it its emotionally
appeiling qualities — from some form of popular art.

(k) The predileciion of the artist to achieve a decorative cffect is not
only apparent in the employment of the richly ornamental background, but
also in the delineation of the trees. Apart from serving the function of framing
the scenes; even where they form an integral part of the background of an
episode (Fig. 17), there is no attempt whatsoever to render them with any
degree of naturalistic verisimilitude. Rather they sppear as alender pillars,
sometimes willowy and twisting 1o sut the demands of the composition, but
generally straight with the leaves elustered at the top fike a capital. The trunks
are painted in horizontal strips ol colours, and the same expressionistic applica-
tion of gay colours is alse apparent on the leaves, whidh are almost ahstract,
geometrical shapes. Thus, the representation ouly vaguely approximstes to
our conception of & trer, This conceptual character of the art is also evident
ini the delineation of the vcean and the rocks. The ocean is just a strip ofwater
with fishes and tortoises swimming in it. As il to display his power of observa~
tion, the artist has added & bird catching a fish, The mountains. (Fig. 12) are
rendered as a formal, pyramidal arrangement of blocks in several tiers, unlike
the earlicr cubical actions painted in bright colours, with edges of uniform
conical shapes; laced with woolly snows (Fig. 16},

(i) A remarkable variety ol dress and textile designs are noticeable in
these paintings. Generally, the upper portions of 4 woman's body are left bare,
while the lower portions are clad in long skirts 6 broad stripes of blue and red.
This sort of skiry first appears in carly fifteenth century paintings and persists
in luter examples. A scarf, with a broad loop below the navel and the ends
swinging along the sides, is thrown lightly across the shoulders more as 3 man-
nerism than with the intention of displaying modesty. At times the searf does
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not reach the shoolders, hut i tucked in at the waist. Only occasionallyare
women seen weating the long-sleeved hlouse [Fig. 12) famillar in earlier
Nepali paintings. The ornzments consist of plain bangles, neckiaces, anklets
and large, circular ear-rings. If the represesitation is of & queen or A deily
(Figs. 15 snd 17}, she is seen wearing 4 tiare, otherwise the hair is simply
pulled back and tied in & hun at the nape of the neck.

A much greater variety ix displayed, however, in the mamner of male
attire. Often they are seen wearing a dhoti, extending only fo the knees, of the
same striped material as the woman’s skirt. Bur many other printed restile
designs may also be uoticed. Although they are shown with a naked torso,
they also are provided with & scarf. But elsewhere [Fig. t2] they wear atight
Jarket sometimes leaving o portion ol the belly bare: Some of the personiges
(Figs, 12, 14) wear a long jéma, extending dlmnost to the ankles, with Vishaped
neck, long sleeves, and held 1o the waist with n sssh or bamarband, without,
however, an uverhang as we find with the Rajpur or Mughal patkés, It isalso
not quite clear whether the tight pyjamas are worn undemeath. The scarf,
humg from the shoulders and forming a hroad loop below the waist, remainsa
part ol thisattire also, Thislong jdmd isnor quite what we find in contemporary
‘or carlier Indian paintings, either of the Mughal or of the Rajput school.!*
On the other hand it seems 10 have appeared already in the fifteenth century
Nepali pantings.!® We know almost nothing of the earlier mode of Nepali
dress, but, considering the climate, it is more than possible that they did not
wear gimply dhotis and leave the upper portion of the body hare. This sortof
long jéma could have firmed a part of their apparel from a time earlier than
the fiftesnth century, and subs=quently it was modified, due 10 influences of
Rajput and Mughal fashions, into the sort of short jdma that we find in lster
paintings and that they wear today.

Three principal types of head-dresses arc shown in these paintings. The
‘gods and royal personuges are crowned, the Vajricharyas or people of the
priestly class wear a concial cap, sometimes vaguely resembling a mitre,
thesages have their hair tied i a top-knot [Fig, 15), but every
one of the others, whether he be a donor, 4 merchant, a musician, or a
barher, apparently without any sorial distinetion, wears a kind ol 3 heavy.
turhan. The form of the rurban; again different from those to be seen in later
paintings which are more obviously of Indian derivation, may best be seen
in the charming scene (Fig. 18) in which a couple is being shaved by two barbe-
rs. tissignificant that the donorsin the fifteenth and the sixteenth centary patas
do not wear any head dress. This would indicate that the custom of wearing
such-a turban was probably derived from India, althongh nowhere in contem-
porary or carlier Indian paintings do we find this exact mode of tying the
turban. Perhiips, the difference s due to a locdl varation in the lashion.

1 This fime begiss appearing in Todiss painting of the ffteently century, Editoe,
" The of donors in the Biicenth contury pata of Lakshachaitya (Fig. ¢) and in that of
{Fig m}uwulmﬂuzt-hdquuh:rhaph'fnm.
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(i) We have already remarked that the physiognomy of the fizuresis
characterized by rather a large and pointed nose, & prominent mouth, hall-
‘moon shaped eyes with extended ends and with a tendency of the farther eye
to protrude slightly when the figures are shown in profile. In the case of the
male firures the torso consists of broad shoulders with swelling ghest (Fig. 15)
and a wasp-waist with large feet and hands. The subject matter demands the
portraval of various moods and expressions, which has been accomplished
‘mostly by the employment of gestures of the hands (Figs. 14 and 18). Indeed,
even later, under a strong Rajput-Mughal influence, one of the features that
distinguishes the Nepali school of this style is the free and expressive vse of the
gestures, in continuation of the indigenous traditien. But at times the moods off
anger or mischicvousness are cleverly expressed by altering the shape of the
‘eyes as in the scene where the monks and nuns are being beaten up by two
angry mer {Fig. 12) or in the scene of the shaving of the heads (Fig. 18) where
the barbers have a mischicyous but sparkling twinkle in thenr eves.

Thus, although in the 1500 Hitepadess puintings'® we find an awarcncss
of contemporary Indian styles of painting, which become a decisive influence
on Nepali painting of the later half of the seventeenth century, for the most
part these scroll paintings can be said to have been done in a purely Nepali
style: Tt is; however;, not an isolated style thar appeared suddenly, hat is re-
lated to the earlicr monastic style in more than one way. In the application of
colours, nothing new has been added to the palette, and ochre red remuins the
predominant and favourite colour of the Nepali artists. Despite the decorative
flourish of thess paintings, the sombire colours of the monastic style continue to
be used in the same restrained manner. Not for 3 moment is the harmonious
tonality given up, and the colowurs are appllied with sympathy and an under-
standing of the needs of the compositon as well s of the psychology of the
subjects the painter had chosen to illustrate.

w

OF considerable interesy 1o the student of Hindu iconography am three
Vaishnavite paintings belmging to the end of the seventeenth century. One of
these (Fig. 1g) was painted In the year N.S. 8or/A.D. 1681, another (Fig. 20)
‘in the year N.S. Bo6/A.DD. 1686 and the third (Fig. 22) in the year N.S: 807/
AD. 1687, All three paintings were donated at the occasion of the performance
ofthe Anantayrara, a Vaishypava festival that seems 1o have been very popular
in Nepali Although all three paintings depict Vaishnavire subject matier,
they differ considerably in their iconography and compositional schemes.

In the 1681 pata (Fig. 19) the composition is dominared by the sectional
representation of a temple placed on a lotus that appears m be floating in the
waters. The shriue is of the stame design as the Krishna temple in Patan and
shows a curious admixture of local and Indian architectural elements. It is

1. Stells Krmmrischy, op. it p.gb.
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separated fromthe rest of the painting by an exquisite design of the intertwined,
multicoloured rdgas that rise from the waters below. An interesting element is
the representation of the lizards along the projecting cave above the first
storey, Within the temple the main shrine is occupied by Vishou standing
against a canopy of ndgar flanked by two identical female hgures. At either
extremity Gapeda Bahidur, the donor, also provided with a snake-canopy,
stands to the lefi, and Garuda to the right. Gapeia Bahadur is the principal
donor of the paga and his inclusion within the shrine itself is rmther unusual.
The two female figures, with their different colours, probably represent Lakshmi
and Sarasvati, the two wives of Vishnu. In the little shrines in the upper storeys
are depicted twenty-three different forms of Vishpu, and together with the
central image of Sridhara, they comprise the group known as the twenty-four
forms (chatursimfatimirti) of Vishnu. In the same row as the principal divinities
but outside the temple are Jaya and Ganesa o the left and Vijaya and Kumara
to the right. Java-and Vijaya are framed by two attendants and are;no doubt,
two gatekeepers gudrding the shrine.

The basement of the temple rests on a gigantic lotus that floats in the
water, in which also float several other figures. The hieratic central figurcis
that of Visuki and the eight adgas on either side represent the eight Vasus. In
the first tier of the basement of the temple, each within & niche, are the Gotra-
Rishis VidvAmitra, Vasishtha, Markapdeya, Bhiradvija, etc. On eitherside of
this tier, at the two extremities, appear the personifications of the six days of
the week except Ravi (Sunday). Above these six figures appear the kneeling
figures of Rima and Lakshmaga. In the next tier appear fifieen figures, the
fourteen from the left representing the fourteen days of the lunar fortnight
(fuklapakiha) beginning witly Pratipad, while the last figure represents Amivasyi
or the night ol new moon, Amivasyd is shown as half white and hall green,
signifying the seven brighter and the seven darker davs of the fortnight, Along
the sides and the top of the pats, in little vigneties, appear the Nakshatras,
such as Piirvd, Sviti, Rohini, Anuridha, Dhriiva, etc., although some of them
appear to be repeated, Along the bottom appear the twelve signs of the zodiac
(dvddatardsi) Aanked by Yakshas and Yakshigis; each carrying a bag of jewels.
The second row along the 1op of the pata is occupied by the ten Avatiras of
Vishnu. Immediately below, and on either side of the intertwined snake motif]
the four tiers unfold the story of Ko Muni, who, in his wanderings through the
forests, meets a bull, an elephant called Kisi, a horse known as Sunapa, the
niga Ananta and Visuki, and ultimately finds his way to Vishou,

The 1686 papa (Fig. 20) depicts a Vaishpava mangdala, and, according to
the inscription, the king of Bhatgaon Sumatijayvajitimitramalls was himself
associated with the performance of the Anantavrata. Thus, in the panelat the
bottom, while the figures to the left behind the standing priest are ofthe donor
and his family, those to the right most likely represent the king along with
other members of the royal family. In the centre of the mendala Vishpu is
fianked by Lakshmiand Garuda, Lakshmi is four-armed and holds in her upper
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hands the pot and a manuscript, while of the two lower hands, one isheld near
her breast in' the mydkhydnamudrd and the other hoids the stem of a lotus. Curi-
ously, Garuda is represented with six hands. Two of his hands are held agains;
the chest in samackdramudrd, while the other four hold a lotus; a rosary, & pot
and a parasol. In the second circle appear four different forms of Vishnu,
the third eight two-handed figures, each holding a lotus, while in the fourth
circle appear fourteen other emanations of Vishgu. The eight figures in the
third circle may represent the eight Vasus. In the four corners of the square of
the mandala appear Vishnu, Ganapati, Mahikila and Devi; each accompanied
by two attendants. Along the outside of this square are the Navagrihas and
the Ashtadikpélas, together with Brahma, Bhairava, Dyarapilas and other
minor attendants. In the lower row, along the top of the pata the central figure
of 8 multiarmed Vishnu is flanked by twelve of his emanatory forms. In the
upper row are the representations of the ten Avatiras.

In the 1687 pate (Fig, 22) Vishnu, flanked by Lakshmi and Garuda,
stands on an elaborate throne, Both Lakshmi und Garuda are two-armed,
the right hand of Lakshmi i in the spdbhydnamudrd and the lefr hand just
hangs loosely along the side, while the two hands of Garuda are in the
mamaskaramudrd, In the tier immediately above the inscription the eight
Vasus are represented in the water, and in the next row, against a hilly
background, appear the Navagrahas, In the little squares along the sides of
the inner rectangle are represented the Dikpilas and various other divinities,
some of whom probably represent the Rishis. Along the upper section of this
inner rectangle, once more against a hilly background, are represented
Hindu gods such as Siva, Brahmi, Indra, Chandra, Siirya, etc. Outside
this rectangle and along the two sides appear fourteen of Vishnu'siwenty-four
emanations while along the top are represented the ten Avataras.

Thus we find that, although the manner of composition is different in
each painting, there is considerable iconographic similarity in that the ten
Avatiras are depicted in all three gafar and a large aumber of the fgures,
comprizsing the mandala, are of the twenty-four emanatory forms of Vishnu.
Iconographically, the 1681 pala is the most elaborate, although there we are
aided considerably in our identification by the labels inscribed next to each
figure. Below each pata also appears a fire sacrifice attended by the donor and
members of his family, and in two panels of the painting (Figs. 20-22) we s¢e
a figure dancing in the centre: Usually these scenes are found in the Buddhist
patas of Nepal, and their inclusion at least in three Hindu paintings indicates
thaut such was also the practice among the Nepali Hindus

It has already been mentioned that according to the inscription of the
1686 paga, king Sumatijayajitimitramalla was sssociated with the performance
of the grala to commemorate which the painting was donated, Sinée he was
the king of Bhatgaon, it would not be unreasonable to assume that the pata
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was painted i Bhatgaon, s town thit had, since it foundation, remained
predominantly Hindu. And sines there is i general stylistic affinity among all
thres paintings, we can safely assign them to the same schoal, although cach is
probably the wock of a different artist,

Despite the iconographic similarities, such as the inclusion of the ten
Avatiiras, of many of the twenty-four forms of Vishnu, of the Dikpilas; the
Sridhara form of Vishnu being the central figure:in all the three pafas and the
perzonified forms of the first two Avatiras, Matsya and Kiirma, to enumerate
onlya few identical fearures, there can be little doubt that the pafas were drawn
after three differenit iconographical traditions, OF the three pafar only the (686
example (Fig. 20) is strictly & mandala and the artists painting it had no doubt
¢ meticulously fullow the prescribed rules. The artists of the other two paint-
ings may have enjoyed relatively more freedom but there too iconographic
conventions predominate. As in all such painting symmetry is the kevnote of
the composition. The sryle in such casesis no doubt determined 1o a large extent
by the iconographic contents and the figures stand or sit according to hieratic
demands. Essentinlly figural, the paintings continue the lyrically liviear style
of the early part of the century without, however, sharing the dramatic Intent
of the narrative scrolls

Althoughe the artists have not employed the exuberant fioral scroll for the
background, there is nonetheless o decorative flavour and ornateness in these
paintings as is evident from the use of the floral designs along the borders; the
exquisitely rendered foraga in the central section of the 1687 painting (Fig. 22)
— a5 rich and intricate in its design as the claborately carved pediments one
fincds in later Khmer architecture of Cambodia — and | thie delicare and
refined drawings of the lows petals in both the 1686 and the 1687 patas

{Figs. 20-22.

v

The story ofart in Nepal is one of constant absorption and reinterpretation
of Indian styles. But the Nepali artist was never a mere imitator and as he
drew from many sources over different periods he assimilated these borrowed
elements into his arristic tradition according to his own predilection and exi-
gency. Hence, itis often difficult to trace the precise Indian sgurce in a8 much
‘as one can always distinguish 3 work of art of Nepali origin with confidence,
Particularly from the seventeenth century onwsres we find paintings in Nepal
‘which, sometimes blatantly imitate miniatures of the Rajput and Mughal
styles, but mostly adopt specific features and integrate them into the indige-
nous tradition.,

In the 168+ pata of Vishgu (Fig. 19) we have a graphic example of the
fusion of Rajasthani features in the Nepali style. In the depiction of the legend
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of Ko Muni; the figure of the Muni may well have been lifted from such an
illuminated page of the Admdyape from Mewar dated in the year 165a AD,
Ko Muniwears a dhoti very similar to those worn by the figures in the Mewar
painting, and iz beardied with the hair gathered in g mngle top-kaot a8 we find
in one of the priests seated around the lire in the Mewar painting: It must,
however, be pointed out thet a similar figure of a suni oocurs in one of the carly
seventeenth century scrolls (Fig. 15), but the dress there is quite different.
Morcover, the treatment of the trees, overgrown with creepers and flowery
plants, is very mminiscent ofstill earlier Rajasthant paintings, as for example
the sixteenth century miniature from & manuscript of the Gita Goonda,

The Rajasthani influence is even more blatant in the long scroll depicting
part of the story of Sudhanakuméra as recounted m the Dhnydeadina?® Here
once again we find the continuois narration of the earlier serolls. The figures
dre portraved in two even tiers butare integrated in the same plane somewhat
similar to the arrangement in the Mewar Rémdyepa paintings, but unlike the
distinet bandlike disposition of the earlier serolis. There is also & new conscious-
ness of landscaping by a deep shade of green with a wavy, thick and dark Tine
separating the foreground from the higher ground, which is of uniform red in
the typically Nepali fashion, The figures stand or sit in two imiform rows along
the bottam and along the wavy ridee. Slim, talltrees help to break up the visual
contimitity and convey the sense of some sort of a frame-work in the composi-
tion. Occasionally we find the rall palm which is no doubt taken from Rajas-
thani paintings!® as the palm is not a tree familiar in the hills. Architectural
motifs are added where required and the drsigns combine elements from both
the Rajasthani and the Nepali styles. The upper section of the scyoll is damaged
and probably showed a bluish sky with Nepall elouds, Along the lower s=ction
runs an arrangement of grometric shapes of different eolours creating a pecu-
liarly three-dimensional effect, a feature that appears in some of the murals at
Ellora. Although the trees and plants reflect & great variety of types in the
shapes and forms of their leaves and Bowers, their conceptoal character is quite
apparent. A typically Nepali feature is the manner of delineation of the moun-
tains which also is conceptual: But unlike the earlier prismatic rrearment, they
are a conglomeration of snowy peaks, drawn in'a peculiarly jerky manner, at
times smoothly rounded off, but usually conveying the impression of jagged
peaks and ridges. Tt is noteworthy thatin the pete of 1681 (Fig. 19) the ground
in the portion depicting the legend of Ko Muniis painted in a similar fuhion.
Since this particular treatment of the mountiing is not known te occur in later
Nepali paintings, it would seem logical 1o assign the scroll of Sudhanakumira
to the end of the seventeenth century.!? Water is delincated in spiral shapes of
a basket pattern in a very formal way as in the 1687 pata of Vishnu and is

¥ For a dewilad identifioation of the epoodes see, Mot Chandra; "A Pamited Scrall fom
Mepal', Bulletin of the Privee of Waliy Mussum gf Western India, Bow 1, 1550-54, pps 6144

L mht}nlunmm:nml?wpﬂmimd'hmdchmmﬂmﬂlm New Dethi,
1954, Fig- ¢

" Py, Mot Chandra bay anigned il o e 1725 A0,
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seminisoent of the similar tresrtment of water in the Mewar Rimayana
paintings.8

Both Rajasthani and Mughal influences are also apparent in sfother
seroll in the collection depicting the incidents fromi the life of the Buddha until
his enlightenment (Fig. 23}, Compared to the succinct manner of narmtion of
the same cpisodes in the pota of Lakshachatrya (Fig: 7), far more details arc
mcluded n this painting, The incidents are unfolded in five horizontal bands
againit a rich mountainons background. Specific influences from Rajasthan,
particularly. Mewar, sive to be seen in some of the trees where -the leaves are
painted in silversgrey, in the use of vellow as background within the building
where the conception tikes place™ iy the extreme left af the second band, and
In the drawing of the animuls such ax the horse and the carile, There iz a dis-
tinet difference in the form of the horse in the fifteenth century pafe of Laksha-
chaitya (Fig. 7) or in the early seventeenth oentury scrolls (Fig. 17) and in that
we sec in these paintings, In the carlicr paintings the horse appears asrathera
heavy and thick animal without the grace or thythm inherent in the form
of this uoble animal. There perhaps we have the portrayal of some kind of &
mountain pony. In thesn paintings, however, although the body is still rather
hensy, the animal is of the Persian variety witiva lohg; slender neck and thin
legs as we find in contemporary Mughal and Rajput miniatures: Tndeed, in
the Sudhanakumara scroll as well, somie of the animal studiessuch a8 those that
can be faintly discerned to the lef) are remarkably similar o the dees that we
see i) the illuseration from the Ramdyam,

Ins the Shidhanakumira serall the male attire almost invariably comists.
of the shorier jima, extending a Little below the knee, held together by a sash
or a pathd, which is of a differemt printed design, In the other seroll (Fig: 23)
boththe short and the long varieties of the fdma are used. In both cases the dress
appears 1o be a slightly modified version of those seen in contemporary Raias-
tham and Mughal paintings. Similurly, 8 wide variety of turbans, quite dif-

_ ferent from those in the carly seventeenth century scrolls, can be seen on the
heads of the males in both the scrolls, although some ol the léesser Bgures wear
caps that are no-doubt the forernuners of the pressnt day Nepali caps, The
turbans here appear to be somewhat heavier versions of those that we find in
the Mughal paintings of the Shah Jahin Petiod or in the 1649 Mewar Rimi-
Jiga miniatures, Some of the turbans of the important peconages are provided
with a plimme, a¢ for mstance i the turbams of king Suddhodliana and the
young prince Siddhinha (Fig. 23). The plime also occurs on the wrbans
of the king and other royal igures jn the 1686 pata of Vishou while the donors
there wear wichans wathout the plume. A ourious headdress is the tall cap or

U Mot Clhuodrs, " Painunge from s, Dlusmstcd: vorsion of the Ramiyapa, Pamied =
Udaipur in AD. tBga™; Bulliin & the ‘Prinee of Walej Muihon of Waslern fucdin, Ne. 5,
$A555T 42l 15,

2 Ithhmhgmmﬂulmm“wgmwhﬂyltmlhhmmﬁm

Beabmd desconding im a4 cloud,
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hat —sort of & combination between a top-hat and the type of hats that
bridegrooms often wear in India —thatsome of the ladies wear in the Sudhana-
kumirse scroll and also in the Krishnalild scroll in the Bhirat Kali Bhavan,
Banaras (Fig. 24). Possibly, it is derived from the Ghughtai caps that ladies are
seen to wear in early Mughal paintings®. In the scroll depicting the life of the
Buddha we: also find that king Suddhodhana and his gourtiers are bearded
and =o there seems little doubt that the painters of these scrolls were well
aware of both Mughal aiid Rajasthani styles of painting.

The composition of the scenes and the spatial inter-relution between the
fgures in the Sudhanakumirs scroll are marked by a simplicity and clarity
that we alsg encounter ih the Krishpalili scroll in the Bhirat Kali Bhavan
{Fig. 24) of the year thigz2 to which the Sudhanskumara seroll must be coeval,
Whether stamding or sitting, cach figure appears to be an independent umit,
and, despite the heroic quality of the style, there is a hieratic stiffiness in the
formal postures, particularly of the male, emphasized by the sharp outline of
the dress. In the scroll depicting the lifc of the Buddha; however, both the
composition and the spatial relationship are far more complex; but skillfully
handled by the artist. Tnstead of the single file of figures — portrayed against
a fat background, where mountains and rivers are added merely a2 patterns,
— here we find an sttempt o indicte bolk sequence and a feeling of depth
by the disteibution and grouping of the figures at several levels againat 2 conti-
nuous hilly background, Ou several occasions groups of people are also shown
with an awareness of perspective and & more realistic spatial relationship,

But despite the borrowings of physiognomical types, modes of dresses, as
well as the manner of representation, particularly in the introduction of land-
scaping, the Nepali character of these paintings remains indubitable. In the
delineation of the women specially the Nepali artists seem 1o have favoured
their traditional types that we see as early as in the figures of the donors in the
Bfteenth century pates, The diess continues 1o be of the earlier type consisting
of a long Aowing kil of gaily printed materials and without the frontal
pleats that are to be 2een in the skirts worn by the women in Rajasthani minia-
tures, 2 hlouse or a ¢holf of striped material, and an odknf thiat goes across the
breasts in a narrow band and hangs down either to the left or 1o the right.
Apart from the representation of the women with specifically Nepali features,
a4 1= evident in the scroll portraying the incidents from the life of the Buddha
{Fig. 23) the manner of delineating the mountainscape with woolly caps of
snow, the clouds of cotton: balls with a traiimg tail like that of kite, local
architectural designs, and the sombre uze of the traditional colours are also
Nepali. Although we have now and again noticed the use of colours in the
Rajasthani mammer particularly In the employment of green for the foreground
and brown and vellow for the background within buildings, In general,
the Nepali artists did not draw to enrich their palette by adding any

® Stuart Cary Welch, The At of Mighal India, New York, 1953, pL. 26.
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exotie and bright shades from the repertoire of either the Mughal o
Rajasthani paiiters,

It would be relevant here to discuss the possible relation of these Nepali
paintings with those from Basohli, Writing in 1921 5. N. Gupta suggested that
the Bosohli puintings ‘have no direct connection with Tibetan or Nepalese:
paintings beyond the fact that the peculiar colour scheme in both the types is
very much the same’t M. 5. Randhawa comments that *m the end of the
seventeeth century, a mixed Rajput-Mughal style with brilliant red and
yellow colour schemes was introduced in Nepal which also contmued in the
cightecnih century, Resemnblance with Basohli paintings in the colour scheme
as well &s in the clothes of male and {emale figures can be detected in these
Nepalese paintings, However, apart from the distance and the lack of geogra-
phical eontinuity between the two States, there was no. relationship between
the Rajahs of Basohli and the Gurkha rulm of Nepal. It appears to be more &
case of parallel development, amd resemblances hetween the twoschools of pain-
ting are sutisfactorily explained if &« common source of artista is assumed.’2

Trappearsthat both Gupta and Randhaws insist on the resemblance be-
tween the colour schemes of the Basohli and the Nepali pamtings. But really
nothing could be more dissimilar, The red and vellow used by the Nepali are
an ochre-red and o dull yellow, which have always been emploved by the
Nepall artists and dwe nothing either t the Bagohli or the Rajasthani styles,
where we find s much richer and brighter tonality of both these primary colours.
Nor is the similarity in the male attire borne out by 2 careful comparison be-
tween Basohli and Nepali paintings. Perhaps, the most significant factor against
a possible Basohli infiuence on these Nepali serolls is that the earliest daed
documents where Mughal-Rajput features appear are the 1681 pate of Vishpu
(Fig. 19) and, more obviously, in the 1602 scroll (Fig. 24). On the other hand
‘we know ol no miniature from Basohli that is definitely dated in the seventeenth
century. However, Randliawa is certainly righit in concluding that if there are
resemblances between the Basohli and Nepali painting in the seventeenth
eentiiry these mudt be attributed to both styles having 4 common source. That
source could only be paintings of the "ﬂugh..d»-m_]pul styles which probably
found their way into the courts in the mountains in the sixteenth and seven-
teenth centuries.

Ultimately, in such paintings as the scroll depicting many different forms
of Avalokirekvara (Figs. 25-26), belonging probably to the first hallof the eigh-
weenth century, we find a complete integration of all extraneous clements into
& style that is essentially Nepali. Teonographically, the intevest of the paga lies
in the varied forms of Lokedvara, such as Padmanartteévara, Sahasrabhuja
and othery, often accompanied by various Tathdgatas such asSamantabhadra,

M. 5. Randhawa, Bashli Pamsing, Delhl, 1950, p. 12!
® B, pp tgige
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Vajrasattva, Sikvamuni and the principal Brahmanical gods. Etyl.umlﬁ} ,the
figures, whether of divinities or others, are of tall and slim propertions in coni-
trast to those of the seventeenth century scrolls, the animals such asthe elephant
or the peacock are rendered with considerable naturnlism, while the architee-
tural designs are entirely Nepali, Despite their hieratic character, the figures
are drawn rather vigorously and display a considerable degree of movement
and animation.

VI

It remains for us to discuss two more gagas which reflect an altogether
difftrent style. One of these is & paga of Vasudhiird (Fig. 27) which, according
to the inscription, was dedicated in the year go8 NS, /AD. 1788. Among the
figures accompanying Vasudhird, the goodess of wralth, are her consort
Jambhala, Ushnishavijaya, and the five Paficarakshi deities along the bottom
of the pata. The other painting (Fig. 28], dated in the year N.S: g1 /AD, 1821,
is rather difficuit w identufy. The white male with three heads, seated in
vajraparyanfdsana, is ste-armed. Two ol the hinds are displaying the: dharma-
chakrapravartanamudrd, the two remaining right hands hold the trident and the
rosary and the two remaining lefl hinds hold a bow with - an arrow and a
manuacript. The Tathigata on top b Vajrasatmva, which is rather unusual.
The Bodhisativa emanating [rom Vajrasativa'is Ghantipant, bur certainly
this central figure is not a representation of any known form of Ghantapini.
The two other possibilities are that he is either a form of Avalokitebvara or of
Mafnjubd. However, Avalokitedvara usually with a fotus; is not commonly
known to display the dharmachakrapravartanamudrd, nor w belong to the family
of Vajrasattva. There are more reasons 1o identify him 25 a special form of
Mafijusei, particularly because he displays the dharmachakrapravartanamudrd and
holds the manuseript. Moreover, in the Mafljuvara mandala of the Nifpasna-
Jyogavali the Bodhisattva is'identified with the TathAgata Vajrasattva,

The Bict that boeth paintings have Neward ingeriptions may be considered
as evidence prima facie for attributing them 1o Nepal. But the inscriptionin the
painting of Vasudhiird elearly states that it was painted in Tibet for & visiting
Newari tradesman. Although the inscription in the other painting is too effaced,
possibly this was also painted m Tibet for amother Nepali patron. The style in
which both the painiings have been exccuted is altogether Tibetan. From the
eighteenth and the nincteenth centurics a number of paras have come down to
us which have Newari imscriptions but were actually painted in Tibet. OF
caurse, it was also common practice in this period for the Nepali artists to copy
such paintingsin Nepal, and in a large number af pagas one findsthe appearance
of Tibetan elements, in the mode of dress, architectural motifs, landscape
designs, a different tomality in the blue and green and a liberal use of gold.
Patassuch as these roust have served as models for the Nepali artists and would
explain the preponderance of Tibetan elements in the later Nepali paintings.
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This briefsurvey of slmost five hundred years’ of Nepall painting reveals
the richness of the tradition not enly in the contents of the art but also in their
waried forms and styles. Jeonographically, the material is immensely interest-
ing and a mare detailed study will yield rnich dividends. Stylistically, we find
that the Nepali artists have always remained open: to extranecus influences,
which they have skillfully integrated to enrich (heir indigenous tradition ac-
eording to their own predilecrions and artistic intent,



A PERSIAN MANUSCRIPT OF THE REIGN OF BAYEZID IT
WITH OTTOMAN MINIATURES

G. M. Meredith-Owens

In recent years much light has been thrown on the development of
Ottoman Turkish miniature painting by the discovery of two mianuscripts
copied and illustrated during the reign of Bavezid I1 (1481-1512). One ol these
is the copy of the Khusrer @@ Shirin of Sheikhi in the University Library at
Uppsala (No. 185] dated 9o5/14009. An admirable article on the miniatures
was published by Dr. Carl Lamm who subjected them to a detailed suidy in
which he traced their connection with the later Herat style and isoluted the
Turkish clements as far as possible.! The other manuscript, the Sifgmdn-ndmeh
of Uzun Firdevsl, copied for BEyesid I, was described by the lete Professor
Minorsky in his Cafalogue of the Turkish Mamuseripts and Minigtures in the
Chester Beatty Library at Dublin.2 In both these manuscripts we see the
bepginnings of o distinctive Ottoman style which differs from eontemporary
Persian taste, tenthtively at first, but with increasing confidence as the sixteenth
century advances., Some time ngo Mr, R. A, Skelton of the Vidtorin and
Albert Museum drew my attention to the existence of & manuscript in the
Prince of Wiles Musewm of Western India at Bombay which contains u series
of Ottoman miniatures of carly date. Thanks to his good offices and the kind
help of the Director of the Museum, Dr. Moti Chandra, T received both colour
tramsparencies and photographs of this monuscript (P.OW,. 51.34) which
was acquired i 1951, On examination I was able (o identify the work as a
Persian metrical translation of the well-known Fables of Bidpa'l, Kalilah wa
Dimnah, made about 658/1250-60 for the Seljuk Sultan of Riim, *1zz al-Din
Kai-Kid'is 11, by Balid al-Din Ahmad ibn Mahmiid of Tz who adopted the
fakhallus of Qini'l, This work is nowh only from one copy, now in the British
Museum,? dated 869/ 1468-g, which lacks ashort prelude [Bund in the Bomihay
manuscript. The latter consists of 151 folivs and measures 25,5 x (8,5 em.
Tu is written in a good clear Neskh and the ‘unsin with foral decoration of
trefoils in blue, green, red and gold is of a typical Ottoman type.

The manuscript, according to the colophon, was copied by the Katib
Diiid of Incpazar on the 7th (/i zd) of Dhii’}-Qa'dah in the year yoo which
corresponds-to July soth, 14g5: Ivis very strange that the numeral seven is

1 Mmiaturrs thr of Bireddd IT in a mommmipd belanging to Uppeals Umiversity Library,
in Orien Summnl. 1. (Fasc. 3}4,1953]. B 2
® N qob {described on pp. g-10 of the Calalagur).

* Add. 7766. See Riew, Catalagne of Persian Mansscriphy, ii, pp. 382-4.
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expressed in the colophon by the Arabic letter z4. On the [ast folio the same
hand has added in Arabic'in the pleasant city of Constantinople’,

The seven miniatures vary considerably in size and are in an excellent
state of preservation. By comparing the treatment of the background in all
seven, it seems that the work of two artists is represented in this manuseript.
In the first three miniatures the vegetation receives rather summary treatment
and is expressed by one to three rofes of dark green spiky grass and brightly
coloured flowers, some growing straight out of the ground with little or no stem
and few lcaves. As a contrast, the other four miniatures show a much more
ambitious rendering of the background with naturalistic flowers, although
the simple landscape formula remains virtually unchanged in-all but one of
the four,

On the whole, the strongest influence comes from the Turkman style.
The *utility” background, here coloured golden-yellow in every case, the larpe
and striking abstract flowers, and the bowed tree with three bushy tops and
‘eyes’ along the trunk have affinities with the works executed at Shiriz
during the latter half of the 15th century.® Certain features suggest that the
artists were inspired by a Persian original but did not make a direct copy,
taking care at the same time not 1o exceed the limits of their capacity. The
absence of any horizon, the figures of men and animals superimposed on a
background from which they often seem quite detached, and the avoidance
of the more elaborate scenes found in fine illuminated Timurid copies of
Kalflah wa Dimnak indicate that the artists were not altogether on familiar
groumd. It isstrange that the first miniature is painted upside down and that a
lion is substituted for a cat in an ilustration 1o & well-known incident, While
it is not uncommon to find minor details in an illustration which do not cor-
respand to the text, such a glaring mistake, doubtles due 1o a misunderstanding
of the subject, certainly adds colour 1o the view that we are nor dealing with a
copy.? Although the two artists are much less original than the painter of the
fiftcen Uppsala miniatures, they were following a convention which governed
all Kalilak wa Dimnakillustrations throughout Islamic history from which they
could not deviate even If they had wished;® but for all that they were very
successfil in making a direct appeal to the reader. Their preference for certain
dark reds is very Turkizth, likewise the large turbans, and the red cheeks of
some of the figures are an interesting archaism found also in the Chester

Beatty Silgyman-nitmeh.

A few of these miniatures have already been published by Professor

* Similat troes sz found in the U manuseripl. The cross-hawhing (e.g. around the
poal m the mxth miniature) occurs frequenty in the British Museurmn manuscript Add: 18188
—a Shikndmel copled in 8g1/ 1486, asigred by Mr, B. W. Rabimon to the Turkman style.

& The copyiit wan evidently weak in Persian, judging from the sate of the eolophon the greater
m l;-t;irﬁﬁl;hﬁn tranalation in in prosent form; and we may be sure that the artists konew

" See Hugo Buchthal, Fadian Fables o fdamic Art, JRAS, 1041, Part 4, pps 317-324
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Sichoukine; nevertheless T should like to describe them all so thav their
relationship to one another can be considered :—

t. (Fol,500b.) Thisminiature hasheenpaintedupsidedowninrelution
to the text. It illustrates the story of the crow, the wolf and the crafty jackal
who were in the service of a lion and obtained their food from his leavings.
One day a sick camel belonging to a merchant was allowed by the lion to join
the group. The camel recovered his health and waxed faton the rich pasture,
Unhappily for him, the lion was wounded in a fight with an elephaut and
became unable 1o hunt Al the flesh-caters were in great disiress until the crow
devised a stratagem to turn the camel into food. He proposed that all four
should offer themselves as a sacrifice to feed the lion but, as each one did so,
the others would raise some objection. When the unsuspecting camel's turn
came, they praised hiz magnanimity but took him at his word and tore him
to pieces. The lion has a more elaborate mane than in contemporary Persian
miniatures—as a rile, Bihzid's lions are mancless, OF the other animals the
drawing of the wolland the jackal give an impression of aleriness but the corow
(painted grey like the wolf) which resembles a parrot is less successful. In the
colours of the flowers dark red predominates. (Fig. 29.)

2. (Fol.53 Rev.) This isthe well-known story of the tortoise and his
friends the geese who lived by a lake which began o dry up. When the geese
wished to move to another lake, the torioise would not be paried from them so
they carried him holding on by his mouth 10 a stick, here shown as a branch
of a tree—a pleasant touch of realism. When he gave some indignant repartee
to those on the ground who expressed their surprise at the sight, he fell (o his
destruction. In some representations of this scene mallard ducks appear but
here we have white geese with every feather minutely shown and red beaks.
All the bystanders wear large white turbans tied round a red cap. Of the two
figures on the left, one wears a deep red kaftan while the other is in gamboge.-
The man seated on the ground in the centre biting his finger in a gesture of
astonishment is dressed in deep blue. Another man on the right lies restung
in a languid attitude on a gamboge cushion. His inner garment is coloured
carmine and his kaftan Is magents. All these figures wear shoes and girdles
of different colours. (Fig. 30.)

3. (Fol. 55 Ob.) This is also a scene very popular with miniaturists.
Here the lion attacks and kills the wise and faithful ox Shanzabel as & result
of the jackal Dimnah's intrigues. Remorse comes o late but Dimnah
receives condign punishment. The flowers which are all of the same abstract
cyclamen type are coloured blue in this miniarure. (Fig. 31.)

4. (Fol. 76 Rev.) InKashmira crow madeits nestina large tree under
which a fowler st his trap baited with grain. Fearing for his life, the cow
remained in hiding and watched a flock of hungry pigeons arrive, They fell
upon the grain and were caughtin the net despite the warnings of their leader.
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In desperation they listened to the advice of this wise pigeon and beat their
wings all together. The net rose under their united efforts and flew o a safe
distance. The fowler pursued them for a while but soon gave up the chase.
The crow, however, curivus 1o sec how they would escape, also followed
them. ‘At length they reached the mouse Zirak who gnawed through the
meshes of the netand set them free. The crow has a long red bill ke o chough.
The fowler wears a magenta kaftan with red boots or leggings and a crooked
whittle in his belt, (Fig. 32.)

5. (Fol.88Ob.) The crow and the mouse Zirak, finding that they had
much in common, became great friends. They associated with a tortoise and
later encountered a deer which lived in fear of hunters. One day the deer did
not come to the bamboo thicket which had become the rendezvous for the four
friends. The crow flew about to see what had happened and found that the
deer was caught in a snare. All three went to the rescue and within a short
time, the mouse released the deer, The slow-moving tortoise arrived on the
scene at this juncture, although the deer, praising his fidelity, warned him that
he could not escape like the others if the hunter returned, The inevitahle
happened and the hunter caught the tortoise, placing him in his bag, This
time the hunter is a younger man wearing dark red and the vegetation is deep
green with a few sparse red flowers. A magpie instead of the crow is perching
on the tree. The rocks at the base of the tree are brown whereas they are dark
green in the previous illustration. (Fig. 33.)

6. (Fol.B9Rev.) Thisscencshows the escapeof the tortoise. His friends
agreed upon the following ruse. The deer was to limp away with the crow
on his back, pretending to peck out his eyes as though he were attacking
a farigned or wounded animal. While the hunter went after the deer in the
hope of an easy capture, the mowse Zirak released the tortoise from the bag.
When the hunter returned, he thought that the fairies had been at work o he
shunned the spot ever after. Onee more the bunter wears dark red and
the vegetation is mostly green. The crow and the lake are both coloured
blue-grey. (Fig. 34.)

7. (Fol, 12t Ob.) The last miniature in thisseries depicts the story of the
ratand the cat—in this illustration & lion is shown as we have mentioned pre-
viously. Tn the wilderness a rat lived in a hole under a tree. A cat which lived
nearby was trapped in a hunter's net. The rat emerged from his hole and
rejoiced to see his deadly enemy a peisoner; but his joy was short-lived because
he saw an ichneumon lying in wait for him while from the top of the tree a
bird of prey was waiting to swoop. To save himself from disaster, therat made
a pact with the cat whereby they were to help cach other — the cat was 1o
protect the rat who undertook to set him free, The rat, however, mistrusted the
cat and was unwilling to loosen the last knot even thongh the cat assured him
that he had nothing 1o fear. Their long parleving was interrupted by the hunter
whereupon the rat gnawed through the remaining strands and the cat fled up
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into the tree. The rat disappeared down his hole and would have nothing
further to do with the cat although the latter was filled with gratitude, The
moral is that in times of emergency, one can invoke the aid of an enemy but
one must alwiys be eautious, This scene is perhaps the best of the hunter and
tree group and is more naturalistic than the others. The hunter is in dark blue.
No ichneumon or bird of prey is visible in the miniatore but the artist has
painted two partridges or francolins (?), one of which is unfinished, in the top
right hand corner. The two long-tailed birds in the tree resemble the pair of
migpies which occur in many Tunurid manuscripts, particularly of the time
of Bihzdd. The trunk of the tree is coloured pink bere. (Fig. g5.)

There is some reason for regarding these as the earliest Ottoman illustra-
tions to Kalilah wa Dimnak. They are certainly the protatype of those in the
finer and more elaborately decorated manuscripts British Museum Add. 151538
(of which the latter half is dated g97/1589) and the Topkapi Sarayi R. 843
which has 88 miniatures painted ca. 964/1557. In both of these, especially in
the former, the Persian element has been considerably modified to conform
with Turkish taste. An undated fragment of an unidentified prose translation
of Kalilak wa Dimnah in the British Museum with four miniatures (Or. 7354)
may belong to an intermediate stage but with its more pronounced Ottoman
colouring, it would seem to date from the latier vears of the 16th century. In
maintaining & good standard throughout the whole seven, the unknown artists
who illustrated the Bombay manuscript did much towards establishing a new
genre in Ottoman painting.
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Muoti Chandrs

~In 1963 the Collector of Customs, Bombay, presented 1o the Prince of
Wales Museum, some Persian and Arxbic manuscripts, confiscated from the
foreigners who wanted to take them outside the country in contravention
1o the Antqutics Export Control Act 1947, The colléction incladed an
illustrated copy of the Dirdh ndma,! interesting from several view points.

TheKitah-i-Dérdh pdma, ws it is called, is written in Persian in Nastalig
script and has 326 folios, each folio measuring 21 % 32 em., with the written
space measufing 12.6 % 21,3 em. containing approximately twenty-three
lines. The book contains filly marginal illustrations in siyah galem style with the
details slightly accentuated in colours. Tt has no colophon, though a seal and
an nscription in the beginning of the book are of interest.

The seal reads: Apif Fak Qivam-ul-Mulk 1190 AH./1776 AD. The seal
of Asif Jab Qivim-ul-Muik.

The inscription in Persian reads: Kitgd Dardb néme dar Agra hadiva (?)
kardu dar khdng Merzs Narullah . . . .

Apparently the work Ddnib ngma presented (2) at the house of Narullah
situated at Agra,

The seal clearly indicates that in 1796 A.D. the book was in the posses-
sion of one Asif Jih who might have been some relation of the Nizam of

Hyderabad.

The second inscription is interesting as it informs us thar perhaps the
book was illustrated and presented at Agra. The stylé of the miniatures is
Popular Mughal and the manuseript could be dated to ¢, 1625 A.D. on stylistic
grounds®

The Dérah ndme by Abi Tihir Tarsiisi is divided into two sections of mn-
equal length, The story begins with the mention of the three sons of Zal-i-Zar
and the artifice with which Shaghid compassed the death of his brother,
Rustam. After giving a briefaccount of Bahman and Ardeshir, we are informed
how Humayi gaye birth to Ardeshir's posthumous child, afterwards called

¥ [ am indebted to Mr. M, Ghaus for certain informution an the story of inih adme.
*  Karl Rhandalavala, Moti Chandrn and Pramod Chandra, Ministure Puintings the Sri
Motichaed Khajemehi Colleetian, New Delhi, 1960, pp. 14-15, gy, 29-26, s
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Diarib, and foated him in a coffer in-the Euphrates, After his death Dirib
junior ascended the throne, He builta wall sgainst Yajuj and Majuj, journeyed
to the land of darkness and to the spring of the Water of Life, and from thence
his miraculous conveyance to the Mt, Q&f.* The second part of the book deals
with the adventures of Sikandar.

Though the model of the Diarib nima is based on the Shak ndma, exploits
of the heroes are mixed up and a large number of fables are introduced.

The only illustrated copy of the Dardh ndma is in the collection of the Briush
Museum (Or, 4615) which deals only with the first part of the story, The
manuscript was probably written before 1583 A.D. and the large number ol
illustrations accompanying it must have taken a few year 10 paint. It has
been suggested that perhaps the Ddrdb nama was illustrated at Lahore. “The
drawing isvigorous and strong, sometimes cven COATse, and the colours vivid
ani even crude, far removed from the quies tones of the Safavi school — all
except one lealwhich bears the unexpected name of Abdal-Samid. The more
farward-looking artists who participated are Miskina, Nanha and Bhurah,
Sarwan and Kanha. All but the last show some familiarity with western art,
while Kantis and Nanha also depict Deccani costumes, thus revealing a wider
borizon, These are 5 minority of the illustrations, and these artists are mostly
represented by only one miniature apiece. Miskina and Basswan were to be-
come ywo of the leading painters in the last years of Akbar’s reign; and Kanha
and Sarwan also flourished until the end of that period. The Darab-nama is thus
most significant for its promise for the furure and its evidence of the vigour
of the school at this time: ‘The bulk of the miniatures are dominated by the
harsh reds and greens which seem to characterize the palette of Lahore.*

The Prince of Wales Museuni Ddrdb ndma 18 unique in several ways.
Firstly, while the British Muscum Di&db ndme contains only the first pary,
the Prince of Wales Musetm copy has both the parts illustrated. Secondly,
while the British Museum Ddrdb nima is the product of the imperial atelier,
the Prince of Wales Museum’s copy is in the Popular Mughal style which
shows that the story of Ddrib sama was popular in a certain section of the
people. Thirdly, while the British Museum copy could be dated to 2, 1585
A.D. the Prince of Wales Museum copy, on stylistic grounds, belongs 1o the
¢. 1bas AD.

The most impartant feature of the illustrations of the Prince of Wales
Museum Dirdb rdma is their format. It is significant to note here that except
for the illustration on the last page which is x full page illustration, the restof
the illustrations occupy one, two or even three margins of the folios. This re-
minds us of the illustrated manscript of the Tarikh-i- AT in which as remarked

* Charles Rici, Supplement ta the Catalopws of the Pernzn Mnssenpas in the British  Museum,
London, (505, pp. ago-241.
& Douglss Barrest ant Basil Gray, Painting of India, Skira edition, 1964, p. Be.
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by Basil Gray, . . . the idea of the miniature as a background to the textis
carried on to an extreme; for it either surrounds the text on three sides, thus
completely covering the exceptionally large page (41.5 by 22 cm.), or forms
Bars across the text, which is used to hide the composition into different sections
Hiustraiting separate events.''3

As his been pointed out before, the miniatures are entirely in line draw-
ing, and therefore, the background colours appear nowhere, But to accentuate
certain details of the composition-the human figures, architectural details, the
furniture and the landscape are accentuated by the slight application of colours
— yellow, green, blie, carmine and gold. The use of verdigris has at times cut
through the pages. The arm-pit shading is a characteristic feature of the illus-

trations.

The largeness of the folios (21 % 32 em.) and the margins (6 cm.) provided
the artist with ample space which gave him opportunity not enly to expand
his compaosition but to avoid the overcrowding of vertical compasition.

The composition is narrative, and relationship between the groups and
incidents is well maintained. The illustrations generally represent outdoor
scenes; the court and battle seenes are also common.

The human figure is typically of Jahingir period with the fice delineated
in the three-gquarter profile. It is, however, significant 1o note that while
in the courtart of the Jahiingir period, the figure drawing suffers from a certain
stiffness reflecting strict court etiguette, the figure drawing in the Popular
Mughal style of the Jahfingir period is relaxed and full of movement, fully in
keeping with the spirit of the fast moving narration. Immeobile postures except
int the court scenes are avoided and the sense of animation and movement is
ohtained by the figures engaped in various vocations. The Landscipe is typically
of the Jahangir period. The artist is very fond of riparian scenes, with the water
depicted by plain or rippling lines. The representation of hills follows the
naturalistic or Persian pattern.

Above all, the illustrations of the Ddrdd ndma 1ake us 1o the world of
romance and adventures in which, strangely enough, love hardly plays any
significant part. Here the heroes of the story Dirib and Sikandar fight many
a heroic battle, putting to flight men and demons, going through the hilly
Eorests teeming with wild animals and sailing on the High seas, to visit the
island of cannibals, It is an art which takes us away from the strict formalities
of the court art and reaches us to a world of make belief in which the heroes
had hardly any time for living the life of luxury in palaces, presiding over
formal courts and enjoying music and dancing in the company of beautiful
girls.

' Douglas Barrett and Basil Gray, ap. &, p. go.
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Catalogue of the illustrations :
i. Fol, 2 Ob, The death of Ardeshir.

The scene is laid in a hilly landscape sttewn with boulders and covered
with sparse vegetation. A dragon has caught the left foot of Ardeshir who is
shown [alling down, His caparisoned horse stands in a corner.

z. Fol.3 Ob. Humayi, wife of Ardeshir, with her posthumous child
Dérab.

The picture iz slightly damaged. The scene is laid on the bank of a river,
with a washerman engaged feverishly in his vocation, On one side appears a
washing board and a dlab on which the washerman is bending down and
talking to HumiyT who is holding the child, On the other side, appear a bundle
of washed clothes and a line on which the clothes are hanging for drying.

3. Fol. 6 0Ob. Darib recounting the events of war between him and
Zohik.

The scene is laid ouwside the palace gate. Dardb is recounting his adven-
tures in the war between himself and Zohak to a group of five men, two of
whom are seated.

4. Fol. 10 Ob. An episode from the adventures ol Humayi.

The scene is laid in a hilly landscape. On one side, a man is being tied to a
tree while ancther seated on the ground is witnessing the scene. HuméyT is
rushing towards a group of three men holding what appears to be a key,

5. Fol. 16 Rev. Humiyi's dream,

The scene is laid in a rocky landscape. On one side a dragon is emitting
fire from its mouth on a man lying on the ground with his hands and feet tied.
On the other side, a man with drawn up sword is rushing towards two men who
are fleeing for their lives; two men are onlookers,

6. Fol. 19 Ob. Dirdb catching a wild ass.

On one side, DarEh on horse back under a tree, has lassocd a wild ass,
On the other side, two riders are galloping their horses apparently with a view
to-ask Dirdb to desist from the deed.

7. Fol. 33 Ob. Adventures of Diirab in a forest.

The scene is laid in an undulating ground with a river with two boats
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which three soldiers are rushing to board. A soldier is fighting with a black
bear standing erect and holding a pole. In the extreme right corner Darib and
his beloved have climbed up a tree.

B. Fol 57 Ob. Dardb engaged in 4 battle with the cannibals.

The scene is laid in a sea with its bank edged by a mound on either side.
On one side, Diirdb, accompanied by his beloved, is shooting down the can-
nibals; one of the two boats carrying them is sunk and its occupants, many of
them dead, float in the sea, Itis a forceful scene in-which the heat of the action
is well rendered. (Fig, 36:)

g. Fol. 38 Ob. Meeting of Mahliizan and Darib.

The scene is laid within a palace enclosure, In the centre Mahlizan en-
throned is conversing with Darab, while another fellow is seated on the floor,
Two female musicians are playing on a lyre and pipe respectively. On the
extreme left, two attendants are conversing and on the right there stand two
attendants, one of whom holds a barbed sword.

1o. Fol. 42 Ob. Darab fighting his adversary.

The fight is taking place within an arcaded palace compound. On one

side a party of soldiers, led by Darab fighting with drawn up sword, is throwing

stones on the enemy. On the right two heavily armoured cavaliers are rushing
towards him.

11.  Fol. 44 Rev, Khaiciis (?) holding court.

On one side, the king is seated on 2 golden throne with three men includ-
ing Darab bowing down to him. They are followed by a group of three at-
tendants and a horse with the groom,

12.  Fol. 48 Rev. Darib and Tamriisiya witnessing the congregation
of animals.

'I'iu‘: royal couple seated on palace balcony seeing the animal procession
which mdudx:s monkeys, a tiger, a cheetah, a leopard, a fox, a hare
:nd a bear riding a bull, The animals are painted with real feeling and

umour.

t3. Fol. 55 Rev, Strange men of an island.
The scene 15 laid on the seashore. A man and woman clad in leaf-skirt, are

emerging from the sea. On the right, a bearded philosopher and a woman are
seated under a tree.
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14. Fol. 57 Rev. Tamrisiya, Darab's wife, riding a horned snake.

The scene is laid on seashore, Two human-headed horned snakes are
shown. Tamriisiya is riding one of them holding it by the horns.

15. Fol. 60 Ob. Tamriisiya in & camp.

The scene is laid within a screened tent, with male attendants at the en-
trance. Inside the camp two women, waited upon by attendants, are seated on
a carpet enjoying drinks,

16. Foli 65 0Ob. A king's bedroom.

The scene is laid inside the palace enclosure with an attendant standing
at the gate. At the other end, is represented a cushioned bed with the bearded
king lying on it; on the floor are seated three women conversing among them-
selves.

17. Fol. 6g Rev, Dirab and Tamriisiya.

The scene is laid on the sea-shore with a boat manned by a sailor. At one
end, appear some tentsand atthe other end on the rock shaded by a tree Dirdb
is sleeping, his head resting on the lap of Tamriisiya.

Tt is an Interesting compesition, in which in a balanced natural setting,
attention is drawn to the slumbering hiero and his dainty beloved.

18. Fol. 82 Rev. Didrib witnessing the impalement of an ¢nemy by
his order.

On one end, Dardb is seen on horse-back with the groom standing before
him. Six armed men are talking among themselves on the fate of the impaled
man on the other end.

19. Fol. 85 Ob. Death of Tamrisiva and the lamentation of Dérib.

The scenc is laid on the sca with a hillock on cither end of the shore.
There are two boats, one of them being manned by two sallors. In the second
boat, inside the cabin, lies the dead body of Tamriisiva, who seems to have
died apparently in child birth. Outside the cabin is seated Dardb with the
newly born child in his lap, wiping away his tears; a sailor is trying to console
him. (Fig. 37.}

z2o0. Fol.gg Ob. Dirib ready to kill Mustaliq.

Om one end outside a house, Dardb, armed with a pole, is ready to attack,
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while Mustaliq’s emissary is apparently requesting him to desist from the act.
On the other side iz seen Mustalig with 2 number of attendants and his horse,

21.  Fol. g6 Rev. War between Dirdh and the ruler of Koh Asir,

"The scene s laid ina mocky landscape. Dardb, bllowed by a woman, has
“struck hard with a staff his enemy who has fallen dead. Seeing his condition
his followers, numbering five, have taken 1o their heels,

2z. Fol. rro Rev. Dirab capturmg Shu'ib.

Darkh, in armour on horsehack, holds ene end of the rope with which his
enemy is tied up, A little further outside the camp Darah’s followers are wel-

coming him.
23. Fol. 119 Ob. The cpisode of the baby Sikandar and his nurse,

The scene is laid in an ondulating ground flanked by a hillock on either
side. On vne side, inside a tent, a goat 1= shown weaning the child Sikandar,
while 3 lion is waiting patiently at some distance. The old nurse, apparently
frightencd by the sight, is rushing towards the rent. (Fig. 48.)

24. Fol. 132 Rev. Sikandar and Aristotle facing the people.

Sikandar is shovn standing with Aristotle holding 3 book, outside a domed
pavilion, Five men nre saluting and welcoming them; a hillock on either side,

25, Fol, 140 Rev. Sikandar mourning the death of Dardh 11 on the
hattle-field.

On either side of the battle-field, horse-riders, some of whom hold royal
standards, horn-blowers and drummers on the camels, appeat. In the centre
Sikandar is holding the head of the dying Darab in his lap.

20, Fol. 157 Ob. Sikandar saving the life of 2 woman from the irate
husband,

The scene is laid in & rocky landscape with a hillock on either side, from
one of which o stream is flowing, Do one side, there are two men, one armed
with'a naked sword, and the other jg in the act of drawing his swoed from the
scibbard. Sikandar is asking them 1o desist from attacking the woman crouch-
ing on the ground.

a7. Fol. 162 Rev. The death of Philandas trampled by a horse.
An encampment is shown in rocky landscape, A man is shown sleeping
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within a tent. In the open space, some soldiers are sleeping and dozing
with their matehlocks stacked nearby. The horse, which killed Philandas,
is entering a cavern.

2B. Fal. 1712 Rev. Bahriim and Sikandar.

Bahirim is shown holding his court in an open space flanked with hillocks
covered with date palm and other trees; hirds are hovering over them. The
enthroned Bahrim is presenting his mace to Sikandar seated on the ground.
Lying by his side, arc a couple of maces, 4 chain-shirt and gauntlets, wine
bottles and fruit wrays, There appear five courtiers. The scene is lighted by a
couple of candles and a torch. Outside the gathering, stand three attendanis.

20. Fol, 196 Rev. Sikandar espying two naked women bathing in a
pool,

The scene is laid in a rocky landscape, In between the hills, is situated a
pool in which two women are bathing with their clothes lying outside. One of
the. girls is coming out of the pool as her hands are on her clothes, while the
other is splashing water on hersell, On the other end, Sikandar is espying
the scene from his horse, while his horse-men are seen in the background.

(Fig. 39.)

It is a charming painting in which the figures of the bathing women are.
the locus of attention,

g0. Fol. 201 Ob. Messengers meeting Sikandar,

The scene is laid on a terraced pavilion with steps. Sikandar is seen seated
on the terrace with a chenri-bearer standing behind him. The two messengers
are bowing down 10 him. At the farther end stand three courtiers.

31. Fol. 214 Rev. The blind Pirindukht conversing with Sikandar.

The scene is laid in a rocky landscape with hillocks on either side and a
pool of turbulent water. Getting down from his horse, Sikandar is offering his
respecte 1o the blind Parandukht. (Fig. 4o.)

g2. Fol, 216 Rev. Sikandar driving a captive to the camp.

Siksmdar is riding an elephant, Preceding him is the captive, with his
both hands tied, led by an armed soldier to the elaborate camp. Rocky land-
scape.

3g9. Fol. 221 Rev. The blind Parindukht rescuing Sikandar tied to a
tree by his enemy,
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The scene is laid in a rocky landscape 'with trees and strewn
boulders. Sikandar is shown on a leafy tree from where he is being rescued
by Piirdndukht, his elephant standing near by, There are two other elephants
one of which is earrying three soldiers proceeding 1o the tree. They are pro-
vided with discshaped shock absorbers. (Fig. 41.)

44. Foli 224 Rev. Sikandar hghting Humdmhpal.

The scene is laid in a hilly landscape with rocks on either side and a river
flowing in the foreground. The field is strewn with boulders in which a couple
of hare and two foxes may be seen. Sikandar has plunged his horse into the
river, hotly pursuing and attacking his enemy riditg a bull, (Fig. 42.)

45, Fol. 230 Ob, Sikandar with his queen.

The scene is laid within a sereened tent situated inarocky landscape. On
ane side, Sikandar and his wife are seated on a hexagonal golden chouki attended
by a female fan-bearer. A group of five [emale attendants carrying & cupon 2
trivy, & towel and a bottle, an ewer ina bowland covered bowls, is proceeding
to Sikandar's camp.

gb. Foli 236 Rov. A woman conversing with a bearded philosopher.

The scene is laid in a rocky landscape with trees and boulders; two foxes
may be seen. The bearded philosopher, seated on the ground, is conversing with
the women, behind whom concealed in & tree, & man is seen hearing their talk..

37- Fal, 230 Rev. Sikandar in the magic city,

The scene is laid in a rocky landseape with a moated city. Inside, Sikandar
isseen with his guide seeing a man in a loin-cloth standing on the bastion roof
looking ar the blood spurting from the severed head of a woman. The man: is
apparently enjoying this gruesome sight.

48, [Fol. 290 Rev. Sikandar looking at the statues of Adam and Eve.

The sceneis kaid in a rocky landseape with rocks an either end. At one
end, the statues of Adam and Eve are shown; two women are offéring their
respect to them, followed by Sikandar and two philesophers.

39. Fol. 243 Ob. Battle between Sikandar and the cannibals,

The scene islaid in a seascape with the city ofthe cannibals situated on one
end, and a hillock on the other. T one of the two boats, Sikandar isseated with
two philosophers; a woman standing at the prow is attacking three cannibals
wha are pulling the boat to the shore with a pole, On the jetey outside the city
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gate four cannibals have torm to pieces a man from Sikandar’s party and are
eating his flesh,

40. TFol. 249 Ob. Sikandar and the miraculous tree.

On one side is situated the miraculous tree with a huge bird, and on the
other end, appears a hill. Sikandar, his wife and three philosophers are look-
ing at the tree in amazement.

41, 'Fol. 250 Ob. Sikandar on the high sea_

The scene is laid on the high sea with the rising sun on one side, and a hill
on the other. In one boat, & black sailor, clad in a lsin-cloth, is holding aloft
what seems o be & compass; in the second, appear Sikandar and two sailors,

42. Fol. 255 Ob. Sikandar and his companion seeing a curious statue.

On one end is seena statue on throne fiaced by Sikandar, his wife and four
philosophers.

43. Fol: 258 Rev. Sikandar holding court after the victory over the
islands, Lakhnbas and Hankads,

On one end, is represented the city with four women coming out of the
city gate and one pointing out to the sky is standing on the parapet; on the
other end, Sikandar iy conversing with his wife, and four philosephers seated
on chairs are facing them. Rocky landscape.

44. Fol. 266 Rev. Sikandar in the city of demons..

On one end; the demon king, seated on a golden throne served by two
attendants, is conversing with a woman. Sikandar and two philosophers are
witnessing the scene In amazement; three demons on the other end; rocky
landscape.

45. Fol. 277 Ob, Sikandar and his party secing a golden mindr with
banes strewn around,

Sikandar and his party consisting of his queen and followers are proceed-
ing towards the golden mindr.

46. Fol, 273 Rev. Affitin (Plato) instructing Sikandar.
On ane end, Plato is instructing Sikandar and his queen; two other philo-

sophers seited on chairs are also seen. A pacty of ten women perhaps serve as.
attendants, (Fig. 43)
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¢7. Fol. 281 Rev. Sikandar meeting the demon king—a scene in the fort
Sarmdhi

At one end, the bearded demon king with elephant-cars is seated on a
golden throne with four attendants, one of whom is introducing Sikandar to
him.

48. Fol. 284 Ob. Sikandar om the Mr, Malkfit hearing the bird
nmurgh speaking.

Av one end i& represented the golden peak of the M. Malkiit on which
the simurgh is seen. Sikandar, his wife and three philosaphers have climbed the
mountain and are paving respect ta the bird. On the other end, stand five
bLorses led by (heir grooms.

44. Fol. 286 Rev, Sikaadar praying to the holy mountain for viciory over
the demons.

On ome end, Sikandar with his attendant, is offering prayers to the mous-
tain; on the other end appear four demons,

50. Fol. 326 Rev. The funeral procession of Sikandar.

The scene iz Inid on 3 hilly landscape. Four persons are bearing the golden
coffin of Sikandar whose ane hand is sticking out, signifyving that he was rotum-
ing to the other world empty handed, A number of philosophers and courtirss
headed by Sikandar's queen steeped in utmas) misery are accompanying the
procession,
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5. K. Andhare

The smaller feudatory states of Rajasthan known as ghitdnds were often
flourishing centres of painting since the seventeenth eentury along with other
established centres, but so far they have received lirtle attention from scholars
mainly due 1o their mixed and varied styles and the lack of evidence 1o sub-
stantiate their origin and development. It was {ov this reason that this lass of
painting from the private and museum collections was branded as fhikdna
painting from Rajasthan of the late eighteenth century on stylistic grounds,
This style though showing comgiderable deterioriation in comparison withthe
earlier Rajasthani pamting, deserves a detailed study im nrder to complete the
gaps in the history of Rajasthani painting,

In recent years; however, some dated material! has been found which
throws light on thizs uncemmen subject, thoogh it lias not vet been possibile to
go back earlicr than the first quarter of the seventeenth century to trace the
erigin and development of thiking painting azwe do not know any dated Jocu-
ment other than the dated Pali Razamala® of 1624 painted by Virji and the
“Protrait of Padam Singh” painted by Kirpirdm in 1717 AD., now in the
collection of Kumar Sangram Singh of Nawalgarh. These paintings. ulﬂ:ough
crude and folkish in exeontion provide n landmark m phikdng painting in
Bajasthan, There are other famons examples mostly from the phitdnd of
Ghiperdio and certain: other unidentified thitdnds. The painting entitled
“Padam Singh in Court™ painted av Ghaner@o 1725 AD- by the arost
Chhaju in thic collection of the Prince of Wales Museum, Bombav, Ragini
Gumirn (7)* from a Rdgamald sevies (¢, 1660) in the collection of Kumar
Sangram Singh, Ragin] Khambhivai™in the Khajanchi Collection give an idea
of the painting of that period, Apart from this group from the thikdnd of Deogarh
in Mewar, there is an interesting fragmentary se1 of Regamild in the Oriental

' Thraulhor sckonowledges the courresy of the Victoris & Albert Mueumn, London, lare
Bir Jehangin, Bombay, M Kad |- Ebsadalavala, Bombay, M, N. Boman
Behiram, by and Kumar Sangram Singh. of Nawalgarh, for the permmsion w
reproduce their panitings.

t  Kumar Sangram Singh of Nuwalgarh, “An Ripamila M5, from Pali (Marwar School
Dateil :ﬁifrn 'muin:..sz|= Na. 7. Aprll‘:grﬂ,ppqﬁ-ﬂ W )

* W . ..'a.rnhr.f }n‘m.umm, Comnectout, n.d.; pl 57: K IV Khapculawala, “TProbliems

%! 1 2 The Ongin sod Developmens of Rz Painvug™, Minr,
No. 2, Mareh, 1958, p. g, big. 18

E m.u Chandra, Mees Paiatimg, New Delbi, 1957, p. ¢

¥ Karl Khundalavala, Moil Qhandrs and nmcmnﬁﬂmmmﬁm e Sri
Matichamd Khafanehi Callsvtion, New Dreibi; robo; Fig. 105,
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Section of the Britith Museum, London. This set was painted at the fhitand
of Shihpurd® in Marwar in 1772 A.D. by the artist Sulaljit as'a present to
Mahia Riawal Sri Vakhat Singhjl

The Prince of Wales Museum between the years 1952-1053 and 1957
acquired a group of paintings which include some fine portrait studies of
Ravat Gokuldas I1 and Nahar Singh of Deogarh. These paintings bear inscrip-
tions on their reverse giving the names, the dates, the provenances as well as
the names of the artist who painted them, They were catagorized as fhikdng
paintings of the early nineteenth century on the basis of style. However, a
closer study of this group along with some others in private collections, on
literary and stylistic grounds, establish the existence of a distinetive style of
painting prevailing at the thikdnd of Deogiarh in Mewar, influenced by the
contemporary schools of painting in the nearby states in the eighteenth and
early nineteenth centuries.

Deogarh, an important ghikdnd of the former Mewar State and the chief
town of the same name is situated close to Merwara about 68 miles north-west
of Udaipur city, which once was ruled by the Chundavat fixmily of the
Sisodia Rajpurs.?

According to the tuble of the first rate nobles of Mewar®, Maharini
Jaisingh IT of Mewar had presented the thiking of Deogarh to Dvarikadas in
1680 A.D. which he ruled for cighteen years. Dvilrikadas stands fifih in the
list of geneaology” whereas Ravat Gokuldas 11 and Nihar Singh occupy the
ninth and tenth places respectively,

It is significant to note that in this class of painting there is almost a total
absence of early Rajasthani idiom, but apparently the artists inspired by the
art traditions of Mewar and Marwar have handled afresh their colours and
compositions. Their seuse of perspective and massing of background colours to
bring out the figures into prominence often reminds us of the Mewar school.
The painters Chokhi and Bagtd were apparently fond of & vellowish green
colour which later on becomes a characteristic feature of this group. In all
these paintings the centre of attraction is of course Ravat Gokuldas whose
personality towers above all others. The Deogarh artists had also assimilated
certain elements in landscape from Kotah painting, For example, the execution
of trees (Fig. 45) is somewhat similar to that in the picture in which Rilji
Ummed Singh of Kotah is shooting a tigress from a tree ¢, 1 790,10

From all the available paintings and also from the literary sources it is

' The present writer has written 3 paper oo “The Dated Rlgamils thikind of Shihe
purs” for the Britisk Muteum Quarteely, London. ‘R E o

€ H. Payne, Tod's Atmals of Rayarikan (Meuzar), Vol 1, London, 1923, p. 16.

Mahibavirdji Syimaladies Vie Fiaad, (Hindl), Vol. 1, P- 158,

G. H. Ojha, Hitery of Raputans, Vols. 111V (2}, (Hindi), Ajmer, 1927, p- 1109,

W. G. Archer, Indion Painting from Bundi and Katak, London, 1954, pl. 4o

S ee =
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apparent that Rivat Gokuldas was a bulky man in comparison to the other
nobles in his state. Tod observes,!! “Gokuldis, the last chief, was one of the
finest man 1 ever beheld in feature and person, He was about six feet six, per-
fectly erect, and a Hercules in bulk. His father at twenty was much larger, and
must have been nearly seven feet high.” He was one of the sixteen Umrios of
Mewar. As he was without any issuc he adopted young Nihar Singh. Some
of the senior paftivats of Deogarh were men of highest character and often
lamented the sober gualities of their chief. He seems to have been unpopular
mn a section of the people but one could infer from the number of paintings
produced during Gokuldas’s reign that he must have been a patron of art,
A parallel could be drawn between that egoist R3jd Balwant Singh of Jammu 12
who took delight in getting himself portrayed in every walk of life by his court
artists, It is evident from the paintings that Gokuldis must have been fond
of hunting, riding and enjoying festivals, dancing and music. An interesting
feature of the present group of pictures is that the names of some of his
noblemen and servants often appear on the reverse.

There are as many as twelve paintings in this group which bear inscrip-
tions written by the same scribe (perhaps Kiki Jawin Singh). Most of them
give the name of Rivat Gokuldis, the date ete,

The characteristics of Deogarh style may be summarised below :

The paintings deal with the life of Ravat Gokuldas 11, one of the ruling
chiefs of Deogarh. The dates quoted on the reverse of all the paintings are
relevant to the period of Ravat Gokuldis IT and Nahar Singh. Deogarh had a
painting gallery maintained by Rivat Gokuldas. Bagtd, Chokha and Baijniith
were the chiel artists of his atelier,

Gokuldis had friendly relations with Zilim Singh of Kotah, the Regent
of Ummed Singh, and that it may be due to this friendship that Gokuldas was
wmspired to maintain artists. Kotah in those days was an important centre of

painting.

The style of the three artists is almost the same though each one has his
pecularity, Chokhi and Bagtd had a eraze for vellow and green and their
works are somewhat crude and inferior in execution. Baijnath's style is more
refined as seen in the decoration and composition. There appears a synthesis
of Marwar influences in his work (Fig. 51).

The rendering of trees and flower-beds is similar as in the Iate Mewsr or
Marwar paintings. Facial types with large fish-shaped eyes, stiff Pprojecting
hairdress, costumes, ornaments, etc. are all in the same style. Perspective is
1 James Tod, Ammals ewd Antipatios of Bajusthan, Vol. 1, London, 1020, P.2dr, foos 2.

# K. J. Khandalsvala, ‘Balwant Singh of Jammms-a Pairon of Pahari Painting', Bulletin of the
Prince of Wales Musewn of Western India, No. 2, 1951-52, p. 71.
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attempted in certain cases with high horizon, with tiny figures and landscape
in the background which is at times reduced 10 stylized rocky hilly tracts with
dainty filigree of trees with broad rrunks. Incidents are depicted against yellow
or monochrome background. The water iz represented by means of thin
white lines ou 2 dark surface going in eddies; aquatic birds and lotuses are
associated with it

The mile costume conaists of a skin-tight short jama tied under the lefi
arm-pit with three quarter sleeves and an opening on the right chest, & charidar
or half trouser and i sori of Holkar type turban brought into fashion in Rajas-
than due to the contacts with the Marathas. The women wear ghagrd, choli
and chadar,

The paletie is generally gaudy with frequent use of muddy green. The use
of red monochrome is not seen anvwhere except in Fig. 49. The sky is painted
in orange or goid:

DESCRIPTIONS OF PLATES
Frontispicee ; Pienic affer hunting.

Rajasthani, Deogarh (Mewar). Painted by Bagtd i Samvat 1865/1808
AD. 45%24.5 em. Prince of Wales Musenm, Bombay. [No: 52.25).

The picture 1.8 fair representation of the Deognrh styvle. The scene is
deseribed inoan inscription on the reverse which alse mentions the names of
some persons who are represented in the painting, The fiseription reads »

FETITESTET o, W TSR ATATL AT GiAT S OA—

TS84 T WETEET 4 ¥ 3R At S W W

¥ @arani qiAl ST gat: ST AT anar
Foiin of the portait of Mahi Ravat Gokuldis seared afier returning from hunt=
iy in the hills of Rimagard () near Kharld village. This page was presented
W the cyvening of the 14th day of Ashiddba in Samvat 1865/1808 A D, when

he wais sitting in the Sishamahal; painted by the artist Bagta. Below the main
text appears ancther line ;

ATATTRA WIW WETAT Wt St AT 1 S gt |

Names written by Kaka Jawin Singh by the order of the ruler.

Rivar Gokuldas is seated under a tree holdinig a spray of white fowers:
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In fromt of him is seated Kiki Jawin Singh, and by his side appears Bhal
Vijay Singh. To the right flows 2 rivulet from which 4 fisherman is catching
and killing fish with asharp knife. On the left two attendants are busy in skin-
uning & rabbit while in the foreground &n attendant is preparing kobidbs for the
feast, The left side of the picture is occupied by partially seen figures of white
harse, a huiiting dog ete,

Note the use of various tones of green and the absence of iacquered red.

Pig. 44 Portraitof a dog.

Rajasthani, Deogarh (Mewar). Painted by Bagri iy Samvat 1863/1806
AD. 1828 cm, Prince of Wales Museum, Bombay. (No. 53.72). '

This is a sensitive study of a hunting dog on a dark orange ground with
the high horizon in gold and yellow. The sun is shown shedding golden rays
from the right corner; dark amber foreground. The first important inscription
on the reverse of Fig. 44 in Devandigr reads as follows ;

*“Portrait of Thjisairlad (hunting dog) sent by Jilam Singh (Zalim Singh) of
Kotah and brought by Tek Chand the custodian; in the month of Bhidrapada,
Friday the r4th, Samvat 186g/1806 A D, This page was presented 1o him in the
chifratdfd (painted gallery). Pamied by Bagii ar Deogarh. Writen by
Chungdfvat Jawin Singh in his own handwriting.”

Irissaid that Riwae Gokuldas was [ond ol hunting degs and he had dent
his custodian Tek Chand all the way to Kotah to bring this dog. Not only this,
but the same type of dog is scen i other paintings 23 well.B

Fig. 45, Ravat Gokuldis IT with his women on a Holi day.

Rajasthani, Deograh (Mewar). Painted by Bagti in Samvat 1865/1808
AD. 18.2 x26.8 cm. Frince of Wales Museum, Bombay. (No: 53.67).

The Ravat is seated on a decorated high-backed chair smoking hugga. He

¥ Frontspiese, [n the extrems |el botom oornc?; Figh. 48, 54 and =5,
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wears a saffron coloured long jéma and plumed turban decorated with jewels.
Three women stand i front with presents; the one in the centre is showing
him the traditional Holf mirror while the first and the third offer him drinksand
pans respectively, White sky with the sun in the centre; red lacquered border.

The inscription on the reverse reads :

TR SRR Y O AN A7 STAT STy ai
WHSERTE AOTed F1 RSN T ATEE 13 Wt st aos
SIRTATATEET ST SAAT WAL et

Folia of the portrait of Maha Ravat Gokuldas dressed a¢ befitting a Holi
day scated in the majlis. This folio was presented in the morming on the
thirteenth day of tho month of Vaitikha when he was sitting in the balcony;
‘painted by the artist Bagta.

It is customary at places in northern India and Rajasthan that on Holi
day poor barbers, servants and in certain cases even women proceed to their
chief’s residence to show him a mirror and after looking into it the chief pre-
sents them some money.

Fig. 46. Rivat Gokuldis enjoying Holi with his cotrticrs.,

R%jalthui, Deogarh (Mewar). Painted by Chokha in Samvat r868/1811
AD. 34 %23 em. Coliection : Mr, N, Boman Behram, Bombay,

The scene is represented within @ decorated tent, Ravar Gokuldas is
seated on a chauki amongst his feudatories, courtiers and servantstaking partin
the ceremony. He is holding a syringe 1o sprinkle coloured water on the invi-
tees. Various decorative containers, scent bottles and coloured powders {eulal)
ete, are lying by hie side. The ground is smeared with powder ( guldf) thrown
on each other which is customary on the day. Among the seated are ineluded
his nurse-brother, police officers, custodians and artists. Sitting third from lefi
is Kothirl Tek Chand, who wis sent to Kotah to bring the dog from Zalim

Singls.

The arzists Chokha and Bagta are seated fourth and fifth from the right
comer. Bagtd has a grey beard and holds a scroll while Chokhi wears a small
black beard and large side whiskers, A group of musicians seated opposite to
him is performing music. Muddy red, green, vellow, whiie and purple colours
have been used. Inscription on the reverse -

T THA ATRAETRATE ! ST AT ST ST
WAt SHIW GT £ 8 T A 9T A foie—
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“Portrait of Rivat Gokuldiis painted in the festival month of Philgun by
Chokhd; deposited (im the library) on Vaiddkha Sodi IT Samviat 1868/ 1811
AD-ll

All the members in this group have their names written st the back. The
group also includes the names of the artists Bagtd and Cliokhd who were
invited to'attend the fimetion, Kotharl Tek Chand who had gone to fetch the
dog from Kotah also appears in the above group. From this painting we get
an idea of Gokuldlis’s Durbar and the different people with their designations
who attended it. The group includes servants, didibhsf (nurse-brother), chadiddrs
(stafi-bearers), kotwils (police officers), koghdris (custodiam) and artists.

Fig. 47. Detail of Fig: 46, showing artist Chokha and Bagali.
Fig. 48. Ravat Gokuldis hunting a wild boar.

Rajasthani, Deogarh (Mewar). Painted by Chokhd in Samvat 1868/1811
AD. 2738 cm. Prince of Wales Museum, Bombay. (No, 55.68).

The scene is laid in a woodland with trees, hills and a lake with aguatic
birds and lotuses. In the centre Ravat Gokuldds galloping on his horse has
speared 3 wild boar while the hunting dogs are chasing the other boars. In the
background appesr noblemen partially seen through the trees shooting birds
with their muskets. The inscripiion on the reverse reads

GO T WITSETAATRT A07 A GIET WIE] aTas ATy’
HWA eSS FETAE U W WA Sren aa

Portrait of Rivat Gokuldis hunting, rAding # horse brought from
Kotah (2?) bought for Rs. 54 (?). Sameat 18681811 AD. md 5, painted by
Chokha. '

Fig. 45. Equestrian portrait of Ravat Gokuldis 11,

Rajasthani, Drogarh (Mewar). Painted by Bagtd in Samvat 1868/1811
AD. 79.5 X 13-4 cm. without border. Collection: The late Sir Cownsjee
Jehangir, Bombay.

The scene is painted against a deep yellow background with the chief
holding a spear riding a huge black horse; behind him run attendants. In
the foreground Bhii Durjan Singh is riding a spouted horse, To the right
appears a pool with aquatic birds and lotuses. In the background is shown
a receding landscape with green bushes and some soldiers.

Inscription on the reverse
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FTOAARrET TRSITAEI wEt o ST
WHATT SIFTHICTHEAT WIT W goo R
WIS T 500 WTSH 4197 |

Portrait of Rivat Gokuldas riding n horse by name Mird Bagsal (7)
purchased for Rs, goo/-. The colour of the horse dark brown, Here is & porteair
of Bhili Durjan Singhji mounted on a borse named Achobhai (?); the colour
of the horse is blue; purchased for Rs. Boo/-,

Fig. 50. Rivat Gokuldds worshipping $rinathiL,

Rajasthani, Deogarh (Mewiir), Painted by Bagti in Samvat 1868 /1811
AD. 24,1 X91.7 cm. Prince of Wales Museum, Bombay. (No. 57,21),

Ravat Gokuldis is seated wearing dhofi and chidar facing to the right. He
holds a picture of Srindthjl in the left hand and & rogary in the right, In front
of him is seated Bhatnirdn (7) reading from the religious book, In the fore-
ground are some ritual implements. Behind the chiel appear three persons,
Yellow background with orange and red sky; white foreground.

Inscription on the reverse reads -

mﬂtmwmmmmm
Wl &W AT 3 QA IR A —s T toge

Portrait of Ravat Gokuldis seated at warship; painted by Bagtd; deposited
on the grd day of the month of Baisakh in Samvat 1868/1811 A.D,

Fig. 51. Portrait of Ravat Nihar Singh with women.

Rajasthani, Deagarh (Mewar). Painted by Baijnith in Samvat 1888/1831
AD. 37.6x24.2 em, Prince of Wales Museum, Bombay. (No. 53.84).

On 2 platiorm overlaid with a floral carpet, Nahar Singh is seated on a
haukd furnished with a carpet, leaning against a bolster. He wears a long and
pleated jama, kamarband with a biroad sash and golden turban. In front of him
is seated a delicate woman clad in & brocaded ghaga, choli and chidar arranped
schematically. Nahar Singh is seen offering her a drmk. By his side are kept
eatables, scents and drinks ete. To {he right stands a female dancer, accom-
panicd by a musician playing on tinpurd. There are female attendants on
cither side standing with a panddn and waving fans.

Inscription on the reverse :
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SRR ST ARSI AR AT AEA S SAT dwr
STATIA ATHA GAT TAGER WG FICT W IO T
1S=< WA g7 13 S At G2 W w e

“Partrait of Mahi Rivat Nahar Singh with his courtesan painted by
‘Baijnath, son of Chokha, at Deogarh on Holi day in samvat 1888 on Monday
the 1gth of Bhadrapad and deposited in Lhe store for costumes and jewellery
in a box.*

Nahar Singh was adopted by Rivat Gokuldis as he had no issue. The
name of the artist Baijndth whom we come across for the first time happened
to be the son of Chokha according to this mscription. [t sounds logical that
he should have been old enough to practise arr ar the court of Nahar Singh
who came 1o the scene a quarter century later than hiy father. Stylistically,
Baijnath excelled his father and Bagtd. He had a taste for colours and a fond-
ness for detailed drawing, Althongh he tends to follow the late Marwar style
he had an originality which we do not find in his seniors.

Fig. 52. Nahar Singh offering a drink to his beloved,

Rajasthani, Deogarh (Mewar). Painted by Baijnath. ¢. 1830 AD. 38 5
*21.5. em. Prince of Wales Muscum, Bombay, (No. 53.72)

Nihar Singh dressed in a striped white and golden Jdma 13 seated in a

‘garden pavilion decorated with garfands offering drinks to his beloved Champi-

vatji. In the background ure shown the plantain and other trees. Two female
attendants on either side stand with a fan, a tray and an ewer. Flower beds
in the foreground.

Inscription on the reverse :

mmﬁwmaﬁn
T YT G FAT AW SwATawr Sz 8§ qoETaTe?

Portrait of Maha Rivar Nihar Singh with Champavatji; work of
Baijnith showing the scene withina pavilion (7).
Fig. 53. Krishna dragging his beloved.

Rajasthani, Deogarh (Mewar). Painted by Chokhd. First quarter of 19th
century. 10,5 8.5 cm. Prince of Wales Museum, Bombay, {No. 52.46).

The scene is laid on an open platform covered with a carpet. On the
left Krishpa wearing & moamututa, white Jama and red flowered trousers is

4883
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lying on & bed furnizhed with gillows, On the right the heroine wearing green
chddar, red phasrd mnd yellow cholf i= moving towards 4 group of female
attendants. Orange, yrllow and white sky with the crescent moon; an empty
domed pavilion and Bundi type plantiin trees in the background; simple
white parapet wall m the foreground.

The general impression of this painting 15 very much like the Bundi style
of the end of eighteenth centory. However, from the inscriprion on the reverse
we find that it is the work of a Deogarh artist. Perhaps it may bo that Chokha
was employed at the Bundi court where he painted in the prevalent style.

Inscription on the reverse ©

qiAY sirsTe 5
AT ST T I S 91 HA wi—

Fig. 54. Révat Gokuldas riding 3 black Turkish horse.

Rajasthani, Deogarh (Mewar). «. 1810-25 AD. 28 % 17.5 cm. Collection :
Karl J. Khandalavala, Bombay.

The scene i3 laid on an undulating ground. Ravar Gokuldis wearing green
jéma, mounted on a black horse is gallopping Fast to the right. In front of him
are his favourite dogs Nig and Nagini (?) holding their preys in their mouths;
bushy shrubs and white and orange sky.

The inscription on the reverse reads;
TrEA 1 ST W O g S gl weE

ﬁ'ﬂl’ﬁiminn
QA granawd (7 ) vt wes A

Portrait of Ravat Gokuldisriding a Turkish horse purchased for Rs. Soo/-,
The second line cannot be read properly.

Fig.55. Procession of Col. Tod (7).

Rajasthani, Deogarh. Dated 1817 AD. 4624 cm. Collection : Victoria
and Albert Museum, London. No. LM. $47—1014.

This procession is very much in the Deogarh style, The colour scheme and
methnd are also alike. The scene is depicted on a red ochire ground with
blue and white ey,
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In the centre is a caparisoned clephant equipped with & Aowdd. Col. Tod
wearing a black hat is seated under an umbrella held by an attendant, Three
horsemen in white uniform precede the elephant with some of the Maratha
soidiers and flag bearers. A group of Pathin's followers is following the
clephants. In the foreground appear two hunting dogs and 2 palanguin, Note
the Maratha type of dress worn by the soldiers,

The inscription on the reverse of Fig. 55 (1= Fig. 56) reads:
STE WIS w wEATe 91 qi6
Folio of the procession of the Lord salioh, i.e. Col. Tod,

The historice! detail gathered from the personal narrative of Col. Tod 4
shows that he was in Udaipur city until January 2gth, tB2o, beftire he started
on his tour to Bundi and Kotah. In order t restore the strained relations
between Maharipd Bhim Singh and the Rivats of Bagun a hikdnd which was
restored to Ravat Maha Singh Il in 1822, Col. Tod had to exercise his power

and an agreement wis signed in V. 5. 1875/1818 A.D.

An interesting event occurred st this time when Col, Tod met with an
accident. He had a fll from the elephani when he was entering the fory
at Begun, The animal was 100 big tw get through the arch of kdlmegh and
when he sntered the bridge it collapsed but Col. Tod was tuckily saved. The
elephant suffered many wounds and became uncenscious. A detailed account
of this incident is given by Col. Tod himseif

The inscriptions at the back of this painting and the crude representation
of & chained elephant give the historical background of this picture.

The inscription reads :

ST} ST ATl J3YT TR O A

=9y T uHE g =—

The page was presented when Révat Gokuldis had gone 1o Udaipur in
Samvart 1874/1817 A.D. in the menth of Ashadha sud. B.

In view of the above date the identification may be wrong. It is possible
that Ravat Gokuldds might have escorted Tod up to Udaipur. It is also
likely that some Deogarh artist might have painted this procession and after
knowing about the aceident he might have sketched the ciephant and stuck
it on the reverse of the painting (Fig, 55). -

i James Tod, op. nr, Vol 111, p, 162z
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6. Pare of Lakshachaitva, 15th e AJD. 104.5 o e, Pring
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7. Deiail of Fig, 6,
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1x. Pufaidepicting mapdala of Chandmi. 1525 A.D. Phow-Courtesy, Rijksmuseum; Amsterdam,
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3. Section of same seroll as Fig, 12,
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15. Delndl of Fig. 13,
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16, Scetion of b seroll depicting stories from 1he Karandupyiha. e. 161y ADCes1 5 0 Gy, 2 e, Pringe of Wales Musewm, Bombay,
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£9- Vishuu fafer, 1681 AL 82 ter2l g e, Prinee of Wales Musewm, Bombay.




2.  Vishoi magdala. 1686 A1) 70 .8 = 112, g em. Prince of Wales Museum, Bombay.
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zz. Vishnu page. 1687 AT 84,1 < 115.6 em. Prince of Wales Museum. Bombav.
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a5. Section of a scroll depicting Loketvara legends. Eorly 18th cent. 248,60 b§ .2 cm Prmee of
Walds Museum, Bombas.
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26. Sccuon of same scroll as Fie. 2.



27. Pala of Vasudhificg, 17868 AT, 2.5 62,5 em. Prince af’ Wales Museun, Bombay,



28. Paty of Mabjuaed (7), 182y AD. 21 < g0 em, Prince of Wiles Miseum, Bombay,



2g. Liom devouring the camel Kalifah wa Dimnah.
14a5 AdY o2 vre.s em. Prinee of Wales Muteum, Bombay,

30. Tortnise heing carricd on a stick by iwo geese. From the same MS. as Fiz. 20.
0. b 6.2 em.



gr. Lion killing the ox Shareabeh. Kalifah wa Dimnak, 1405 A,
0.5 1o.5 om. Prince of Wales Museum, Bombay
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3z. Fowler pursiing the pigeons caught in o net. From the same MS, as Fig.
T 10,2 ¢Mm.

1T



3. Mouse Zirak reléasing ilie deer from e net. Kadtlal s Divneh.
tgus A B ol em. Prance of Wales Mioseum; Bombiv,

34. Mouwse Lirak releasing the ronomse. From the same as Fug. 4.
5% 1. | cm




35« Rat releasing the Hon frant thie honers net, Nalitah tea Diwnal
bgus AL 2 1y e Prinee of Wales Museuni, Bombay



g6. Darib enpaged in o latile with the canmibals

Ddrdb namor. ¢ 0b2g AD, Prince of Wales Musenm,
Bombay.
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37. Death of Tamrisive and the lamentaion of Ddral, Dirdh wdma.
¢. 1625 AJ) Prinee of Wales Museum, Bombay.



38. The episode of the haby Sikandar and his worse. Ddardb nama.
¢..1hi25 AL, Prince of Wales Museum, Bombay,



Sikandar spying Two naked women bathing in & pool. Dérib nama.
3.!;_5?5 AD, Prinee of Wales Mugeum, Bombay, '



49. The blind Parindukht conversing with Sikandar. Ddrib nima.
¢ 1625 AD. Prince of Wales Museum, Bambay.,



41. The blind Parindukht rescuing Sikandar. Dirdd ndma.
¢, thz3 AD. Prince of Wales Muscum, Bombay.



42. Sikandar fighting Humirahpil. Dardb sdma. ¢, 1625 AD. Prince of Wales
Museum, Bombay,




Iy bt *
AL

R P T ;A

(o & #

fn
“EE!. i
)

. Aflatiin (Plato) instructing Sikandar, Dirdb ndma. . 1625 AD. Prince
:%W:qlu Muscum, Bombay,




44- Paortrait of a2 dog. 1{.]|.i.‘i||é.ll:;.
Deocarh Mewar). o AD

i}« 28 cme Prince of Wales Musaum,
Bombay

45- Rival Gokuldias. 1
women on Holi dav.

Deinirsic hy Mewar

with lus
Rajasthani,
188 AD.
cm. Prince of Wales
Museum, Bombay.
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52.

A,

M war 1o
eant, Prinee of Wales Museunm, Bombay

Deoarh

Rajnstliant,

Kiagastiun,

53- Kl'hlll.l.l -l.|_|.|:'_::|'|j:; liis hieloved

Jiy :'I

Mewir

First quarier of 1gth century,

Prince of Wales Muscum, Bombay.
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