A. The month of Phagun. Garhwal, ¢.1780-1790. Garhwal, 5(iii).
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FOREWORD

Ignorance may well be bliss; but knowledge is almost certainly hell. It remains the
burden of the gods and man to face the problem of good and evil; but few men can
distinguish Indian miniatures of Baghal from those of Mankot. It was once all so
much simpler. My first exhibition was one of Rajput painting at the branch museum
of the Detroit Institute of Arts in 1941. It was a small display but mounted with lov-
ing care under the inspiration of my first professor of Oriental Art, James Marshall
Plumer, and the patient co-operation of Ananda Coomaraswamy. It was a pleasure
to do, for (unknown to me) the apple of knowledge was only then being eaten, and
that in India by Ghose, Mehta, Khandalavala and Sastri among others. The bliss of
making one’s first exhibition was embodied in the bliss revealed in the paintings,

ru_dely racked into three major sub-divisions, Kangra, Rajasthan and Jammu. What
bliss! But what ignorance!

W. G. Archer has achieved knowledge, led others to it and, amazingly enough,
retained bliss. I have been privileged to know him for some fifteen years and his pre-
carious balance between knowledge and bliss has, by example, maintained my
interest in Rajput painting when all else, especially the morass of new information
and conflicting opinion, would have defeated it. This balance is epitomized in the
text I am privileged to introduce — an exhaustive reference catalog of the paintings
produced in the various centers of the Hill States of North India, preceded by the
most succinct, convincing and deeply-felt introduction to this most complex tessera
in the mosaic of art history. The completion of this act of balance is the culmination
of Archer’s decades of study, a monument we can openly admire and secretly envy.

It is not a coincidence that the core of this publication is, in effect, a catalog of
the Victoria and Albert Museum's large and splendid collection of paintings from the
Punjab Hills. This is not art history written from photographs, but generated from
the collecting and study of the original works, certainly comprising the finest single
holding of these miniatures in the Western world, and perhaps anywhere. The
achievement represented by this harvest is a life’s work alone; and the catalog is
not frosting upon the cake, but an integral ingredient. In this, the following work
joins its post World War 11 peers as a demonstration of the creative possibilities of
the catalog, whether of an exhibition or a collection, as a contribution to know-
ledge equally as valuable as the customary texts and monographs. The sense of per-
sonal involvement in a cohesive, ‘in-hand’ body of work is characteristic of such pub-
lications and is seldom found in others.

Since the objects must be worthy of the method — why then this comprehensive
approach to a comparatively late and ‘up-country’ manifestation of the ancient tradi-
tion of Indian painting? I would confess to occasional periods of uncertainty about
the significance of Rajput Paintings. They are not, or rather were not, particularly
rare. They are the products of provincial, often isolated, petty principalities. Their
subject matter is limited and repetitive. Their format is modest in size. When com-
pared with miniatures from the Imperial Mughal court they often appear to be a form
of folk art. But such comments assume a tradition of Western art prior to 1907. The
Archers’ home has contained works by Reg Butler and Paul Delvaux in counterpoint
to their Rajput miniatures. The steady growth of the appreciation qf Rajput painting
parallels the development of the modern movement. Thanks to this we can under-
stand the sophistication of color symbolism, the radical dislocations of space and
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placement, the tension of facial impassivity opposed to silhouette, and the unspoken
resonance of image to text implicit in almost all of the great works of the school. The
very provinciality of the patron city-states insured the continuity of the old imagina-
tive Indian tradition through and beyond the knowing experience of Mughal art. The
lingering feudalism of the city-states preserved that intimacy of the family court
essential to the production of miniature painting. Like peanuts in a bow!, Indian
miniatures fortify each other and the desire to consume them is insatiable.

All this but rationalizes the past of our understanding of Rajput pamtlngs I sug-
gest there is something in them for the future. While the current rise in appreciation
for Victorian painting may be in large part a pardonable, and even a charming, exer-
cise in nostalgia, it may well be the result of a conscious or unconscious desire for an
attempted union between images and words. Obsessed with color field, minimal or
conceptual, the avant garde seems to have obliterated even the remains of literary
painting. But one suspects that surrealism, the last effective form of ‘literary’ art, is
not dead but sleeping. And Rajput painting is one of the most subtle and meaningful
unions of image, word and music produced in the history of art. If the flavor of the
Month of Rains, with its associated poetry, music, and visual imagery, could be so
wonderfully projected by the artists of Guler and Kangra, then it can still be possible
in other ways. The study and enjoyment of Rajput painting may not directly generate
a new art; but knowledge of this art can provide paradigms. We owe much to W. G.
Archer for his contributions to this knowledge now culminating in Indian Paintings

from the Punjab Hills.

Sherman E. Lee
Cleveland, Ohio, 1973
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INTRODUCTION

i

The Indian miniatures analysed and discussed in this book come from an area in
northern India, now known as Jammu and Himachal Pradesh, but until the late
1940’s commonly termed ‘the Punjab Hills’. Until the early nineteenth century, this
area comprised thirty-five feudal states, each possessing a court, each with a Rajput
ruler, each with varying degrees of aristocratic culture.! Although not every state
possessed a local school of painting, it has been found that in approximately two-
thirds of them painting was practised — if not throughout the whole of the seven-
teenth, eighteenth and nineteenth centuries, at any rate for portions of this period. It
has been my purpose to collect and assess all the available evidence for identifying
these local schools, to present in detail the relevant materials necessary for their
study and in the light of previous and current researches to reconstruct the various
stages through which each local school passed. Such a reconstruction includes a con-
sideration of the geography, scenery and religion of each state, its history — with
special emphasis on rulers, their marriage alliances, wars and political relationships
— a list of royal portraits, and finally a discussion of the possible implications for
local painting of all these varied factors and circumstances. There follows in each
case a chronological account of previous contributions to the subject, with critical
comments, and in this way an attempt is made to show by what exact stages know-
ledge of a particular school of painting has developed. The final part of each section
presents in the form of a catalogue the main examples by means of which the history
of a local school can be reconstructed. In each case, the grounds on which attribu-
tions have been proposed are stated; detailed references are given to the literature:
inscriptions are transcribed and translated and the subject matter is identified and
discussed. Although in certain states no local schools of painting have so far been
traced, materials throwing light on the local situation have nevertheless been
included.

It will be seen that in the course of these various reconstructions all Pahari (or
Hill) pictures in the Indian Section of the Victoria and Albert Museum have been
listed and described and their place in the development of each school has been made
clear. In a not inconsiderable number of cases, pictures from this collection have
provided key materials. Where this is not the case, they have been incorporated not
only in order to catalogue in its entirety a great public collection but to provide addi-
tional evidence for the understanding of styles. The order in which each state is
reviewed is alphabetical.

i

The Punjab Hills, a great region lying north-east of the Punjab Plains, is three hun-
dred miles long and one hundred miles wide. A low range of rough and stony hills,
the Sewaliks, abuts on the Plains and behind it rises a series of foot-hills. In the
seventeenth and eighteenth centuries, a first area, comprising one-fifth of the total
region, was loosely named ‘Jammu’. It lay at the north-west end of the Hills and
included sixteen states in three parallel rows. Six — Lakhanpur, Jasrota, Samba, Tiri-
kot, Dalpatpur and Jammu itself — either adjoined or were near the plains. Five —
Basohli, Bhadu, Mankot, Bandralta (Ramnagar) and Bhoti — lay twenty or more
miles further in, their territories bounded by majestic ranges. Four others — Bhau,
Chanehni, Bhadrawah and Kashtwar — lay even deeper into the mountains. Punch,
though strictly speaking not in the area, lay west of Jammu beyond the river Tawi.
1. Except Kashtwar and Punch whose Rajput rulers adopted Islam in the seventeenth century.
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The territory in general was bounded on the north by the Tawi and on the south by
the Ravi.

A second and central area, stretching south-east of the first, was dominated by the
huge state of Chamba and by its neighbour, the equally impressive Kangra. It
included ten states — Nurpur, Guler, Kotla, Chamba, Siba, Datarpur, Kangra, Kut-
lehr, Jaswan and Bangahal. Two of the five great Punjab rivers — the Ravi and the
Beas — flowed through it.

The third and last portion, south-east of the second, involved nine states (exclud-
ing the Simla Hills) and accounted for almost half the total area. It comprised Kulu,
Mandi, Suket, Kahlur (Bilaspur), Baghal (Arki), Hindur (Nalagarh), Sirmur (Nahan),
Bashahr and Garhwal. Of these, Kulu and Bashahr lay furthest from the Plains, their
huge hills making a formidable frontier. Behind lay the snow-covered ranges of the
Himalayas — gaunt, cold and glittering, the abode of Shiva and the end of the world.

iii

Within this region, the states were ruled by Rajputs, a caste and people identified
by Hindu tradition with war and fighting. From early times they had maintained a
vigorous life of their own and had preserved to the full their Rajput culture. From
the early seventeenth century to the middle of the eighteenth, Mughal ‘foreigners’
had imposed a loose imperial sway. Tribute was levied, state rulers were required to
present themselves from time to time at Delhi, offer their sons as hostages and assist
in imperial campaigns. The incidence of these levies varied from state to state, fluc-
tuating both with the character of the emperor concerned and with that of particular
rulers. By the early eighteenth century, imperial service had slackened but until Mu-
ghal authority in the Punjab was finally liquidated by Persian and Afghan invasions
and by the growing influence of the turbulent Sikhs, a Mughal ‘presence’ in or near
the Hills reminded Rajput rulers that their freedom was limited. Subject to this pro-
viso, each ruler lived as he chose, cementing friendships with other states by inter-
marriages or territorial alliances, at times going to war with neighbours and rivals,
exacting tribute from the lesser and weaker, or himself paying tribute to the stronger.
As between states, wealth varied but taxes were normally levied on merchants and
cultivators; members of the Rajput caste and others gave military service, and Brah-
mins supplied the courts with priests and scholars, clerks and secretaries. In time of
need or if a particular ruler had over-weening ambitions, local forces were sup-
plemented by mercenaries: Rohillas, Afghans, Marathas and even Sikhs were
employed from time to time to further feudal aims. In certain cases, particular states
were linked by family ties — Basohli, Bhadrawah and Bhadu were junior offshoots
of Kulu; Jaswan, Siba and Datarpur of Kangra; Hindur and Chanehni of Kahlur; and
Jasrota, Samba, Mankot, Lakhanpur, Tirikot, Dalpatpur, Bhau and Bhoti of Jammu.
Due to a peculiar accident, Guler, though in fact an offshoot of Kangra, was its tech-
nical senior, being founded by a reigning Kangra ruler who had been given up for
dead. Royal houses which were linked in this way could not as a rule inter-marry but
in most cases the tie served as a natural alliance and promoted social and cultural
intercourse.

Throughout this loose congerie of courts, strict codes of feudal conduct prevailed.
The daughter of a reigning prince could only be married to a ruler or his heir-
apparent. Rulers, their sons, nephews, cousins and uncles, on the other hand, could
marry as they chose, irrespective of their brides’ social standing. There was no limit
to the number of wives or consorts a Rajput could take. Many members of the royal
or courtly houses maintained plural households and, in addition to their formally
wedded wives, supported concubines. When a Rajput died, it was not unusual for at
least some of his wives and concubines to commit sati. In so tight a society, romantic
love-affairs, except with courtesans or dancing-girls, were unknown. Marriages were
usually arranged by the heads of the two families and it was at the wedding itself that
bride and bridegroom met each other for the first time. Only in the most exceptional
circumstances did a ruler obtain a formal queen in any other way. Sansar Chand of



Kangra abducted a Gaddi shepherd-girl, Nokhu, married her ‘by capture’
and made her one of his ranis by public declaration. This action was so unusual
that it aroused general comment, inspired folk-songs and became a legend. In other
respects, ladies of royal or noble houses were kept in seclusion — confined to the
palace rooms, courtyards and gardens, and if allowed outside, prudently shielded by
trusted retainers. Within the palace, they interviewed the major-domos, cooks and
servants, were served by their maids, and attended by the family chaplain; but fur-
tive affairs, indeed the whole notion of passionate romance, were things of the imagi-
nation, the stuff of poetry and song. It was in the villages that girls and women went
about as freely as men; the classic Indian encounter — ‘the meeting of eyes’ — could
occur in actual life and liaisons could at times develop on the basis of romantic love.
Courts, however, in no way resembled villages. By courtly standards, propriety con-
fined love to marriage and women achieved fulfilment by identifying themselves with
their husbands, devoting thought and care to the children, actively indulging in reli-
gious festivals and worship, and participating in marriage negotiations.

The same acceptance of a Rajput code showed itself in religion. Every Rajput
court in the Punjab Hills firmly adhered to Vishnu, Shiva and the Devi. Worship was
usually conducted at home but sometimes in public temples. Every day would begin
with private prayers and puja and the three main deities would be asked to grant
protection and promote welfare. Vishnu represented the kindly and benign, Shiva
and the Devi the fierce, unpredictable and violent. For this reason the Devi as god-
dess of war was especially placated. In this role, she was known as Chamunda and
when a new fort was built or a major war started, a small shrine would often be
erected in her honour. Its construction would take absolute priority over other build-
ing operations and was a crucial precaution for success in battle. When, for example,
the fortress of Sujanpur Tira was enlarged by Raja Ghamand Chand of Kangra, a
shrine to Chamunda Devi was put up, and in Chamba, when Raja Raj Singh
embarked on a policy of grandiose expansion, he did special worship and made
solemn vows at a local shrine to the same fierce diety. Worship of this kind whether
to Vishnu, Shiva or the Devi, was never congregational but was conducted either in
strict privacy or with the aid of a family priest.

Farly in the seventeenth century, a marked breach with established usage
occurred. The placid observance of ancient custom was disrupted and, for a time,
state after state was involved in religious tension and upheavals. During the sixteenth
century in Rajasthan, the cult of bhakti or salvation by personal adoration of Vishnu
had gradually spread to many courts, supplementing the older forms of worship and
in some cases ousting them. Vishnu was no longer worshipped merely as Vishnu but
in the form of two special incarnations, Rama and Krishna. Rama was, in essence, a
protagonist of righteous conduct, a moral example. Krishna, on the other hand, was
the embodiment of romantic love and passion. Salvation, it was urged, could now be
attained not only by conventional ritual, prayers and offerings, but by devotion to the
godhead expressed by means of songs, dancing and ecstatic celebrations. In the case
of Rama, Vaishnavism, as it came to be called, was decorous, controlled and proper.
In the case of Krishna, it involved invoking his name, praising his deeds, celebrating
his birthday at the Janmashtami festival, and above all, adoring him and his principal
love, the married cow-girl, Radha. The cult did not involve the intervention of priests
and for a time excited orthodox opposition. In course of time, however, a modus
vivendi was reached and while Vaishnavism became in many states a vital, even the
chief, ingredient in Rajput court religion, conventional worship of the old type was
maintained. It is significant that Sansar Chand of Kangra, whose ardent adherence to
Vaishnavism can hardly be questioned, never abandoned the worship of Shiva and
the Devi and besides building a special Krishna temple at Sujanpur, took care to
build another to Shiva and to install an image of Shiva supposedly modelled on him-
self. In this general process, a significant phenomenon was the borrowing from
Rajasthan of yet another devotional practice. In Mewar, the local Ranas made over
the state to their national god, Eklingji, and ruled as the god’s regent. In Mandi and
Kulu, the local rajas installed special Vaishnava images as ruler-gods. In Mandi, a
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stone represented Madho Rai (Krishna as flute-player) and in Kulu a special image
brought from Oudh was worshipped as Raghunath, a representation of Rama. Both
rajas ‘abdicated’ in favour of the god and administered the state as his diwan or chief
minister. In Mandi the raja was even known as ‘sri diwan’. A similar identification
with Rama had occurred in Chamba where a stone emblem was given to Raja Prithvi
Singh by the Mughal Emperor, Shah Jahan, was named Raghubir (a pseudonym
of Rama) and was adopted as family idol by the royal house. No surrender of the
state was made on this occasion but, as in Kulu and Mandi, a representation of one
of Vishnu’s incarnations became the focus of family devotion. The appearance of
this new type of religious expression was bound to have important repercussions on
Rajput courtly life, for not only did it modify religion, it affected Rajput culture as a
whole.

In the first half of the seventeenth century, Rajput courts in the Punjab Hills
possessed a number of cultural pastimes. Music was a principal interest and almost
every court had singing-girls and musicians. Naturally the extent to which music was
played varied from state to state but groups of male and female musicians, with or
without dancers, were common throughout the Hills. In certain cases they were the
servants of the ruler, in others they were free-lances who moved from place to place
accepting commissions. Alongside their performances went a sophisticated interest
in the theory and practice of music, an awareness of the conventtonal divisions into
which the main melody modes (ragas) and sub-modes (raginis and putras) were
grouped and a knowledge of the associations in poetry of the various modes. In con-
trast to other areas, the Hills had their own form of classification — large, complex
and erudite. Six ragas or princes, each with five raginis or queens, were common to
both systems, but in the Hills each raga had eight further sub-modes (his putras or
sons).? The sounds of birds, rabbits, deer, bulls and thundering clouds were often
cited in the accompanying verses as parallels to the principal notes employed. Such
verses acted as an index to the music, treating each mode and sub-mode as if it were
a human personage. The verse was not intended to be sung to the music but rather to
identify its special properties. Provided the mood of the song was appropriate, any
poem could be sung to any raga. The singers would either accompany themselves on
stringed instruments such as tamburas or be accompanied by players of sitars, vinas,
tablas and cymbals. To such performances dancing was a natural appendage. In
many cases dancing-girls and boys were also singers and as they pranced, swayed
and pirouetted, they would gesture with their arms and hands, mime or sing songs.

Less common, but existing in certain courts at various times, was a lively interest
in literature. If the ruier was piously inclined, he would commission copies of stan-
dard religious texts — the Vishnu or Shiva Puranas, portions of the Mahabharata
epic, the Ramayana of Valmiki, the Kirata Arjuniya (or ‘Feats of Arjuna’), the Maha
Lakshmi and Markandeya Purana (celebrations of the Devi), or even treatises on
philosophy or medicine. Raja Kirpal Pal of Basohli, for example, was noted as a
scholar and commissioned copies of two Sanskrit treatises on medicine, the Charaka
and the Sushruta. Moreover, as Vaishnavism developed, the story of Krishna’s life
among the cowherds and milkmaids of Brindaban, as recounted in the tenth and
eleventh books of the Bhagavata Purana, also became essential reading. On the
secular side, love poetry was enjoyed and especially in Basohliand Nurpur, the Rasa-
manjari of Bhanudatta, a long poem containing one hundred and sixty-three stanzas,
each describing the conduct of lovers, was popular. In courts affected by Vaishnav-
ism, love-poetry casting Radha and Krishna in the role of lovers gained an added
importance. Poems such as the Sat Sai (or ‘700 verses’) of Bihari illustrating the
moods of lovers, the Rasika Priya (or ‘Lover’s Breviary’) of Keshav Das, analysing
their conduct, and Baramasas (poems on love in the twelve months of the year) were
sung or recited. The Gita Govinda (the ‘Song of the Herdsman’), a Sanskrit poem by
Jayadeva, celebrating the vicissitudes of Krishna's romance with Radha, was espe-

2. For expositions of Indian musical theory with special reference to painting, see P. S. Rawson,
Indian Painting (Paris, London, 1962), 128-131 and E. and R. L. Waldschmidt, Miniatures of Musical
Inspiration (Wiesbaden, 1967).



cia[ly admire_d in Kangra and Basohli. In all these cases, the response of the ruler, his
lad!es and hl‘S court, yvould vary greatly. Some would regard such literature as an
amiable pastime, a leisure activity, or as an exercise in religion. A few, however,

might bring to poetry a genuine aesthetic response and to these there was positive
relevance in the words of Jayadeva:

‘If in recalling Krishna to mind there is flavour

And if there is interest in love’s art

Then to this necklace of words — sweetness, brightness, tenderness —
The words of Jayadeva listen.’

‘This glowing song, auspicious blessing, causing pleasure and gladness
Was made by the poet Shri Jayadeva.’

‘Where people delight in song may joy
Be spread by this poem of Shri Jayadeva.’

‘O people, place Krishna for ever in your hearts, Krishna the source of all merit,
By whom, in the wealth of Jayadeva’s poem, all beauty of art has been doubled.’

*Among all tasteful people may this song of Jayadeva create a state of passionate
delight

The poem which in every verse proclaims the satisfaction in the pleasure of the love
of Krishna.’

*Whatever is of the condition of love’s discernment shown with beauty in poetic
form, and all skill in the art of heaven’s musicians, all reflection of Vishnu,

All such you may joyfully see, wise people, in this song of the Lord of Herds, made
by the poet devoted to him, the wise Jayadeva.”

They would also have understood Bhanudatta's declaration of intent: ‘Bhanudatta is
composing this Rasamanjari to provide aesthetic joy to the minds of the multitude of
scholars as if it were honey to the bees.’

‘May the poets in their kindness make my Rasamanjari, which has been beautified as
if by an excessive flow of honey, the ornament of their ears.™

It is no surprise that to cultured members of Rajput society, painting should ulti-
mately have seemed as necessary as music and poetry.

iv

Until the first half of the seventeenth century, no painting seems to have existed in
any of the Rajput states of the Punjab Hills. Various circumstances, however, were
combining to favour its emergence. Although rulers and their courtiers lived the
greater part of their lives within the boundaries of their own states, movement both
within and beyond the Punjab Hills was by no means uncommon. Pilgrimages might
take them to holy places such as Bhawan, Baijnath and Jwalamukhi in Kangra, to
Kurukshetra and Pehowa in the Punjab Plains, to Banaras in Qudh and even as far
east as the temple of Jagannath in Puri, Orissa. When a Rajput died, it was also usual
to take his ashes to Hardwar on the borders of Garhwal and there immerse them in
the Ganges. Journeys such as these brought the Rajputs of the Punjab Hills into con-
tact with areas in some of which miniature painting was practised. They may also
have profited from visits to other regions while campaigning with the Mughal forces
or to Delhi itself while paying homage to the Mughal emperors. The Mughal court
was a place where miniature paintings were regarded as normal elements in courtly
life and in this respect the Emperor and his associates were the virtual arbiters of

3. George Keyt, Shri Jayadeva's Gita Govinda (Bombay, 1947), 13, 16, S8, 93, 98, 102.
4. M. S. Randhawa and S. D. Bhambri. *Basohli Paintings of Bhanudatta’s Rasamanjari’, Roopa
Lekha (1967), XXXVI, nos. | and 2, 6, 123. .
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taste in northern India. The Mughal court also acted as a club in which princes from
all over the Mughal empire might meet each other. Rajputs of the Punjab Hills did
not normally visit Rajputs of Rajasthan or Central India, but, in certain cases, there
were family connections which rendered visits not unlikely. The Chandelas of
Kahlur and Baghal in the Hills, for example, were related to the Chandelas of Bun-
delkhand in Central India and on the strength of this relationship a descendant of the
royal house was even living at Udaipur in Mewar in the middle of the twentieth cen-
tury. Religion also occasionally prompted a visit to Rajasthan, as when Raja Jagat
Singh of Nurpur travelled to Chitor in Mewar in order to obtain a special image for
his state. Even if excursions to Rajasthan were infrequent or unusual, Rajput rulers
from the Hills may at times have mixed with Rajputs from Rajasthan at Delhi and
thus have come to know of the great vogue for painting which by 1650 had developed
in the states of Mewar and Bundi.

All these circumstances, taken singly or together, may account for the eventual
spread of painting to Rajput courts in the Punjab Hills. Certain types of painting
such as portraiture may well have developed as a result of the arrival of outside
artists trained in Mughal methods. But the great majority of pictures would seem to
have been done by local artists. There is no evidence that painting was practised at
village level or that primitive or ‘folk’ art provided lively models. Indeed it is as if the
great schools of Punjab Hill painting developed in the seventeenth century almost
out of nowhere. It is true that in the eighteenth century a common name for a Pahari
painter was tarkhan (carpenter) and that in South India ‘moochies’ or leather-workers
were also painters of pictures. It is possible, therefore, that when a demand for pic-
tures arose in the Punjab Hills, the local tarkhans grafted the technique of miniature
painting on to their skills in working or carving wood. Yet how this was done remains
a mystery. A possible but unlikely theory is that Hill carpenters accompanied their
rulers on visits to the imperial court at Delhi, fraternised with artists from Rajasthan
and Central India and thus acquired a knowledge of the medium. It is also possible
that examples of pictures from Rajasthan and Central India reached the Hills, thus
providing local craftsmen with models. But for this hypothesis also there is no
evidence. No Rajasthani models have survived in local collections in the Hills and no
Pahari copies of Rajasthani work are known. Acquaintanceship with pictures from
other parts of India clearly underlies early and later painting in the Hills but how it
was acquired can only be surmised.

A\

The pictures, which from the middle years of the seventeenth century onwards
enriched culture in the Hills, were of two kinds — murals and miniatures. Murals
were often only enlarged miniatures and were almost invariably painted on the walls
of shrines and temples or of palaces. Miniatures were on stiff sheets of hand-made
paper often less than eighteen inches long and were executed in gouache on a pre-
pared ground. They were kept in portfolios or in bundles wrapped in cloth, but were
sometimes pinned to walls as objects of worship. Their functions varied from ruler to
ruler and from court to court. If, as seems clear, the adoption of Vaishnavism, first
in one court and then in others, was a major factor in promoting painting, pictures of
Radha and Krishna or of Rama and Sita had almost certainly a devotional purpose.
[Nustrations of the Bhagavata Purana, Krishna's wooing of Rukmini, the visit to him
by the Brahmin Sudama, the romance of Aniruddha (Krishna’s grandson) and his
bride Usha, the Sat Sai of Bihari, the Rasika Priya and the Ramayana were forms of
praise. As such they not only contributed to the patron’s salvation but were auspi-
cious adjuncts to important occasions. It was customary to associate them with wed-
dings and to exhort the bride and bridegroom ‘to love like Radha and Krishna’. In
many cases, they had the further function of ennobling love and sex by portraying
Krishna as an ardent but god-like lover. In isolation they might serve as icons — the
worshipper focussing his attention on them as prayers were said and puja done. In
Krishna worship, Brindaban, the scene of Krishna’s ecstatic adventures with the
cow-girls and cow-herds, was less an actual place than ‘a country of the heart’. By
portraying Krishna in settings which resembled the local scenery Hill artists gave a



_fresh_ and lively immediacy to his story and thus enhanced the devotee’s sense of
identity with him. Besides portraying Rama and Krishna, paintings were also pro-
duced in honour of Shiva and the Devi. lllustrated versions of the Chandipath and
the Shiva Purana were commissioned — the Rajput worshipper deeming it prudent to

accord these rival cults part, at least, of the special treatment lavished on Rama and
Krishna.

So determined a use of painting for religious purposes could easily affect other
subjects and one of the commonest to engage the artists was the poetry of love.
Although a separate topic in its own right, the investment of physical charm with
nobility and the vindication of romantic love, implied by the story of Radha and
Krishna, made its choice for illustration inevitable. As a consequence, many pictures
in the Hills supplemented the romance of Radha and Krishna by portraying other
lovers of legend — Sohni, the potter’s daughter, drowned while swimming to her
lover, Mahinwal; Rupmati, the Hindu courtesan, riding at night with her Pathan
lover, Baz Bahadur, only to die when his fort at Mandu was stormed by the Mughals.
To these were added illustrations of different kinds of lover. The nayaka or gallant
would be shown awaiting the nayika or woman in love. The woman herself would be
portrayed completing her toilet, languidly smoking a hookah, toying with a yo-yo, let-
ting off fireworks, watching a storm, dressing her hair, riding with her maids, hurry-
ing through the night to meet her lover, standing disconsolate at dawn, or waiting dis-
tractedly for him on a bed of leaves in a secluded glade. The setting would often con-
tain sexual symbols indicating by their presence the nature of the lady's thoughts. In
many cases, the picture was a simple evocation of feminine charm and was uncon-
nected with any particular verse or text. In others, extended poems such as Bhanu-
datta’s Rasamanjari took the reader and viewer through a whole sequence of imagi-
nary situations, the woman, whether married or unmarried, enacting scenes of happy
or unhappy love with her husband or lover. Since music was at times regarded as ‘the
food of love’, princesses were also often shown listening to musicians, beguiling the
hours with romantic reveries and thus creating, in effect, a world of Rajput fantasy.
As a supplement to these, the melody modes of ragas and their sub-modes, raginis
and putras, were also illustrated. In many cases, lovers and their ladies exemplified
musical characters and the pictures were thus a further contribution to the Rajput
cult of wishful passion.

In addition to these two major purposes — the adoration and worship of God and
the analysis of romantic love — miniature painting in the Hills had yet a third impor-
tant function, the celebration of the local ruler. In certain cases the treatment would
be factual and realistic as if the artist was making a record for the future, a reminder
of what his patron looked like, or a gift for presentation to visitors or relations. A
prince would be shown smoking, holding a flower, a sword or a hawk, alone or with
attendants, receiving visitors or granting audiences. At other times he would be
treated with greater intimacy. He would then appear riding, hunting, listening to male
or female musicians, playing chess or chaupar, watching dancing-girls or dallying
with his ladies. In certain states, the camera would come even closer and a ruler
would be portrayed en famille, seated or strolling with his ranis, maid-servants and
his children, celebrating family occasions such as weddings or disposing of court
business with officials. He might also be shown at worship, praying or making offer-
ings to Rama and Sita, Radha and Krishna, Vishnu and Lakshmi, Shiva and Parvati
or standing in reverential humility before ‘visions’ of these deities. He would also be
depicted actively celebrating religious occasions — the Spring festivals of Basant and
Holi or the Janmashtami or Birthday of Krishna. All these portraits, whether indivi-
dual or group, had one common aim — the recreation in art of the ruler’s day-to-day
activities. To these might be added records of courtly or popular life and in this way
pictures would sometimes be produced showing villagers dancing, Gaddis (mountain
shepherds) trudging to market, an old bridegroom cynically wedding a baby girl or
even drug-addicts rolling about in tipsy confusion.

Such portraits reflected the ruler and his surroundings. But they were far from
exhausting the artist’s role. On occasion realism would be abandoned and in its place
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the ruler would be shown at one or more removes from ordinary life, as if enacting in
his person some poetic or visionary role. When this was done, he might appear as the
nayaka, or gallant in pictures illustrating Keshav Das’s Rasika Priya, Bihari’s Sat Sai
or Bhanudatta’s Rasamanjari. He would be used as a model in a series of Baramasa
paintings, acting out with an ideal mistress the varying roles which might confront a
lover in each of the twelve months. He could re-appear as the raga or putra in a raga-
mala series. Finally, he might even be the oblique or ‘understood’ subject of a series
of pictures illustrating figures of history or romance. Paintings, for example, which
seemingly illustrated the romance of Nala and Damayanti might in fact be a celebra-
tion of Raja Sansar Chand’s romance with Nokhu. In a similar way, various sets
which interpreted the Hamir Hath (the story of Hamir whose ‘obstinacy’ or ‘pride’
occasioned his downfall) may well have been commissioned by enemies of the over-
proud Sansar Chand as allegories of the fate which ultimately overtook him. Whether
commissioned by the ruler or his rivals, such pictures had a heightened, more sym-
bolic purpose, and by their very sophistication testified yet again to a Rajput ruler’s
majesty and grandeur.

vi

For about two centuries, pictures of this kind were produced in the Punjab Hills.
Some were versions of early Mughal portraiture. Others seemed parallel to painting
in Rajasthan and Central India but with a marked difference of idiom and spirit. Yet
others were influenced by later Mughal painting, as if the first generations of Pahari
painters had gradually outgrown an early primitive phase and had graduated to flu-
ent, rhythmical naturalism. Three phases can be distinguished — an early phase
roughly coinciding with much of the seventeenth century, a middle or transitional
phase lasting from about 1720 to about 1750, and a late and final phase covering the
century 1750 to 1850 or beyond. During these years, each area developed painting on
its own lines. For a time, one state would seem to be the prime centre, only for
another to supercede it a little later. Court artists might be recruited from other states
but in most cases they were drawn from local families. The norm for a master-artist,
if he was persona grata to his prince and possessed adequate talent, was to remain
attached to one court for most of his life. Court intrigues, falls from favour, exces-
sive expansion in the painter community might cause him to leave but despite famous
instances to the contrary, a Pahari master-painter tended to remain faithful to his ori-
ginal source. At times he might employ or train sons, nephews or assistants and these
in turn might supply a wider or different clientele. So far as he himself was con-
cerned he would be attached to the court and would be expected to be available
when required. He would accordingly be given quarters in the palace out-houses or
be provided with a dwelling in the adjoining township. At times, his patron would
grant him land in a more remote village. There might then be a conflict of loyalties or
interests — his occupation as court painter requiring his presence in or near the state
capital, his status as a land-holder demanding occasional residence in his village. If
he was closely attached to his princely patron he would also accompany him on tours
and thus fulfil his function away from home and from the court. He would be part of
his master’'s entourage and would be forced to draw and paint as and when com-
manded. What is clear is that for most of the tarkhans and other craftsmen who took
to painting, their reliance on patronage precluded true independence. The privacy
which a modern painter demands of right, his reliance on inspiration and his cultiva-
tion of artistic moods were foreign to the Pahari artist’s mind. As a palace employee
or retainer he was not unlike an expert cook, a skilled trainer of horses, a quiet
astrologer or even an affluent clerk. Of the thousands of pictures produced in the
Punjab Hills, it is significant that only the merest handful records the artist’s name.

In such circumstances every Pahari artist strove to please and in most cases would
quickly adapt himself to whatever situation he was confronted with. His family train-
ing would doubtless explain many of his basic mannerisms yet the need to flatter and
delight his patron, whether that patron was the ruler himself, his ladies, kinsmen or
courtiers, explains why almost every artist on leaving his home with its in-built con-
servatism of style would almost immediately develop a local accent. No Pahari



prince wished to be painted in exactly the saume way as a rival. No Pahari patron,
whether male or female, commissioning an important illustrated text, wished it to
appear a mere replica. There was an inherent pride in local tradition, loca] sentiment
and local attitudes which made a change of place no trivial matter. Guler painters,
migrating to Garhwal, Chamba or Jammu, did not provide their new masters with a
wholly Guler form of painting. The very fact of migration and their introduction to a
new court and countryside caused them to modify, in some degree, their styles. In a
similar way, Basohli painters, arriving in Kulu, quickly responded to their new and
strange environment and while availing of their current idioms, unconsciously gave
them a fresh and local twist. Fashions might spread across the Hills — the nouvelle
vague represented by the lyrical sensitivity and naturalism of the seventeen-fifties
might render obsolete or obsolescent the magnificent ferocities of a previous manner.
Taste might alter, yet beyond taste and fashion remained the ruler, his family and
courtiers, proud of their individuality, character and traditions. The painter, however
trained in alien manners, could challenge these sentiments at his peril. Most painters
knew their place. They did what they were asked to do and valued their position too
much to argue with or defy their powerful superiors. It is no surprise that when, very
occasionally, the curtain lifts and we see a painter at work, the person revealed is
only very rarely a friend and confidant of his patron. More normally he is a humble
palace servant toiling like an interior decorator and, in the process, producing as if by
accident, works of consummate elegance and charm.

vil

For two centuries paintings were an intimate part of Rajput culture. By 1850,
however, much of the traditional order had crumbled. Until the early nineteenth cen-
tury the majority of feudal states in the Punjab Hills had enjoyed a measure of inter-
nal independence. Subjected to one or other paramount power — Mughals, the Afg-
hans, the Sikhs, and from 1805 to 1809 exposed to an invasion by the Gurkhas of
Nepal — they had in great part preserved their identity and had continued to run
their courts on vigorous, feudal lines. Sinister changes, however, now occurred.
Under Ranjit Singh the Sikhs became ever more powerful and in 1809 Sansar Chand
of Kangra was forced to accept Sikh sovereignty in return for the expulsion of his
Gurkha enemies. A Sikh Governor was installed in the Kangra Fort and from then
onwards one Rajput state after another in the Kangra region was annexed. The first
to succumb was Kotla (1811), the next were Guler and Siba (1813), the next Jaswan,
Nurpur and Lakhanpur (1815), after that came Datarpur (1818), then Kutlehr (1826),
then Kangra itself (1828), and finally Kulu (1841).

At the same time states at the other end of the Hills in the vicinity of Jammu came
under Sikh domination. In 1820, Gulab Singh, a member of the junior branch of the
Jammu royal family, was inducted as Sikh Governor and from then on until his
recognition as an independent Maharaja by the British in 1846, almost every state
was brought under Sikh control. The first to yield were Bhadu, Bhau and Kashtwar
(1820), the next were Samba and Bandralta (1822), after that came Bhoti, Basohli,
Jasrota and Mankot (1834) and finally most of Chanehni (1835). By 1846, at the end
of the first Anglo-Sikh war, the seventeen states which had earlier comprised the
first most westerly group had all lost their separate identities, their territories had
been merged in Jammu or Kashmir and of their previous courtly regimes, nothing
remained. In the process their rulers were given small estates far removed from their
previous ‘kingdoms’ and only in one case, Chanehni, was a ruler permitted to stay as
a landlord in his former state.

Similar severe changes took place in the rest of the Hills. Following the final
defeat of the Sikhs in 1849, the British annexed the Punjab Plains and with them the
former Sikh state of Kangra and the states already attached to it. The group was con-
verted into the British district of Kangra, the former rulers or their descendants
became landed gentry, their courts were abolished and a great area extending deep
into the mountains was brought under British rule. Earlier operations had affected
Garhwal. Besides threatening Kahlur and Kangra, the Gurkhas of Nepal had
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menaced British security, and in 1816 a British expedition had ousted the Gurkhas
from Garwhal, reinstated Raja Sudarshan Shah but reduced his kingdom to a north-
erly portion known as Tehri. The remainder shared the fate of Kangra and was made
into a British district. By 1850, in addition to Jammu, only nine of the former thirty-
five feudal states retained a semblance of independence. They were Chamba,
Bashahr, Mandi, Suket, Kahlur, Baghal, Hindur, Sirmur and Tehri. Garhwal. Even
here, however, their rulers were no longer wholly free and by 1870 British Residents
or Superintendents had been installed to advise them on local government and to
control their affairs. The feudal order was seemingly preserved, the rajas received
royal respect but in most cases their resources were reduced. Above all the British
were now the controllers of taste. British and western products became more and
more part of the Indian scene. Western education began to undermine traditional val-
ues. Except in rare cases, descendants of former rulers began to regard miniatures as
curios, as sentimental mementos of an old-fashioned way of life of which they were
now half-ashamed. Active enjoyment of pictures weakened and the cloth bundles in
which the family paintings had been kept were hardly ever brought out. By then
artist families had dispersed or had taken to other occupations, patronage had
dwindled, and of the old styles there was little trace.

viii

Against this background of a culture in eclipse, Rajput paintings from the Punjab
Hills began to be marketed by Indian dealers in the early years of the twentieth cen-
tury and to gain sudden popularity. With improved transport and settled administra-
tion, more and more tourists were visiting India and, along with government servants
and their families, were spending the hot weathers in Himalayan hill-stations such as
Simla, Mussoorie and Dalhousie, as well as at Srinagar in the Kashmir Valley. Deal-
ers in Delhi, Lahore and Amritsar ran flourishing ‘curio’ shops which sold the visi-
tors small objects such as jewellery, ivories, bronzes and pictures. By the twentieth
century, Mughal paintings were becoming scarce and sources of supply had almost
ceased. It was only natural that the dealers in Delhi and the Punjab should look
towards the Hills for fresh commodities. Although the dealers knew little of ‘Pahari’
painting, there were strong rumours that painting had existed there. Writing in 1887,
Lockwood Kipling, then Principal of the Mayo School of Art at Lahore, declared in
the Journal of Indian Art and Industry that ‘among native limners, Kangra ki galm
(the Kangra pencil) is a phrase constantly heard and meant to distinguish the style or
touch of a school of illumination and mythological painting that is supposed to have
flourished there’.

At the same time, officials began to encourage collecting. During the nineties, the
Northern Circle of the Archaeological Survey had been resuscitated and the Central
Museum, Lahore, had been opened in 1894, with the Principal of the Mayo School of
Art as its curator. The museum was anxious to acquire a collection of ‘antiquities’
such as sculpture, coins, copper-plates and paintings. J. P. Vogel, the Superintendent
of the Northern Circle, had a deep interest in ancient and medieval history and he
found a sympathetic ally in Percy Brown, the museum’s curator. The Punjab
Government, with its publications, was aiding historical research and it was for his-
torical, rather than artistic reasons, that the dealers were encouraged to submit port-
raits of local rulers. As a further step, Vogel persuaded Raja Bhuri Singh of Chamba
to establish a local museum to display his own ancestral collection.

In the process of obtaining portraits from local collections, the dealers acquired
Hill paintings of other subjects. With their loss of nerve, sagging morale and general
impoverishment, descendants of the old Hill rulers were often ready to sell part of
their family collections. And even when they were unco-operative, servants were at
times willing to be bribed to extract pictures from their masters’ collections. For
these paintings the dealers soon found a market, not only among visitors to the Pun-
jab, but further afield with collectors of Mughal art such as P. C. Manuk in Patna.
With his eye for style, Manuk quickly assessed the quality of this new type of paint-
ing and through the Amritsar dealer, Radha Krishna Bharany, became one of the



first connoisseurs to collect ‘Pahari’ pictures. He was soon joined by other collectors

in Bengal such as Gogonendranath and Abanindranath Tagore d lat i
Ghose and O. C. Gangoly. gore, and later by Ajit

Most of these early collectors were content to buy paintings without enquiring deep-
ly into their history or subject-matter. And the dealers, for obvious reasons, were
none too ready to reveal the people or places from which they were extracting pic-
tures. As aresult, much early information about provenance was lost for ever. It was

on to this frail_and rickety stage that the pioneer investigator, A. K. Coomaraswamy,
was to make his entrance in 1910.

X

Ananda Kentish Coomaraswamy, the son of an Indian father and an Irish mother,
was born in Ceylon in 1877 but at the age of two was taken to England where he
received his education. In 1906 he obtained a D.Sc. in geology from London Univer-
sity having worked in Ceylon for three years from 1903 as Director of the Mineralog-
ical Survey. His interests, however, lay in art and philosophy rather than in science
and it was after his return to England that he mixed with artists such as William
Rothenstein and Eric Gill and in 1910 published two books — Medieval Sinhalese
Art and Indian Drawings (chiefly Mughal). He had in fact become an Indian savant
proud of Indian culture and devoted to its propagation. Apart, however, from a brief
stay in Calcutta in 1906 when he had met the Tagores, he had never been to India. In
June 1910 he returned in order to organise an exhibition of arts and crafts at Allaha-
bad, and during this much longer visit he discovered Rajput paintings, especially
those from the Hills. His enthusiasm for their subject-matter and styles was imme-
diate and he at once began to collect as many examples as he could. His sources
were the dealers of Lahore and Amritsar who, believing that the works were far
‘inferior’ to Mughal pictures, charged prices that by later standards were ludicrously
low. Before Coomaraswamy had gone to India, P. C. Manuk had been offered by
Radha Krishna Bharany the Garhwal Kaliya Damana, now in the Metropolitan
Museum, New York, but despite its price of only five rupees, he had rejected it since
it had reached him folded into four! The picture was still with Bharany when Cooma-
raswamy arrived in 1910 and it was among the first Pahari miniatures which he
bought.

Early the next year Coomaraswamy was joined in India by William Rothenstein
with whom he shared his purchases. He had written to Rothenstein in September
1910, communicating something of his enthusiasm: ‘It has been a hot time but very
interesting travelling about the last three months. I have collected many good pic-
tures and stayed with many dear and beautiful Indians. . .. I wonder if you will go so
far as Lahore. I expect not. You too ought to be here for years. 1 have never felt the
land so much before. 1 feel the intense thinness of English life in contrast. There is
such a deep emotional and philosophical religious background to this.’

Three weeks later he wrote: ‘“The whole country is full of beauty and romance. |
find the indigenous element in this art even larger than 1 surmised, and the Persian
element very much smaller. . . . I have got hold of a magnificent lot of old Rajput
cartoons and tracings of miniatures — I can’t tell you how beautiful some of them
are. Most are 18th century, and the best must have been earlier than that, even so,
one can only think of Botticelli as giving an idea of one or two. . .. I have been
spending more than all my possessions on pictures.’

Finally, in January 1911, he wrote from Allahabad: ‘Dear Rothenstein, As per
your wire, expect you here 24th at midday. . . . I am very sorry when | wrote the two
big books 1 did not quite realise the relative importance of the Rajput school. Now |
see it is really the great thing and the other in spite of its wonderful and beautiful
qualities, lesser. I did not want to say this then either because it might seem (and
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unfortunately even now may seem) Hindu prejudice. However I am quite sure of it
and the conviction has grown quite slowly and surely in me.’?

The result was a determination to present Rajput painting to the West as one of
the most significant forms of Indian art. He had already acquired materials far in
excess of those needed for the Allahabad exhibition; he had met and talked to deal-
ers; he had visited the towns of Kangra and Mandi. He had also learnt much from
Mukandi Lal, a barrister of Garhwal, through whom he met Balak Ram Sah, a des-
cendant of the Garhwal artist, Mola Ram. Balak Ram Sah owned a large collection
of pictures, associated with Garhwal by family tradition and provenance, and these
were to provide Coomaraswamy with one of his chief bearings. Returning to England
late in 1911, he put together a series of books and articles in which he championed
his new cause. An article on Rajput painting in The Burlington Magazine (1911) was
followed by a second volume, Indian Drawings (1912), mainly devoted to pictures
from the Hills, and finally by Rajput Painting (1916), in which he laid the greatest
stress on Pahari work. In these writings, felicities of expression, combined with pas-
sionate appreciation of aesthetic and emotional qualities, resulted in a wholly new
awareness in the West of Indian paintings from the Punjab Hills.

X

Such a book, scholarly in its intentions, cool and limpid in its English and lavishly

illustrated, was to prove the starting-point for all studies of Pahari painting. To

appreciate its significance, however, we must understand its scope. It was intended

more as a vindication of a type of art than as a history of schools and styles — a
point which Coomaraswamy himself was at pains to emphasise:

‘No separate work on Rajput painting has yet been published, and no contributions
to its study have been made by other investigators; this is, therefore, a pioneer work,
and as such may fairly claim the indulgence of later students, who will discover many
errors of cominission and omission.

‘The justification of the historian of art is to be found in his ability to bring the
reader into contact with his theme, and 1 have attempted no more than this. The
student of European and Antique art is accustomed to an elaborate apparatus of
names and dates, while he takes the subject-matter for granted. Here, for many
reasons, | have followed an opposite course. It would not be possible with the infor-
mation at present available to write a detailed history after the catalogue manner, and
in any case the connection of the art with the sources of its inspiration is far more
important. On the other hand, the subject-matter of Rajput painting is unfamiliar to
most Furopean, and to many English-speaking Indian students of the present-day;
and while it is true that aesthetic beauty does not depend directly on the subject of a
work — and expert critics may be content to look for aesthetic qualities alone,
without asking what these works are about — nevertheless such beauty as they have
has only arisen from the necessity which has been felt to express their subject-
matter.’®

And in a passage of great eloquence, inspired mainly by Kangra pictures, he
declared: ‘Many will be drawn to Rajput art as much by sympathetic and ethical, as
by aesthetic considerations. Such paintings must always intimately appeal to those
who are already attracted by Indian life and thought, and above all to those who
realise that they form the last visual records of an order that is rapidly passing away
never to return. In any case their ethos is unique: what Chinese art achieved for
landscape is here accomplished for human love. Here if never and nowhere else in
the world, the Western Gates are opened wide. The arms of lovers are about each
other’s necks, eye meets eye, the whispering sakhis speak of nothing else but the
course of Krishna's courtship, the very animals are spell-bound by the sound of
Krishna's flute and the elements stand still to hear the ragas and raginis. This art is

5. K. R. Towndrow, ‘Sir William Rothenstein and his Indian correspondence’, Art and Letters
(1951), XXV, no. 1, 17-18.
6. A. K. Coomaraswamy, Rajput Painting (Oxford, 1916), 6-7.



only concerned with the realities of life; above all, with passionate love-service, con-
ceived as the means and symbol of all Union. If Rajput art at first sight appears to
lack the material charm of Persian pastorals, or the historic significance of Mughal
portraiture, it more than compensates in tenderness and depth of feeling, in gravity
and reverence. Rajput art creates a magic world where all men are heroic, all women
are beautiful, passionate and shy, beasts both wild and tame are the friends of man
and trees and flowers are conscious of the footsteps of the Bridegroom as he passes
by. This magic world is not unreal or fanciful but a world of imagination and eternity,
visible to all who do not refuse to see with the transfiguring eyes of love.'?

Passages such as these splendidly evoked the spirit of certain types of Pahari pic-
ture and it was only when Coomaraswamy attempted to connect the many different
styles of painting with specific areas that his handicaps became apparent. In 1910 and
1911, the years when he was actively collecting his materials in India and even in
1912 to 1915 when he was writing his book in England, the actual history of the
thirty-five feudal states which comprised the Punjab Hills was virtually unknown.
Apart from the seven states which had preserved their separate identities, he was
faced with two broad divisions — northern and southern — represented by the ‘dis-
tricts’ of Jammu and Kangra. Within these ‘districts’, states had existed but there was
no list of their names, no list of their rulers, no account of reigns and no idea of their
history. In about 1910, J. P. Vogel, Superintendent of the Northern Circle, Archaeo-
logical Survey, began a long collaboration with J. Hutchison, a Scottish missionary in
Chamba, but it was not until 1915 that the first of their detailed historical accounts
appeared, and not until 1933 that a complete series of papers, published over the
years in the Journal of the Panjab Historical Society, was collected in book form. In
1917, a year after Rajput Painting appeared, they had published a history of Basohli
state, but in 1926, when Coomaraswamy incorporated some of their historical recon-
structions in his Boston Catalogue, the project was far from finished. Many states
had still to be studied, and the evidence of copper-plate inscriptions, family histories,
genealogies (vansavalis) and vernacular histories had yet to be digested and
presented in logical form. It is little wonder that faced with so complete a blank Coo-
maraswamy opted for what was later to prove too simple an arrangement.

Assured by the Amritsar and Lahore dealers that Hill paintings of lyrical delicacy
came from ‘Kangra', and by Mukandi Lal and Balak Ram Sah that paintings of a
similar grace were also connected with Garhwal, he associated this branch of Pahari
painting with the southernmost of his two ‘districts’. He thought it improbable that
any local collections still existed and, barring a single exception, that any artists still
practised. Realising in fact that apart from dealers’ reports he had virtually no
evidence to go on, he was forced to make only the broadest of attributions, and
express by means of hints, suggestions and intuitions what he believed to be the his-
torical position:

‘It is by examples of the Kangra school that the Pahari schools of painting_ were
first made known [i.e. in The Burlington Magazine article of 1912]. It is certain that
Kot Kangra [i.e. the Kangra fort] has been a great centre of production but the term
Kangra must be understood in this work in a wide sense as covering the work of a
whole district; and though the Kot Kangra type is fairly well defined, as in the Nala
Damayanti series [examples of which had been published in Indian Drawings, vol-
ume 2] still I do not know how to place the many dialects of this style, nor how to
distinguish the work of other Pahari states, such as Mandi, Suke't, Rampur (Bashahr),
and Patiala, extending eastwards to Garhwal. Practically nothing is now produced,
and of Kot Kangra art nothing remains in situ. I have seen the ruins of houses form-
erly occupied by painters, but it is generally agreed that their last traces were wiped
out by the earthquake of 1907 {1905]; and probably all the pictures formerly extant in
this fairly accessible district have now been removed .and sold. I am lnfgrmed,
however, by Babu Samarendranath Gupta, that painters still practise at Guler.

7. Ibid., 7.
8. Ibid., 21l
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The same lack of evidence bedevilled his attempts to connect paintings with the
second and northernmost of the two ‘districts’, Jammu. Observing that pictures in a
style the very opposite of ‘Kangra-Garhwal’ often had inscriptions in takri and
believing, though erroneously, that this script was confined to the Jammu part of the
Hills, he attributed these different types of picture to the Jammu ‘district’. He
stressed that they often possessed a ‘savage’ vitality and that many were weird,
bizarre and strangely ‘wild’. They were, therefore, almost certainly from a different
part of the Hills than were those which were called ‘Kangra’. Some of them, he
noted, were even called ‘Tibeti’ by the Amritsar dealers — a term which further con-
fused the issue since no one seemed able to explain it. As to where they had actually
come from, Coomaraswamy had no real idea; and since his acquaintanceship with
the dealers was brief, none of them felt justified in telling him. Great as his book
must seem in retrospect, therefore, it was on account of its rhetorical brilliance, per-
suasive charm and sensitivity to Indian attitudes that it came to be valued. As a per-
manent contribution to the accurate identification of styles and their firm attribution
to states, it was at best a tentative first step.

Xi

In the fifty-five years which have elapsed since Rajput Painting appeared, much
has happened. Coomaraswamy’s belief that few local collections still existed in the
Hills has been disproved by the enquiries of Ajit Ghose, J. C. French and Jagdish
Mittal, and above all by those of M. S. Randhawa. Not only have two ancestral col-
lections been discovered in Kangra, two in Nurpur and one each from Guler, Kotla,
Basohli, Mankot and Jammu, but a further eight have come to light in the south-
ernmost part of the region. Two are from Kulu, two from Kahlur and one each from
Mandi, Baghal, Hindur and Tehri Garhwal. Eighteen groups of pictures, in fact, can
now be connected with particular states on grounds of provenance and, although not
every painting is necessarily a local product, the presence among them of many pic-
tures in distinctive styles has provided new and stronger grounds for attribution.

Side by side with these discoveries has gone a spate of public and private collect-
ing. In certain instances, pictures have been acquired directly from their original
owners. In others, they have reached the outside world through dealers. Public insti-
tutions in India and Pakistan — the National Museum, New Delhi, the Central
Museum, Lahore, Bharat Kala Bhavan, Banaras, the Chandigarh Museum, the
Dogra Art Gallery, Jammu, and the Prince of Wales Museum, Bombay — have
made important acquisitions; and museums outside India have also obtained signifi-
cant examples. In 1917 the Museum of Fine Arts, Boston, acquired in great part
Coomaraswamy'’s private collection. In 1948, the British Museum, the Victoria and
Albert Museum and the Fitzwilliam Museum, Cambridge, shared the Pahari pictures
owned by P. C. Manuk and his companion, Miss G. M. Coles; and in 1955 the Brit-
ish Museum and the Victoria and Albert Museum jointly purchased the private col-
lection of J. C. French. Between 1949 and 1959, the latter museum acquired the pri-
vate collections of Sir William Rothenstein and Colonel T. G. Gayer-Anderson and
also made a number of independent purchases. From possessing only thirty-three
Pahari pictures in 1948, the Victoria and Albert Museum owned in 1960 three hun-
dred and twenty-nine Pahari miniatures. Other museums, chiefly in America, were
also active, notably the Cleveland Museum of Art, the Metropolitan Museum, New
York, the Freer Gallery of Art, Washington, the Fogg Art Museum, Cambridge,
Mass., and the Los Angeles County Museum of Art. At the same time many private
individuals were forming collections.

The results of these activities have been two-fold. Since 1916, so carefully has
every state been explored that hardly a single ancestral collection now remains. A
few pictures may still be in private hands but the process, begun with the collapse of
the old Rajput order and with the incursion of dealers, is virtually complete. It is out-
side the Punjab Hills, not inside, that Pahari pictures chiefly exist. The second result
has followed from the first. Due to greater accessibility, and wider appreciation of
their qualities as art, Pahari pictures have been increasingly studied. Subjects and



styles have been analysed in exhibitions, articles and monographs, and in his
monumental survey, Pahari Miniature Painting, Karl Khandalavala was able in 1958
to propose a number of new groupings.® What would have been impossible if the pic-
tures had lain hidden with their original owners was actually assisted by their disper-
sal. The magnitude of the Pahari achievement in painting was demonstrated and the
variety of different schools requiring identification became clear.

Alongside these developments, other advances were made. In 1933 Hutchison and
Vogel’s great history of the Punjab Hill States supplied many facts concerning the
reigns and dates of rulers in the thirty-five states. To these were added accounts of
inter-state wars, political alliances, and religious and cultural developments. Refer-
ences to poetry and painting did not bulk large and for the seventeenth and eigh-
teenth centuries, data was often inadequate. Realising that other sources must be
used, Khandalavala availed of Man Mohan’s History of the Mandi State, Randhawa
closely examined Kahan Singh Balauria’s Urdu history and B. N. Goswamy con-
sulted the Urdu works of Sarabdayal, Hardayal Singh, and Muhi-ud Din (Bute
Shah). Manuscript histories, such as the Diliparanjani of 1703 (an account in verse of
the Guler raja, Dalip Singh) and a note on Guler reigns and rulers by Raja Baldev
Singh of Guler were also discovered. The result was to reveal in many cases the
interests and personalities of rulers at whose courts painting had flourished. At a late
stage a significant event was the realisation that the manuscript account by William
Moorcroft of painting at the court of Sansar Chand of Kangra differed materially
from the version published by his editor, H. H. Wilson. Through research of this
type, much historical evidence necessary for reconstructing schools of painting was
brought to light.

At the same time the need for accurately reading the takri notes with which many
pictures were inscribed became apparent. These were especially relevant in the case
of portraits. Although the circumstances in which these inscriptions were written
varied greatly — some being contemporary, others the work of dealers — a number
proved reliable means for identifying their subjects. Not every portrait was contem-
porary but for reconstructing local schools they were important on two grounds.
They offered in many cases a crucial terminus ante quem since by its very nature no
portrait of a ruler can be painted before he is born; but, more important, they pro-
vided at times significant clues to local styles. This was notably true of portraits
depicting the ruler in a familiar, intimate and personal manner, in a particular setting,
on a local or special occasion or while worshipping his favourite deities. In such
cases the ladies, courtiers, dependents and other persons present would often be
depicted in the current style local to the state and the intimacy of presentation raised
a strong presumption that the portrait had been painted in that state. For connecting
pictures of this kind with particular states knowledge of the takri script was desir-
able; but for almost forty years following Coomaraswamy's attempts scholars were
handicapped by its general illegibility and by the fact that although widely current in
the Punjab Hills in the nineteenth century, it had later gone out of use. The consider-
able success of Robert Skelton, B. N. Goswamy and V. C. Ohri in deciphering it has
led to many early misconceptions being rectified and has thus enabled a vital form of
evidence to be properly assessed.

Equally important has been the progress made in interpreting the meaning of
inscriptions and in realising the implications of certain words and phrases. No ruler,
for example, would be described within his own state and during his own life-time as
‘of that state’. The form used would be ‘Raja Bahadur Singh’, not ‘Raja Bahadur
Singh of Bhoti’, ‘Raja Balwant Singh’, not ‘Raja Balwant Singh of Jammu’, and so
on. Similarly, if a picture was executed in a ruler’s own state, it would be most
unlikely for an inscription to mention the state itself since to all concerned — the
writer, the patron and the artist — such information would be obvious. Only if a pic-
ture had strayed from its original place of execution, had entered a different collec-
tion or was being annotated at some later stage would names of clans and places be

9. See Acknowledgements.
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included. Even in the case of suffixes such as ‘Chambial’, ‘Guleria’, ‘Pathania’, *Kat-
och’, it was soon realised that no strict rules could be applied and that far from being
restricted to the ruler, his family or his clan, the terms could be used of any persons
coming from or belonging to the area. The term, sri diwan, was also highly ambigu-
ous since it could mean firstly a raja who ruled his state as diwan or minister for the
state-god, secondly a raja who had been granted the title of diwan by a Mughal emp-
eror, and thirdly, a member of either the local royal house or of another state who
happened to be a minister. For determining which particular usage was implied, only
a knowledge of local history and conditions would do, since otherwise wrong conclu-
sions might be reached. The recognition that crucial terms could often be ambiguous,
that inscriptions were sometimes inaccurate or mistaken, and that an element of care-
lessness must also be allowed for were only some of the advances made by scholars
in the period.

Besides inscriptions which identify the subject, six formal colophons to illustrated
series and approximately twenty inscriptions on individual pictures naming an artist
and in some cases giving a date were also found. These varied in importance. In
certain instances they were of crucial significance since they corroborated conclu-
sions based on provenance and also established when and where a style of painting
had flourished. Not every colophon or inscription, however, was easy to decipher
and, as a result, evidence which might otherwise have been conclusive served at
times to create fresh problems. The very rarity of inscriptions and the general uncer-
tainty concerning the motives for recording them were further complicating factors.
Unhappily also, despite much patient work, notably by Goswamy, on artists’
genealogies (including the conscientious collection of entries in priests’ registers at
pilgrimage centres) it has proved impossible to connect more than a very few of
these artists with actual pictures. Artists whose names appeared in colophons or in
inscriptions on pictures were often untraceable. Pictures of great significance were
usually uninscribed. While, therefore, the presence in a state of a particular artist
may at times have been influential, the collective style of the state as expressed in a
local school of painting has of necessity remained the prime basis for classification.

In addition to scholarly researches so far discussed, exploration of the Hills and
visits to the actual sites of local courts have been of major importance. Apart from
Moorcroft and Ujfalvy, no previous travellers had referred to miniatures. Coomaras-
wamy himself had made only the briefest of visits and his knowledge bore little rela-
tion to local conditions. Since then scholars such as French, Goetz, Mittal, Gos-
wamy and above all Randhawa, have been to the area with revolutionary conse-
quences. Not only have local collections been examined in detail, but oral traditions
concerning patrons and artists have been recorded. In certain states, buildings with
wall paintings have been studied and although in most cases the murals are too late to
be of use in identifying earlier styles, those in Siba, Nurpur, Kulu and Chamba have
proved of genuine relevance. Ruins of local shrines and temples have also disclosed
the form of worship especially prevalent and the extent to which rajas favoured the
cult of Krishna. Above all, the influence of local scenery on painting has come to be
realised. In the Punjab Hills, especially in the early period, painting was normally too
symbolic and unrealistic to incorporate local features. In its middle and later phases,
details of local scenery, architecture, dress and even peculiarities of human physique
were at times included. The more naturalistic the style, the more immediately recog-
nisable are these local ingredients, but even in pictures of the middle period the
choice of details, the treatment of a landscape-setting in a special way or the unusual
distortion of the human face or figure can provide telling evidence of the area in
which the picture was painted. At Kulu, the swirling mists, the pine-trees and goitre-
swollen necks for which the people were well known, can be paralleled in paintings.
At Guler, the prolific plantains, rocky hillsides with curved rims, the Ban Ganga
river with its distinctive horse-shoe bend, and the fashion of wearing skirts with
parti-coloured bands are outstanding features. At Srinagar in Garhwal, the twin hills
Nar and Narain jutting into the Alaknanda river, and at Datarpur two castles facing
each other on adjoining hilltops are clues to local painting. Finally, the gently sloping



woods and meadows on the Sujanpur side of the Beas River, the little hills with isol-
ated trees at Alampur, and the boulder-strewn banks of the Beas at Nadaun, all in

sharp contrast to the neighbouring Guler, provide significant evidence for Kangra
painting.

Such developments have given a new dimension to studies of Indian painting in the
Punjab Hills and as a result the problem of identifying local schools, although still
arduous, is no longer as intractable as it appeared in 1916. With advances in research
has come the realisation that many different kinds of evidence are relevant, that no
single type is conclusive and that all types must be taken into account. Provenance
must remain a first consideration but since not every picture was painted in the place
where it was found, corroboration is necessary. Inscriptions while providing clues
are not infallible since their writers can no longer be interrogated. Portraiture is not
necessarily the best yard-stick since the subject might have been depicted outside his
own area. To objections of this kind there is no end. If, however, the pictures con-
cerned are in a distinctive style, not readily connected with any other state, if as port-
raits they involve special knowledge of local personages, if their inscriptions do not
conflict with other facts, if their settings have local features, if their subject-matter
tallies with developments in local religion, events in local history or with known
interests of local rulers, if oral traditions connect them with a certain place, condi-
tions for demonstrating a local school of painting begin to be present. Instead of only
one kind of evidence, a whole medley of complex factors will then connect particular
pictures with particular states. To the frameworks thus established, further pictures
may then be added, either on grounds of style or on account of similarities of detail,
and in this way local schools of painting can be firmly reconstructed.

These are the convictions on which the present survey has been based and in the
following pages, the evidence is presented.
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PREFATORY NOTE

Throughout the text, names of States are used to indicate the former feudal areas
in which individual pictures are considered to have been executed. ‘Garhwal, ¢.1780°
accordingly means ‘executed in the former State of Garhwal in about the year 1780°.

Books and articles are referred to by the surname of the author and the year of
their publication, e.g. Coomaraswamy (1914); Khandalavala (1957). When an author
has published more than one book or article in the same year, the first is distin-
guished by the letter ‘a’ after the year, the second by the letter ‘b’, and so on; e.g.
Randhawa (1956a); Goswamy (1966b). Unless otherwise indicated, Goswamy refers
to B. N. Goswamy.

In Historical Notes the following abbreviations are employed:

HV Hutchison, J., and Vogel, J. P. History of the Panjab Hill States (Lahore,
1933).

KS Kahan Singh Balauria. Tawarikh-i-Rajputan-i-Mulk-i-Panjab (Jammu,
1912).

MM Man Mohan. The History of the Mandi State (Lahore, 1930).
KK Khandalavala, K. Pahari Miniature Painting (Bombay, 1958).

In Reviews of Literature, D. Barrett is cited as the author of Painting of India
(London, 1963), instead of D. Barrett and B. Gray, Mr. Barrett being the author of
the chapter on Pahari Painting.

Numbers in bold type refer either to pictures expressly catalogued in the text e.g. §
or no. 5, 7(iii) or no. 7(iii), series 8 or series no. 8; or to pictures included in catalogue
entries either for comparison, as examples from the same or a similar series, or on
account of similarities of style, e.g. 5(6) or no. 5(6), series 7(4) or series no. 7(4).

Except when otherwise specified, all pictures included in the Catalogue sections of
Volume 1 are illustrated in Volume II with identical numbers. All numbering is by
States.



PAINTING IN BAGHAL (ARK]I)

[. INTRODUCTION

GEOGRAPHY

A small state, 124 square miles in size, bounded on the
south by the Punjab Plains, on the west by Hindur (Nala-
garh), on the north-west by Kahlur (Bilaspur), on the north
by ‘the towering highlands of the small state of Mangal' and
on the east by the petty states of Dhami and Kunhiar
(Simla Hills).

SCENERY

Arki, the capital, is ‘a picturesque town twenty-one miles
from Simla. Its buildings are clustered below the fort, an
imposing structure on the southern slope of a precipitous
hill. The town includes a small stretch of level ground, of
which its inhabitants are proud, a number of temples and
tanks and a garden noted for its almond trees. The larger
part of the state is in the basin of one of the tributaries of
the Gambhar. This latter is an exceptionally fertile tract,
sloping from the wilder mountains on the north, which
guard the Sutlej south-wards into the rich valleys below
Sairi and Sabathu' (Gazetteer, 3).

French (1931), who visited Baghal in 1929, noted: ‘Arki
town is like Chamba. It is dominated by a fortress-palace
and below there is an open space in the centre of the town.
The walls defending the palace are in some places carved
out of the living rock and precipices continue them. The
vista up the narrow streets of Arkitown to the palace is old
Italian, and even finer is the view from the west, of for-
tress, palace and houses overhanging a mountain torrent in
sombre steepness . . . The ride from Arki to Bilaspur is
beautiful with the beauty of these hills, now rising to the
high pine-forests and now dipping steeply into the little val-
leys. The houses in the villages are still covered with the
old thatch. Over the mountain torrents are the little water-
mills with sloping roofs. Nothing more ancient or primitive
could be imagined. They seem part of a fairy-tale scene. At
the top of every rise the line of snowy mountains which
separate Kangra from Chamba comes into view. Just
before Bilaspur the hills widen out and leave a great amphi-
theatre of open space. | came to it in the late afternoon.
Under the setting sun the great valley was clothed in arich
blue haze, a scene of metlow loveliness’ (84-85, 89-99).

RELIGION

Among six temples listed, the Gazetteer notes two to
local forms of Shiva. The main temple in Arki itself is to
Lakshmi Narain (Vishnu) of which the image is supposed
to have been brought by the founder of the line, Aje De.

‘A peculiar custom is that there is no official observance of
the Holi, owing, it is said, to a Chief having once died dur-
ing this festival' (Gazetteer, 6, 7).

II. HISTORICAL NOTES

SOURCES

Anon. Punjab States Gazetteers, VIIA: Simla Hill States,
1910, Baghal State Gazetteer (Lahore, 1911).

French, J. C. Himalayan Art (Oxford, 1931), 85-87.

Randhawa, M. S. ‘Paintings from Arki’, Roopa Lekha
(1961), XXXI, no. 1, 5-24. Recording information sup-
plied by Raja Rajinder Singh of Arki.

REIGNS AND PORTRAITS

‘The ruling family traces its descent from Aje De (Ajai
Dev), a Panwar Rajput, who came from Ujain. His descen-
dants have kept their blood singularly pure and have had
considerable difficulty at times in finding wives of equally
untainted descent. They have married much with the
Bilaspur family’ (Gazetteer, 3). Clan-name, Baghalia. Suf-
fix, Chand. Prefix, Rana.

1640-1670 SABHA CHAND (i)

Made Arki capital, 1643. Built present palace.

Portrait: (1) Fig. 1 (Baghal). Rana Sabha Chand smoking
attended by seven ladies. Raja Rajinder Singh collection,
Arki. Baghal (Arki), c.1670.

1670-1727° PRITHI CHAND (ii)
Portrait: (1) Fig. 3 (Baghal). Rana Prithi Chand smoking.
Raja Rajinder Singh collection, Arki. Baghal (Arki), ¢.1700.

1727-1743  MEHR CHAND (iii}

Born 1702. Added to Arki palace. Randhawa (1961) notes:
‘There are a number of portraits of Rana Mehr Chand
(1727-1743). . . . The characteristic feature of these port-
raits is the aquiline nose which is a genetic feature in the
Arki family. Even the present Raja of Arki has a similar
type of nose’ (9).

Portraits: (1) Fig. 12 (Baghal). Rana Mehr Chand smoking.
Raja Rajinder Singh collection, Baghal (Arki), ¢.1730.

(2) Randhawa (1961), fig. 10. Rana Mehr Chand on horse-
back attended by a servant with fan. Uninscribed but cap-
tioned on the basis of family tradition. Raja Rajinder Singh
collection, Arki. Baghall (Arki), ¢.1730.

(3) Fig. 8 (Baghal). Rana Mehr Chand seated with Raja
Ajmer Chand (1712-1741) of Bilaspur and his family. Raja
Anand Chand collection, Bilaspur. Baghal (Arki), ¢.1720.
(4) Fig. 9 (Baghal). Rana Mehr Chand conversing with
Raja Jai Singh (1731-1742) of Kulu. Binney collection,
Brookline, Mass. Baghal (Arki). ¢.1720.

1743-1778 BHUP CHAND (iv)

Wars: ‘Is remembered for the battles which he fought with
the neighbouring states of Bilaspur and Nalagarh® (Ran-
dhawa (1961), 10; unrecorded HV, Gazetteers Bilaspur,
Nalagarh).

Portrait: (1) Fig. 14 (Baghal). Rana Bhup Chand smoking.
Raja Rajinder Singh collection, Arki. Baghal (Arki), ¢.1750.

1778-1828 JAGAT SINGH (v)

Wars: Gurkha occupation of Baghal state, 1805-1815. Jagat
Singh in exile at Nalagarh for seven years. Restored by
British, 1815. On the nature of the Gurkha occupation,
French (1931) observes: ‘Arki is full of interest. It was the
head-quarters of the Gurkhas when they invaded the Wes-
tern Himalayas from Nepal and fought with Sansar Chand
and Ranjit Singh. After Ranjit Singh had driven them from
the Kangra Valley they still remained in Arki. The memory
of the Gurkhas is vivid in these hills, especially their
behaviour in the villages." French then lists a number of
traditions illustrating their oppression. He concludes: “The
Gurkhas' reputation for revenge was such that it was said
that if a Gurkha on the road cut his foot on a stone, he
would not go until he had smashed it to powder. Under the
Gurkhas, the Western Himalayas, from Nepal to the Sutlej,
became a desert. When they left, it is said that only one
man in ten thousand could read and write. The memory of
the Gurkhas is summed up in the proverb, ‘Jo gurkhayan se
bache, so bache,’ ‘Living are they who lived when the
Gurkhas left.’” A war with the British drove the Gurkhas
back to Nepal and freed Arki. This account of the Gurkhas
is not irrelevant, for it explains why Kangra art is rep-
resented in the Himalayas west of the Sutlej mainly by later
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examples. It is not surprising that the great art of earlier
days perished in these fearful convulsions’ (86-88).

1828-1840 SHIVA SARAN SINGH (vi)

Kangra: Sheltered Raja Anirudh Chand (1823-1829) of
Kangra on his flight from Kangra, 1828. Gave asylum to
Mians Ranbir and Pramod Chand (sons of Anirudh Chand).
Character: A deeply religious man who built a number of
temples and gave a large number of grants to Brahmins.
Built the Diwankhana, Arki.

1840-1876 KISHAN SINGH (vii)

Had the Diwankhana decorated with murals c¢.1850.
Extended the Arki palace and built temples. Reconstructed
Arki bazaar.

1876-1877 MOTI SINGH (viii)

1877-1904 DHIAN SINGH (ix)

Son of Mian Jai Singh. Succeeded after a family dispute.
One of five brothers. Local revolts, 1897. British interven-
tion, 1902.

1904- 7 BIKRAM SINGH (x)

Son of Dhian Singh. Born 1893. Regency of Mian Man
Singh, brother of Dhian Singh and for some time his wazir.
Local rebellion, 1905.

? RAJINDER SINGH (xi)

Son of Bikram Singh.

Owner of the Baghal family collection of pictures, shown to
M. S. Randhawa at Arki in June, 1958. The collection then
included a number of portraits of Baghal rajas in distinctive
style (see mos. 1, 3, 12 and 14) some incarnations of Vishnu,
a series of Nayaka Nayika subjects (see nos. 4, §, 13, 17)
and a number of Krishna themes (see nos. 19, 22).
Discussed Randhawa (1961, 1962).

IMPLICATIONS FOR PAINTING

Due to scantiness of materials, few inferences for
painting can be drawn from Baghal history. The
Gazetteer’'s remark, however, that the Baghal house
attached great importance to purity of blood and that it
married chiefly in Bilaspur could explain a style of painting
influenced by and perhaps largely deriving from Kahlur
(Bilaspur).

The severity of the Gurkha occupation (1805-1815) would
account for a general disruption in painting at the beginning
of the nineteenth century and might explain the smallness
of the ancestral collection of pictures.

III. PAINTING: REVIEW OF

LITERATURE

1931

French, J. C. Himalayan Art (Oxford, 1931).

Describes murals (c.1850) at Arki: ‘Seen from a distance
the buildings of Arki are magnificent, but on closer view
the vision fades. Old and new are mingled together and the
result tends to be drab and commonplace. The best piece of
architecture is the Haveli, built fifty years ago. It is in the
style of Rajputana architecture, perfectly proportioned and
with a certain lightness and grace. Other parts of the
palace, said to be over two hundred years old, are nothing
like so effective. The Diwankhana, built and decorated
seventy-five years ago (i.e. ¢.1850) has frescoes on the
walls and pillars. Those on the walls are in coarse and
decadent Kangra Valley style. There is some curious work
on the pillars, exact copies of some European pictures of
the eighteenth century, including a sea-port scene with full-
rigged ships. It is curious to see the two styles of art,

European and Kangra, side by side and the work of the
same artists and neither showing the slightest sign of being
influenced by the other’.

Describes a meeting with Mian Basant Singh, amateur
painter and cousin of the Raja of Arki. Did not see any col-
lection of Arki paintings or record any Baghal (Arki) style.
Attributes the absence of pictures to havoc caused by the
Gurkha occupation of the state (1805-1815).

1946
Khandalavala, K. ‘Some paintings from the collection of
the late Burjor N. Treasurywala’, Marg (1946), I, no. 1,
46-57.
Page 52. ‘Shiva seducing the wives of the Brahmins'.
Here assigned to Baghal (Arki). See no. 7.

1950

Mehta, N. C. 'Notes on some Rajasthani and Pahari
Paintings’, Roopa Lekha (1950), XXI, no. 2, 10.

Alludes to the mid-nineteenth century murals at Arki
(French, 1931) and ascribes their execution to painters from
Jaipur. The first reference to work by Jaipur artists in the
Punjab Hills, See no. 21.

1956
Banerji, A. 'Romanticism in Indian Painting’, Roopa
Lekha (1956), XX VII, no. 1, 36-43.
Fig. 2. 'Vipralabdha nayika’. See no. 17(1).

1958
Khandalavala, K. Pahari Miniature Painting (Bombay,
1958).
No. 27. ‘Lady tending a shrine’. See no. 2(1).
Col. pl. XII. ‘Shiva seducing the wives of the Brahmins’.
See no. 7.
Col. pl. XV. "The taking of toll’. See no. 15.

1960
Lee, S. E. Rajput Painting (New York, 1960).
Pl. 69. ‘Rama, Sita and Lakshmana’. See ne. 7(1).

1961

Randhawa, M. S. 'Paintings from Arki', Roopa Lekha
(1961), XXXII, no. 1, 5-24, figs. 1-50.

The first identification of Baghal (Arki) painting based on
portraits and other pictures in distinctive styles in the fam-
ily collection of Raja Rajinder Singh of Arki. See nes. 1,
3.5, 12-14, 17, 19, 22. Also illustrates and discusses murals
from the Diwankhana, Arki (Mehta, 1950). See no. 21.

Skelton, R. Indian Miniatures from the 15th to 19th cen-
turies (Venice, 1961).
Pl 61. ‘Rajas conversing”. See no. 10.
Pl. 84. ‘Abhisarika nayika’. See no. 19(1).

1962
Randhawa, M. S. ‘Eight Nayikas from Arki’, Times of
India Annual (Bombay, 1962), 28-39.
Publishes eight nayika subjects from the family collec-
tion of Raja Rajinder Singh, Arki. See no. 17.

1964
Randhawa, M. S. "Arki Murals’, Marg (1964), XVII, no.
3, 18-22.
A reprint of Randhawa (1961) — ‘Frescoes in the
Diwankhana’.

1965
Archer, Mildred and Archer W. G. Romance and Poetry
in Indian Painting (Wildenstein exhibition, London, 1965).
Pl. 40. *Vipralabdha nayika’. See no. 17(2).

1968
Archer, W. G. and Binney, E. Rajput Miniatures from the
collection of Edwin Binney 3rd (Portland, Oregon, 1968).
Pl. 75. ‘Rana Mehr Chand conversing with Raja Jai Singh'.
See no. 9.



1969
_ Goswamy, Karuna. 'Frescoes in the Shish Mahal at Pat-
iala’, R_oopa Lekha (1969), XXX VIII, nos. 1 and 2, 120-127.
Publishes examples of murals at Patiala executed by a
painter from Jaipur. Compare no. 21.

1970
Archer, Mildred. Indian Paintings from Court, Town and
Village (Arts Council, London, 1970).
PL. 21. ‘Gaur Malhara Ragini’. See no 2(it).

IV. PAINTING: CATALOGUE
AND RECONSTRUCTION

PHASE ONE: 1650-1750

1 Rana Sabha Chand (1640-1670) of Baghal smoking.
Baghal (Arki), ¢.1670.

165 x 240 mm: with border 185 x 270 mm. Brick-red mar-
gins, dresses protruding.

Prince of Wales Museum, Bombay (formerly Raja Rajinder
Singh collection, Arki).

Identified as Rana Sabha Chand on the basis of family
tradition.

Published: Randhawa (1961), fig. 7.

Description: Rana Sabha Chand of Baghal in striped jama
and plum red turban sits smoking a hookah attended by
seven ladies in blue, green, mauve and brown. White wall
with cups and bottles.

Discussion: The earliest known Arki portrait, availing,
though in cruder form, of idioms and details employed in
the Kahlur (Bilaspur) portrait of Raja Dip Chand (v,
1650-1667) of Bilaspur with ladies. Compare, in particular,
the long crinkly side-locks on the cheeks of the ladies and
their somewhat staid, banal features. Connected with Bag-
hal (Arki) by provenance and family tradition.

2(i-iii) Three paintings from a Pahari Ragamala series.
Baghal (Arki), c.1700.

Approximate sizes: 190 x 170 mm; with border 210 x 185
mm. Yellow borders with black rules. Details projecting.

2(i) Kedara Raga (son of Megha Raga).

Khandalavala collection, Bombay.

Description: A bearded prince, holding a bow and arrow sits
with a lady on a rug beside a small pavilion. To the right, a
wall with door. On the roof, a turret.

2(ii) Gaur Malhara Ragini (wife of Megha Raga).

Archer collection, London.

Published: Archer (1970), pl. 21.

Description: A lady in dark yellow bodice, green and red
skirt, sits holding a flower, facing two maids in green and
dark blue bodices and red, mauve, orange and yellow skirts.
They play on cymbals and a small drum. Green carpet.
Grey pavilion wall. Red background.

2(iii) Vilavali Ragini (wife of Bhairava Raga).

Archer collection, London.

Description: A lady in brownish red and dark biue skirt sits
holding out a lotus flower to a child in brownish red clothes
who tries to take it. A second, somewhat older child, in
orange-red jama looks on. White pavilion with dark blue
roof-top, brown floor and mauve carpet. Red background.
Discussion: Faces of the ladies broadly similar to those in 1,
the face of the prince slightly resembling that of Rana Pri-
thi Chand (me. 3). Similar in broad construction and, to
some extent, in palette to three Bilaspur ragamala series
(Kahlur, nos. 17-19). Like 1 and 3, reminiscent in style of
Kahlur (Bilaspur) painting but in a much plainer, simpler
and less assured manner.
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Example from the same series: (1) Khandalavala (1958), pl.
no. 27. Lady tending a shrine (?) perhaps Bhairavi Ragini.
Pavilion with projecting monster's head and pennant. Plain
background. Khandalavala collection, Bombay. Baghal
(Arki), ¢.1700.

3 Rana Prithi Chand (1670-1727) of Baghal smoking.
Baghal (Arki), ¢.1700.

Inscribed: rana

Raja Rajinder Singh collection, Arki.

Identified as Prithi Chand on the basis of family tradition.
Connected with Arki on grounds of provenance and family
tradition.

Published: Randhawa (1961), fig. 8.

Description: Rana Prithi Chand sits smoking a hookah, fac-
ing right. A long heavy sword lies beside him. An attendant
in three-quarter length jama waves a peacock-feather fan
above him. Flimsily patterned rug.

Discussion: In features, not unlike his father (mo. 1). The
attendant’s features broadly similar (o those of the women
in 4 and 5 — compare especially their noses and foreheads.

4 Two ladies by a willow-tree. Baghal (Arki), ¢.1700.

Raja Rajinder Singh collection, Arki.

Connected with Arki on grounds of provenance and family
tradition.

Published: Randhawa (1961), fig. 14.

Description: A lady stands below a willow-tree grasping one
of its branches in her right hand and holding a letter in her
left. A companion stands opposite 10 her, holding a tam-
bura.

Discussion: Features similar to those of the ladies in 1 and
the attendant in 3. Long crinkly side-curls.

5 Princess carousing with her maid. Baghal (Arki), ¢.1700.
Raja Rajinder Singh collection, Arki.

Connected with Arki on grounds of provenance and family
tradition.

Published: Randhawa (1961), fig. 11.

Description: A princess leaning heavily on her maid sup-
ports herself with a crutch beneath a willow-tree. Long
crinkly side-curls.

Discussion: Of the same general type as Bilaspur pictures of
the period, but with greater slackness in composition and
execution. Notice in particular the loose profusion of the
willow-tree's branches, the long untidy veils with three-dot
pattern and the awkward stances of the two women — the
whole suggesting an uneasy blending of Kahlur (Bilaspur),
Mandi and Kulu influences.

6 Prince and lady. Baghal (Arki), ¢.1700-1710.

Binney collection, Brookline, Mass. (formerly Raja Anand
Chand collection, Bilaspur).

Description: A prince in white jama, his right hand resting
on a large sword, stands beneath a willow-tree gazing at a
lady who offers him a flower. With his left hand, he tugs at
a long strand of side-lock. Dull green background. Brick-
red borders.

Discussion: Similar in general style to 3-5. The prince’s
unusually broad waist-bands with dark edges and horizontal
lines can be matched in the portrait of Rana Prithi Chand
(3) and perhaps reflects a local Baghal fashion.

7 Shiva seducing the wives of the Brahmins. Baghal (Arki),
c.1720.

National Museum, New Delhi.

Published: Khandalavala (1946), 51: also reproduced Khan-
dalavala (1958), pl. X111 (col.).

Description: Shiva in dark brown tiger skin and grey ele-
phant hide fingers the wrist of a woman in dark red skirt
and mauve bodice. She stands beside him on the verandah
of a pavilion. To the left two women debate whether to join
them. One in pale orange brown skirt and mauve bodice
strokes the other’s breast. The other in white ribbed skirt
with dark green sash pinches her companion's left breast.
Dark brown background with swirling trees. White band
with dark blue sky at the top. Six hawks flighting in the sky.
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Discusslon: This vivid and arresting picture, while incorpor-
ating certain Mandi and Kahlur (Bilaspur) idioms, is in a
style markedly distinct from either. Mandi idioms are
apparent in the dark brown background on the left and in
the row of birds flighting in the dark blue sky: Kahlur
(Bilaspur) affinities in the brackets to the pavilion columns
and in the long crinkly side-curls. These details, however,
are comparatively unimportant beside the ways in which it
recalls other pictures from Baghal (Arki): nes. 4-6 (trees
with the same very distinctive kind of swirling exuberance),
3 and 8 (rugs with finicky, floral patterning), 4-6 and 13
(long skirt sashes), 4, § and 13 (striped trousers showing
through ribbed transparent skirts), above all, 8-10 with their
similar, slightly meandering structures and 13 where the
lover tugging at the lady’s veil exactly parallels the arms of
the two women on the left and where identical emphasis is
placed on fingers that clutch, pinch, caress or squeeze.
Related example: (1) Lee (1960), pl. 69. Rama, Sita and
Lakshmana. Seattle Art Museum. Baghal (Arki), ¢.1730.
Tree with similar profuse exuberance.

8 Raja Ajmer Chand (1712-1741) of Kahlur (Bilaspur)
seated with his children, his son Devi Chand and Rana Mehr
Chand (1727-1743) of Baghal. Baghal (Arki), c.1720.
Red-brick border with black rules.

Inscribed on reverse in Persian characters: sabih ali janab
mulk rakab huzur parnur sri maharaja ajmer chand sahib
bahadur vali farman dari mulk kahlur reasat bilaspur meh
ali janab sriman raja tika devi chand sahib bahadur vali
ehad bilaspur mulk kahlur ba kalm nakash krishan chand
‘Portrait of his exalted highness Sri Maharaja Ajmer
Chand, lord of Kahlur, resident in Bilaspur along with Raja
Tika Devi Chand of Bilaspur in Kahlur. Penned by Krishan
Chand'.

Raja Anand Chand coliection, Bilaspur. Acquired by Raja
Anand Chand of Bilaspur while collecting portraits of his
ancestors (original source unknown).

Description: Raja Ajmer Chand of Kahlur (Bilaspur) in a
white jama with green stripes sits smoking a hookah, with
three small boys, presumably his sons, sitting beside him.
His eldest son, Devi Chand in a white jama with floral
sprigs, sits facing him. Beside Devi Chand is Rana Mehr
Chand of Baghal, wearing a distinctive turban with
chequered pattern and thick, almost shoulder-length, side-
locks. Rug with the same type of flimsy, loosely flowing
pattern as in 1, 3 and 7. Dull green background.

Discussion: A group portrait executed perhaps by a Baghal
painter either during a visit of Raja Ajmer Chand and his
family to Arki or during a visit by Rana Mehr Chand to
Bilaspur. As noted by the Gazetteer, the Baghal and
Bilaspur families were closely related by marriage. Inter-
visiting would therefore be a common phenomenon.

The Persian inscription is in a hand similar to that on
other portraits of Bilaspur rulers (compare Kahlur
(Bilaspur), no. 1) and may be a late addition. It is perhaps
significant that although Rana Mehr Chand occupies a pro-
minent position in the group, his name is not included. This
would suggest that although the picture could well have
been painted at his instance, the names of his non-Baghal
associates were of greater interest to the picture’s subse-
quent owners.

Although like previous pictures this portrait group is
dependent on Kahlur (Bilaspur) models, it is in the same
somewhat clumsy and irresolute tradition as the portraits of
Ranas Sabha and Prithi Chand (nes. 1 and 3), both of which
are securely connected with Baghal (Arki) on grounds of
provenance, family tradition and distinctive style.

9 Rana Mehr Chand (1727-1741) of Baghal conversing with
Raja Jai Singh (1731-1742) of Kulu. Baghal (Arki), ¢.1720.
182 x 275 mm. Reddish-brown border with black rules.
Binney collection, Brookline, Mass.

Published: Archer and Binney (1968), pl. 75.

Description: Rana Mehr Chand in dark brown jama sits
smoking a hookah on the left attended by a standing cour-
tier who holds a large sword. He is faced by Raja Jai Singh
(1731-1742) of Kulu in a dark green jama with a red scarf

who sits with a falcon perched on his right hand. Behind
him stands an attendant in an ankle-length white jama, with
reddish brown coat-ties, holding a cloth in his right hand
and a bow in his left. Slate blue carpet with red and white
floral design.

Discussion: Similar in style to 1, 3, 7 and 8, and with the
same flimsy, hesitant structure, tiny floral patterning, plain
background, and slightly stupid air of mesmerised stillness.

As in 8, Rana Mehr Chand is readily identifiable by the
Vaishnava marks on his forehead, his strongly acquiline
nose and by his thick, almost shoulder-length, side-locks.
The fact that he himself is shown smoking whereas Jai
Singh of Kulu merely sits in front of him shows that he was
either senior to Jai Singh in age and hence, despite their
common youth,ulness, commanded more respect or, per-
haps more probably, that the portrait was painted during a
visit by Jai Singh to Arki on which occasion the local Bag-
hal prince would naturally be shown in the dominant posi-
tion.

Although little has been recorded of Jai Singh's life and
career, he seems to have been a great visitor, nos. 10 and 11
(also in Baghal style) suggesting that he, Rana Mehr Chand
and Raja Devi Chand of Bilaspur were close intimates. Jat
Singh’s thick, braided locks of hair are perhaps a reflection
of local taste at the time.

10 Raja Jai Singh (1731-1742) of Kulu conversing with
Rana Devi Chand of Kahlur. Baghal (Arki), ¢.1720-1730.

167 x 285 mm; with border 203 x 285 mm.

Inscribed on front in nagari characters: (1) sri raja jai singh
(2) rana devi chand.

Private collection,

Published: Skelton (1961), pl. 61.

Description: ‘Raja Jai Singh of Kulu, in a flowered white
jama sits facing Devi Chand . . . They sit on a pink rug
against a blue and silver cushion with crimson and gold
ends. Standing on the red carpet behind Jai Singh at the left
of the picture are two attendants wearing white jamas. The
man nearest the raja has a peacock-feather fan and cloth
and the other has a sword and shield wrapped in a crimson
and gold cloth. Behind Devi Chand sits a junior member of
his family. Another seated figure and a standing attendant
have been cut from the picture. The white garments of the
figures at the extreme right are stained with patches of saf-
fron, implying that they have just taken part in celebrating
the Holi festival. The background is green’. (Skelton, 77).
Discussion: A companion picture to 9, perhaps commemor-
ating a joint visit to Arki by Jai Singh of Kulu and Devi
Chand of Bilaspur. The fact that both princes have no
moustaches suggests that they are still quite young and that
the picture was probably painted before Jai Singh had actu-
ally ascended the Kulu throne. The fact that each is
accorded an exactly equal status supports the conclusion
that on this occasion neither was deemed to be socially
superior. The use of the Baghal term rana in the inscription
to describe Devi Chand — in contrast to the term mian or
raja more usually employed in Bilaspur — suggests that the
inscriptions were written in Arki.

In style, the picture bears no resemblance to paintings
connected with Kulu, but shares the following details with
those here assigned to Baghal: a loose wandering composi-
tion, swirling waist-sashes and minute floral pattern, heavy
turbans marked with parallel lines or markings and an air of
finicky hesitation. See 1, 4, 5, 7-9.

11 Raja Jai Singh (1731-1742) of Kulu with ladies. Baghal
(Arki), ¢.1730.

168 x 154 mm: with border 206 x 204 mm. Red border with
two white rules.

G. K. Kanoria collection, Calcutta.

Description: Jai Singh of Kulu is seated on a bed smoking a
hookah, attended by two maids who stand with white ker-
chiefs and fly-whisk. A third lady is seated on the bed in
front of him. Chocolate brown carpet with red and blue
floral pattern. Behind the bed a three-tiered balustrade.
Grey walls with little bottles as in 1. The maid standing
behind Jai Singh wears an orange-red skirt. The crinkly



side-curls and unduly diminutive figure of the seated lady
are perhaps by-products of Bilaspur influence.

Discussion: In profile clearly the same person as in 9 and 10
but, judging from the small moustache, now slightly older.
For the left wall-panel, compare the doors in 2(i-ilf). Same
style as 8-10.

12 Rana Mehr Chand (1727-1743) of Baghal smoking.
Baghal (Arki), ¢.1730.

Inscribed in nagari characters: rana mehr chand.

Raja Rajinder Singh collection, Arki. Connected with Arki
on grounds of provenance and family tradition.

Published: Randhawa (1961), fig. 9.

Description: Mehr Chand with markedly aquiline nose leans
against a cushion smoking a hookah, A hookah-tender sits
before him. An attendant with ankle-length jama stands
behind him waving a peacock-feather fan. Striped rug with
floral carpet. Balustrade as in 11.

Discussion: Yet a third portrait of Rana Mehr Chand, wear-
ing the same style of chequered turban as in 8 but in view
of the slight beard and moustache and the absence of thick
side-locks, some five to ten years older. Identified as Mehr
Chand by inscription and family tradition. For a similar
portrait on horse-back, see Randhawa (1961), fig. 10.

13 Lover toying with his mistress’s veil. Baghal (Arki),
c.1740.

Raja Rajinder Singh collection, Arki. Connected with Arki
by provenance and family tradition.

Published: Randhawa (1961), fig. 18.

Description: A lover, perhaps Rana Mehr Chand (1727-
1743) of Baghal, stands beneath a row of flowering trees
clutching at one of the branches and tugging at his mis-
tress’s veil. The two eye each other with stern determina-
tion. Tormented sky with rolling clouds.

Discussion: Similar in type of posture to §, 6 and 7 and with
its own kind of clumsy swagger. Chequered turban as in 8
and 12. The casting of a ruler or his son in the role of lover
was a not uncommon convention in Rajasthan (see Archer,
W. G. Indian Painting in Bundi and Kotah (London, 1959),
figs. 27 and 28 where Raja Bishan Singh of Bundi is shown
sustaining this same role).

14 Rana Bhup Chand (1743-1778) of Baghal smoking. Bag-
hal (Arki), ¢.1740.

Inscribed on front in nagari characters: sri rana bhup
chand.

Raja Rajinder Singh collection, Arki. Connected with Arki
by provenance and family tradition.

Published: Randhawa (1961), fig. 12.

Description: Rana Bhup Chand, a beardless youth, sits
smoking a hookah and facing to the right. An attendant in
ankle-length jama holds a cloth and waves a white fly-
whisk. Plain background with draped white curtain.
Cushion with stripes curling in opposite directions. Much
of the attendant projecting into the border.

Discussion: A heavy, slightly cumbrous portrait with the
same kind of over-large turban with thick protruding top
and parallel markings as in 8, 9, 12 and 13. Style similar to
12,

Related example: (1) Randhawa (1961), figs. 24, 25 and 26.
Rows of loving couples painted over a doorway in the
Diwankhana, Arki. Although the Diwankhana is stated by
Randhawa to have been built by Rana Shiv Saran Singh
(1828-1840), the male lovers are in the above style.

PHASE II: 1750-1800

15 The taking of toll. Baghal (Arki), c.1760.

235 x 160 mm.

Khandalavala collection, Bombay.

Published: Khandalavala (1958), pl. XV (col.).

Description: Krishna with purple skin and long, ankle-
length, yellow jama stands with clasped hands before
Radha who pushes him back with her left arm and raises
her right hand as if to smack him. She wears a purple dress
with gold sash. Behind her stand four milkmaids, three with
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a single brass pot on their heads, the fourth with two brass
pots. Behind Krishna are four cows, two white, one grey,
one brown. Brownish green background with dull green
verge. Fang-shaped outcrops of rock in the middle distance
and on the horizon. Shaggy clumps of trees. At the top a
white castle with billowing clouds.

Discussion: In facial features, a development of the female
types illustrated by 1, § and 13, Dull background colours as
in 17 and 18. The idiom for clouds which are shown in dif-
ferent gradations of coiour — dark black succeeded by grey
which in turn is succeeded by blackish grey — is re-
employed in 17(1) where four clouds in close proximity are
coloured pinkish brown, blackish grey, pale grey and white.

16 Krishna toying with Radha’s veil. Baghal (Arki), ¢.1760.
B. K. Birla collection, Calcutta.

Description: Krishna with lotus crown and long, ankle-
length jama stands outside a plain pavilion tugging at
Radha’s veil. Radha who wears a brief bodice, midriff
exposed and a skirt with long waist-sash, turns to face him.
Plain background. Clouds in long streaks.

Discussion: ldentical to 15 in style, facial features and cos-
tume. The theme of the lover tugging at his mistress's veil
or at a strand of her hair appears to have been a recurring
motif in Baghal (Arki) painting (compare 6, 13, 15 and 18).

17G, if) Two paintings from a Nayaka Nayika series. Bagha)
(Arki), c.1760-1775.

Raja Rajinder Singh collection, Arki. Connected with Arki
on grounds of provenance and family tradition.

Published: Randhawa (1961), figs. 41, 40; also reproduced
Randhawa (1962) pp. 34, 35 (col. pls.).

17(i) Abbhisandita nayika (Krishna dismissed).

Description: Krishna in dark green jama retires from
Radha’s presence with the grave dignity of a gallant
upbraided by his mistress and ordered out. Radha in crim-
son skirt and green bodice is left to sit glumly on the ter-
race. Brown terrace floor with pale yellow rug marked with
red on the left. Dark grey background. Rolling clouds at the
top.

Discussion: An Arki variant of a common standard compo-
sition current in the Punjab hills where the eight nayikas
(ladies in different states of love) were illustrated in con-
ventional poses. Although the faces bear some resemblance
to Bilaspur types, the unusual clouds (compare 15), the
combination of dark brown with dark grey and the enliven-
ing presence of bright green (as in the jama and a tree) give
the picture an un-Bilaspur flavour.

17(ii) Khandita nayika (Krishna reproached).

Description: Krishna in brilliant yellow jama confronts
Radha who stands in a mauve and gold skirt and green bod-
ice on a bright green rug. Plain greyish brown background
merging to livid orange at the top as a slice of yellow sun
peers above the horizon. The time is dawn and Radha’s
gesture of clapping her hands suggests the anger which is
about to explode over the cool, collected Krishna who,
after a night out has come to face her. As in (i) white balus-
trades on top and bottom sides of the terrace. At the top
dark blue sky. Behind Radha a large bolster rolled aside.
Discussion: Like 17(i) a variant of a standard nayika picture
and from the same Baghal (Arki) series. Similar subdued
tones lit up by brilliant vellow (Krishna's jama). The bolster
with its fat stripes (curving in opposite directions) resem-
bles in its colour effects (bright blue on reddish brown) the
skirt of the milkmaid, third from the left, in 15.

Examples from the same series and family collection: (1)
Randhawa (1962), p.33 (col.pl.). Vipralabdha nayika.
Similar face, same mixture of sombre tones and sudden
intrusion of brilliant greenish yellow (top of hillside).

(2) Randhawa (1962), p.36 (col.pl.) Utka nayika. Similar
clouds. Brownish green hillside. Grey water. Bright green
bed of leaves.

(3) Randhawa (1962), p.38 (col.pl.) Prositapatika nayika.
Similar clouds. Bright yellowish green hillside. Greyish
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brown terrace with similar rug. Faces as in nos. 17(i) and
17(ii).

Related examples: (4) Banerji (1956), fig. 2. Vipralabdha
nayika. National Museum, New Delhi. Baghal (Arki),
¢.1775. Similar features.

(5) Archer (1965). pl. 40. Vipralabdha nayika. Archer col-
lection. London. Baghal (Arki), ¢.1775-¢.1800. Olive green
hillside, Arki tree and facial type.

18 T he taking of toll. Baghal (Arki), c.1760-1775.

210 x 137 mm. Border trimmed away.

Inscribed on reverse with Hindi verses in nagari characters
and with a dealer’s jottings.

Victoria and Albert Museum. French collection, [.S.159-
1955.

Description: Krishna in a deep yellow dhoti and yellow
cloak, lined with brilliant red, faces a milkmaid who wears a
red skirt, blue veil and yellow bodice. He tugs at the end of
her veil with his right hand. The milkmaid has a brass pot
on her head. She catches at Krishna's arm in an effort to
free herself. Behind them to the left are two trees with grey
trunks. A second milkmaid in mauve skirt, red veil and
green bodice and with a brass pot on her head turns to see
what is happening. In the foreground black-grey water with
grassy fringe. Background a dull olive brown merging into
blue sky.

Discussion: In theme, a variant of 15 (‘The taking of toll’)
and of 6 and 13 ("Lover toying with his mistress’s veil’). In
style and palette, closely similar to 17(i) and 17(ii) but show-
ing Krishna in a dhoti instead of in a jama. The nervous
play of hands and fingers appears to have been a minor
obsession with Baghal (Arki) painters (see nos. 6, 7, 13, 15,
16).

PHASE III: 1800-1825

19 The butter thief. Baghal (Arki), ¢.1800-1825.

Raja Rajinder Singh collection, Arki. Connected with Arki
by provenance and family tradition.

Published: Randhawa (1961), fig. 44.

Description: Jasoda seated on a cot churning milk while the
child Krishna, with halo, inserts a hand. In the courtyard
two women. More women in the upper storey at four win-
dows. Beyond the courtyard thick trees and stormy sky. In
the foreground, below the tiny Krishna, a toy bullock cart
and horse.

Discussion: Somewhat stunted figures and perhaps slightly
later in date than 1800. The treatment of trees and branches
is similar to that in 18.

Related example: (1) Skelton (1961), pl. 84. Abhisarika
nayika. Private collection. Baghal (Arki), c.1800-1825.
Similar stunted figures and facial features. Similar trees.
Prominently billowing clouds reminiscent of 15 and 17(i).
Predominant colours: dark brown, grey, white and green.

20 T he music party, Baghal (Arki), c.1800-1825.

Raja Rajinder Singh collection, Arki. Connected with Arki
by provenance and family tradition.

Description: Radha and Krishna are seated on a palace roof
at night, attended by two maid-servants and two girl-
musicians. Below is a verandah with alcoves containing
bottles. Two ladies sit discussing. In the left-hand bottom
corner is a room with a bed and unbroken garland. In the
sky a full moon and streaks of cloud.

Discussion: Similar in style to 19 and 19(1). For the treat-
ment of the moon with its prominent outline, compare 17(i),
where a similar device is applied to clouds.

PHASE IV: 1825-1875

A phase of painting in Baghal (Arki) influenced by artists
from Jaipur, Rajasthan.

21 Mural paintings in the Diwankhana, Arki. Baghal
tArki). ¢.1830-1860. Not Hlustrated.

Published: Randhawa (1961), figs. 21-36:; also reproduced in
part Randhawa (1964), figs. 3-10.

Description: A series of murals depicting a battle between
Sikhs and Mughals, British troops, Gaddis, Chinese, scenes
from the Bhagavata Purana and Ramayana, Kamadeva
inciting the whole creation to make love, views of Hindu
holy cities, copies of British pictures showing an English
garden with a woman in Victorian dress, ports of Goa, Cal-
cutta and Tellicherri.

Discussion: Although attributed by Randhawa 10 the reign
of Raja Kishan Singh (1840-1876) and dated by him to
about 1850, the fact that the pictures seem (o be in two dif-
ferent styles — one deriving from eighteenth century Bag-
hal (Arki) painting, the other from early nineteenth century
painting at Jaipur — suggests that some may have been exe-
cuted under Raja Shiva Saran Singh (1828-1840) in whose
reign the Diwankhana is said to have been built.

On the Jaipur element, Mehta has noted: *An entire pavi-
lion has been painted by the Jaipur artists and luckily most
of the pictures are still in good condition and in some cases
the names of the painters are inscribed on the walls. One of
the smaller rooms in the Raja’s palace is also painted and
the date is given when the Jaipur artists finished the build-
ing in the middle of the nineteenth century. Some of the
scenes depicted on the walls are peculiar, for they represent
the ports of London and Goa, some scenes from China and
quite a good number of panels are given to the representa-
tion of European life as known to or imagined by these
artists’ (1950). For a similar intrusion of Jaipur painters into
the Punjab, compare murals in the Shish Mahal palace,
Moti Bagh, Patiala (K. Goswamy, 1969).

Paintings of cities, based on European engravings,
became a fashion in Jaipur in about 1760 — local painters
producing townscapes with almost Canaletto-like perspec-
tive. The vogue may have been caused by Raja Jai Singh’s
interest in city-planning and his creation of the new city of
Jaipur — a town as meticulously geometric in design as
present-day Chandigarh.

22  Magic of Krishna’s flute. Baghal (Arki), ¢.1850.

Raja Rajindar Singh collection, Arki.

Published: Randhawa (1961), fig. 45.

Description: Krishna stands cross-legged beneath a tree,
gazing to the left and playing on a flute. Before him stands
Radha with her hands folded. Below them is a herd of cows
straining eagerly to catch the sounds. In the background a
lake and pavilion.

Discussion: A picture with strong Jaipur influence, espe-
cially in the treatment of the cattle — their necks and front
legs rising in a single vertical line — and in the provision of
Radha and Krishna with haloes. Arki by provenance and
family traditions.

23 Magic of Krishna’s flute. Baghal (Arki), c.1850. Not
illustrated.

160 x 114 mm: with border 236 x 181 mm.

Red border with white rules and yellow edging; crimson
margin with floral Kangra-type scroll pattern.

Inscribed on reverse in pencil in English (handwriting of P.
C. Manuk): (1) no. 11(2) 5/-(3) 18.

Victoria and Albert Museum (Manuk and Coles collection
discard, through Maggs Bros), 1.S. 203-1949.

Description: Krishna in yellow dhoti and red halo stands
cross-legged on a crimson rosette playing on the flute to a
white cow which turns to gaze at him. Behind them is a tree
with chalky pink trunk and fan-shaped branches. On either
side stands a milkmaid in red skirt dotted with gold. Royal
blue background. Orange red archway.

Discussion: Closely similar in type of tree, stance of
Krishna and posture of the milkmaids to 22 and revealing
similar traces of Jaipur influence. The faces, however, are
more strongly Pahari and the spotted veil of the milkmaid
on the left, looped downwards from her shoulder and then
brought up under the breasts, follows the convention
favoured at Kulu and Mandi. Compare nos. 19(1) and 20.

24 Radha and Krishna adored by the cows. Baghal (Arki)
c.1850.
218 x 118 mm: with border and mount 262 x 197 mm. Red



border with white rules; mount reddish yellow on the left,
red on the right.

Victoria and Albert Museum, [.S. 230-1950.

Description: Krishna in pale yellow coat and dhoti and with
golden halo stands in a field with Radha who wears a gold
skirt and red veil and has a silver halo. Radha has her arm
on Krishna's shoulder. Around them are grouped a herd of
white and grey cattle whose heads strain up towards them.
A pair of hares join in the general adoration. Behind them
and in front are lakes with lotuses. To the rear a great cloud
with crinkly edges. Dark blue sky.

Discussion: Different facial types from 22 and 23 and per-
haps comparable to idioms in Bilaspur painting of about the
1820 period. Treatment of the cattle strongly Jaipur.
Related example: (1) Randhawa (1961), fig.46. Krishna lift-
ing Mount Govardhan. Raja Rajinder Singh collection,
Arki. Baghal (Arki), c.1850. Arki by provenance and family
tradition. Similar to 24 especially in the treatment of the
cattle, Krishna's halo and the standing embrace. Similar
type of mount and border.
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25 The meeting of eyes. Baghal (Arki), c.1830. Not illus-
trated.

204 x 168 mm. with border 265 x 197 mm.

Red border with white and yellow rules.

Vicloria and Albert Museum, 1.S. 231-1950.

Description: Krishna in orange red jama, gold crown and
green halo stands on a terrace in front of Radha's house.
He clasps the trunk of a plantain. Radha in crimson skirt
edged with gold and in a red bodice stands before him, her
eyes resting on his face as she holds a bamboo fan. To the
right a maid in orange red skirt and bodice holds a cup and
dish. In the front a bed of poppies. Behind them is a lush
garden with flowering trees and in the distance the white
walls and turrets of a palace. Blue sky with two small red
banners, a crescent moon and a golden sun with human
face.

Discussion: Similar in features to 24. Mount and border
similar to 22-24.



PAINTING IN BANDRALTA

I. INTRODUCTION

GEOGRAPHY

A small state, fifteen miles long by ten miles wide,
bounded on the south-west by Jammu, on the west by
Bhoti, on the north by Chanehni, on the north-east by
Bhandrawah, on the east by Basohli and on the south by
Mankot. Capital originally called Nagar, as being the only
town in the principality (HV, 585), later named Ramnagar.

SCENERY

Vigne (1842): 'The eastern division of the sand-stone range
that bounds the plain on the south, is cut through by the
Taui on its way towards Jamu, and then circles through the
country to the northward and eastward, until it joins the
snowy mountains of Budrawar. It is crossed by two passes:
one over the snow (in winter), which is the more direct way
from Ramnagar to Bisuli; the summit of the other occurs
about six miles on the south-west of Ramnagur. The latter
path is paved for the whole distance, which much facilitates
the traverse of the difficult ravines by which it is inter-
sected.

‘Ramnagur is about fourteen miles from the Taui and is
built amongst numerous and regular sandstone ranges,
whose formation appears to have been the necessary conse-
quence of the upraising of the higher mountains, rather than
the result of force acting directly upon themselves.
Between the Taui and Ramnagur, in particular, they dip
usually at an angle of about forty-five degrees, with a steep
abutment on the north; at regular intervals, and with so uni-
form a direction, that, from one point of view, I was again
reminded of the retiring crests of a heavy ocean-swell.

‘The mydan, or open space, on which Ramnagur is situ-
ated, is washed by a stream which flows from the north-
east and joins the Taui on the rice plains of Bulu-Altur. The
square-built and turreted castle stands on one side of the
flat and opposite to it a few hundred yards distant, is the
new palace of the Rajah Suchyt Singh. It is a picturesque
and baronial-looking edifice, its appearance being by no
means heavy, although it is chiefly composed of blank walls
and square towers, of unequal height and size. At either
end of the facade is an open saloon, fitted up with mirrors,
in the true Oriental style and one of these opened into the
Rajah’s sleeping apartment, which was also splendidly
ornamented with looking-glasses and a few of the latest and
most passionate productions of the French print-shops, that
had, somehow or other, found their way into the Rajah’s
possession’ (I, 187-188).

Drew (1875): ‘Ramnagar, some miles north of Ramkot, is
where the Outer Hills join the Middle Mountains. It is built
at a height of 2,700 feet above the sea, on a small triangular
plateau, which is cut off on two sides by ravines and con-
nected along the third with the slopes of the hills that sur-
round and shut it in.

‘This town has signs of having at one time been among
the most flourishing in these parts. It was the capital of the
country called Bandralta, which used to be governed by the
Bandral caste of Mians. Their rule was displaced by that of
the Sikhs under Ranjit Singh, who took the place and held
it for a time, until, partly for the sake of rewarding a fav-
ourite, partly because of the trouble of holding it against the
hill people, the Thakars, Ranjit Singh made Suchet Singh,
the youngest of the Jummoo brothers, Raja of the place.
Raja Suchet Singh held the place till his death. But | heard
of a great effort made by the Thakars against him too,
when some thousands came to assault it. The Dogras,
however, held out in the fort, which is a well-planned work,
until help came from the Sikh army.

*There are some remains of the house of the rulers of the
time of the Bandral Mians: but their descendants do not
live here; they found a home and a pension in British terri-
tory.

‘The town of Ramnagar bears marks of the presence of
Raja Suchet Singh. He took a pride in the place and
improved it and encouraged the growth of it. The two long
masonry-built bazaars were in his time full and busy: mer-
chants from Amritsar and from Kabul were attracted to the
place. Vigne, in 1839, remarked the great variety of races of
people who were to be seen there: the bazaars were then
being constructed. A large palace adorned with gardens,
and the well-built barracks, show that Suchet Singh knew
how to make himself and his people comfortable. On his
death, which occurred about 1843, Ramnagar came under
the rule of Jummoo and there was no longer the presence of
a Raja to keep up its prosperity, which was indeed short-
lived: and now the palace is deserted and the bazaars are
but half inhabited. There are a good many Kashmiris
settled in Ramnagar; some of them are occupied with shawl
work, executing orders from Nurpur and Amritsar and
some in making coarse woollen cloth’ (85-86).

Visited by W.G.A. in January 1970. Besides the buildings
noted by Vigne and Drew, there is a large samadhi
(memorial) to Suchet Singh, surrounded by a garden of
cypresses and above Suchet Singh’s ‘new’ palace, the ruins
of the earlier or ‘old’ palace, with portions of towers, inner
walls, courtyards and massive outer walls still standing. On
the west of the main courtyard is a long verandah with five
cusped arches and six sets of twin pillars, the base and top
of each pillar being decorated with lotus petals. Each arch
is surmounted by large rectangular siabs in lime plaster with
borders of two horizontal lines as in the palace of Balwant
Singh at Saruinsar. Other features: a great maidan of short-
clipped grass, surrounded on the north by walls of rock des-
cending sharply to the bed of the Ramnagar nullah, a low,
square fortress guarding the approaches and along the sky,
huge mountains, streaked with snow and firs. For a note on
the murals and mirror-rooms in Suchet Singh's ‘new’
palace, now used as a court-room by the local Munsiff
(judge of civil suits), see Review of Literature, Khajuria
(1964).

RELIGION

No details are recorded but on the evidence of Khanda-
lavala (1958), no. 76 (Raja Indra Dev, iii, worshipping
Vishnu as Lakshmi Narain) presumably Vaishnava in bias.

II. HISTORICAL NOTES

SOURCES

Drew, F. The Jummoo and Kashmir Territories (London,
1875).

Ghulam Muhi-ud Din alias Bute Shah, Tarikh-i-Panjab.
(Compiled Hijri 1264, A.D. 1848. British Museum. MSS.
Or. 1623. Communicated B. N. Goswamy). Provides a
list of rulers.

Hutchison. J. and Vogel, ). P. History of the Panjab Hill
States (Lahore, 1933), 11, 585-586.

Kahan Singh Balauria. Tawarikh-i-Rajputan-i-Mulk-i-
Panjab (Jammu. 1912). Provides a chronological list of
rulers.

Vigne, G. T. Travels in Kashmir. Ladak, Iskardo (London.
1842).



REIGNS AND PORTRAITS

Founded in the eleventh century as an offshoot from
Chamba. Family suffix, Dev (in case of younger sons.
Singh). Clan-name, Bandral. Kahan Singh (KS) and Muhi-
ud Din followed for names of rulers. Historical details until
the nineteenth century wanting. All dates (until the
nineteenth century) conjectural.

¢.1700-¢.1715  CHATTAR SAL (i)

¢.1715-¢.1730  KAILASHPAT DEY (i)
Son of Chattar Sal. Presumed by HV to have been more or
less subordinate to Jammu, a status continued by his suc-
cessors throughout the eighteenth century.
Portrait: (1) Fig. 19 (Jammu). Kailashpat Dev on a terrace.
Victoria and Albert Museum, [.S. 187-1951. Jammu, c¢.1745.

¢.1730-¢.1760 INDRA DEV (iii)

Son of Kailashpat Dev.

A contemporary of Raja Ranjit Dev (1735-1781) of Jammu
(KS).

Marriages: unrecorded.

Sons: Rajpat Dev, Bhagvant Singh, Jagat Singh.

Portraits: (1) Fig. 1 (Bandralta). Indra Dev smoking with
two attendants. Chandigarh Museum, Nurpur Raj collec-
tion. Bandralta, ¢.1750.

(2) Khandalavala (1958), no. 76. Indra Dev worshipping
Vishnu as Lakshmi Narain. National Museum, New Delhi.
Bandralta, ¢.1750. See no. 1(1).

(3) Fig. 2 (Bandralta). Indra Dev, in richly patterned
dress, smoking with two attendants. Chandigarh Museum,
Nurpur Raj collection. Bandralta, ¢.1750.

(4) Fig. 5 (Bandralta). Indra Dev, in richly flowered dress,
smoking, with one attendant. Binney collection, Brookline,
Mass., (formerly Coomaraswamy collection). Bandralta,
c.1750.

(5) Fig. 3 (Bandralta). Indra Dev on horseback killing a
black buck. Chandigarh Museum, Nurpur Raj collection.
Bandralta, ¢.1750.

(6) Fig. 4 (Bandralta). Indra Dev smoking with three
attendants. Prince of Wales Museum, Bombay. Bandralta,
¢.1750.

(7) Ohri (1969), figs. 1 and 2. Indra Dev smoking with one
attendant. Sri Dharmapala collection, Chamba. Bandralta,
dated 1732. See no 4(i).

(8) Ohri (1969), fig 3. Indra Dev smoking with two atten-
dants. Collection unrecorded. Bandralta, c.1750.

(9) Ohri (1969), fig. 4. Indra Dev smoking with one atten-
dant. Collection unrecorded. Bandralta, ¢.1740. See no. 4(2).

c.1760-c.1765 RAJPAT DEV (iv)

No details recorded but possibly died childless soon after
accession, being then succeeded first by one brother, Bhag-
vant Singh, later by a second brother, Jagat Singh.

c.1765-¢.1770  BHAGWANT SINGH (v)
Brother of Rajpat Dev

c.1770-¢.1775  JAGAT SINGH (vi)
Brother of Bhagvant Singh.

¢.1775-¢.1780  BHUP DEYV (vii)
Son of Jagat Singh.

c.1780-1790 CHANDANDHAR DEYV (viii)
€.1790-c.1800 KRISHNA DEV (ix)

¢.1800-(1822) 1827 BHUPDAR DEV (x)

The last Raja of Bandralta to exercise ruling powers. Ban-
dralta annexed by the Sikhs, 1822 and given as a fief to
Suchet Singh, brother of Gulab Singh of Jammu. Bhupd?r
Dev deposed but allowed to remain in the state. "This,
however, was soon found to be awkward as an attempt was
made to recover the territory and they were finally exiled
from the state’ (HV). Asylum with Sansar Chand of Kan-
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gra, 1822-1823, later at Tehri Garhwal, later still at Shah-
zadpur, Ambala district. Died, ¢.1827.

Character: Vigne, on his visit to Ramnagar in 1839, noted:
‘Ramnagur fell into the hands of the Sikhs about the same
time that Gulab Singh become master of Jamu. The old
Rajah fled to Subathu, near Simla and died there about
eight years ago, much regretted by his subjects’ (I, 188).

1822-1844 SUCHET SINGH (xi)

Brother of Gulab Singh of Jammu. Courtier and general to
the Sikh Maharaja Ranjit Singh. Received Bandralta as a
fief, 1822. Adopted Ranbir Singh, third son of Gulab Singh
as his son and brought him up at Ramnagar. Built a new
palace at Ramnagar and greatly developed the town. Vigne
noted of his visit in 1839: ‘Suchyt Singh was made Rajah of
Ramnagur by Runjit. He is much better disposed towards
the English than either of his brothers, against whose over-
bearing disposition he is said to kick a little. 1 wrote to him,
for he was absent at the time, to thank him for the kind
reception | experienced at Ramnagur. | shall never forget
the turnout to meet me. | came upon the mydan by torch-
light and should think that at least 500 or 600 (a large pro-
portion of the population) were assembled then. But the
crowd was a curiosity, in consequence of the variety of
costume which composed it; and the lights gleamed upon
the dark features of the Hindus, the turbaned Patan, the
ferocious Khyberi and the Kuzzilbash wearing the lamb-
skin caps of Persia, who were all armed to the teeth: and
amongst these foreigners were the native mountain Sepahis
in the Rajah’s pay, conspicuous by their high caps and belts
of leopard skin. Wild hogs in search of food, and enjoying,
by command of the Rajah, who preserved them for his own
sport, an immunity from molestation, were moving about in
the crowd, or retreating before the cortege that accompan-
ied me into the town to the quarters assigned to me, where
I found provisions for myself and servants.

‘A large bazaar and several streets were being then built
at Ramnagur. When Suchyt Singh first became Rajah. he
found its prosperity to be somewhat on the wane, and had
wisely continued the work of its re-establishment. by the
formation of new and comfortable places of abode; and
hoping, moreover, to render them attractive and to increase
the population as much as possible, he had made Ramnagur
a city of refuge for runaways, who had been guilty of no
greater crimes than murder or slight political offences.

‘Jaghan is a village, with a castle near the bank of the
Taui and on the western frontier of the province of Ram-
nagur, which extends as far as Chinini on the north and on
the eastward to Bisuli (1 believe), inclusive and the frontiers
of Chumba. 1 do not know its exact limits to the southward.
As to revenue, it is almost idle to talk about it in these
countries; its amount depends upon the will of the ruler,
and a traveller rarely hears the right story’ (1, 188-190).
Portraits: (1) Coomaraswamy (1926), pl. 123 (491). Suchet
Singh with courtier and attendant. Inscribed with name and
dated samvat 1896 (A.D. 1839). Museum of Fine Arts, Bos-
ton. Sikh, Punjab Plains, 1839.

(2) Archer (1966), fig. 15. Suchet Singh in a darbar of
Maharaja Ranjit Singh, Lahore. Chester Beatty Library,
Dublin. Sikh, Punjab Plains, ¢.1830-1835.

(3) Archer (1966), fig. 23. Suchet Singh seated with his
elder brother, Dhian Singh. Victoria and Albert Museum,
1.S. 264-1953. Sikh, Punjab Plains, c.1840.

(4) Archer (1966), fig. 62. Suchet Singh seated in a darbar
of Maharaja Dalip Singh, Lahore. Anson collection, Chis-
wick. Style of Hasan-al Din. Sikh, Punjab Plains, c.1843.
(5) Archer (1966), fig. 111. Suchet Singh in a darbar of
Maharaja Ranjit Singh, Lahore. Woodcut. Victoria and
Albert Museum, .M. 2/16-1917. Popular Sikh, Lahore or
Amritsar, ¢.1870.

1844-1857 GULAB SINGH (Jammu) (xii)
On Suchet Singh's death Bandralta was merged in Jammu.
Portraits: Archer(1966), figs. 34, 37, 50-53, 55, 62, 107-111.

1857-1885 RANBIR SINGH (Jammu) (xiii)
Granted as a jagir to Raja Ram Singh, second son of Ran-
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bir Singh; but on his death, without issue, again merged
with Jammu.

Character of Ranbir Singh: A devout worshipper of Vishnu.
Founded the Raghunath temple to Vishnu in Jammu town.
An almost obsessive collector of shaligrams, black oval
stones sacred to Vishnu (Goswamy, 1968).

Marriage: a Bandralta princess.

Portraits: Figs. 73, 75 (Jammu); Archer (1966), figs. 54, 57,
58, 60, 95.

IMPLICATIONS FOR PAINTING

Personality of rulers

As with other small states in the Jammu area, details of
Bandralta rulers in the seventeenth and eighteenth centuries
are unfortunately lacking. It is impossible, therefore, to
draw any inferences for painting from their characters.

Following the state's seizure by the Sikhs, 1822, two
Dogra Rajputs, Suchet Singh and his elder brother, Gulab
Singh — both members of the junior branch of the Jammu
royal line and both members of the Sikh court but not
themselves Sikhs — held the State on behalf of Maharaja
Ranjit Singh (Sikh Maharaja of the Punjab, 1780-1839). Of
their personalities, much is known (Archer (1966) q.v.) —
Suchet Singh, in particular, having an especial liking for
Bandralta, building a new palace at its capital, Ramnagar
and rearing at it his adopted son, Ranbir Singh (third son
and successor of his elder brother, Gulab Singh of Jammu).
No employment of artists, however, is attributed to him
and there is nothing in his character to suggest active patro-
nage.

For the palace murals noted by Khajuria (1964), Ranbir
Singh, with his devotion to Vishnu and attachment to Ram-
nagar, the scene of his boyhood, is more likely to have been
responsible. No Bandralta miniatures, parallel to these mid-
nineteenth century murals, however, have so far come to
light.

Relations with other states

Apart from a general subservience to Jammu throughout
the eighteenth century and its absorption by the Sikhs into
their Jammu territories in 1822, nothing is known of Ban-
dralta’s relations with other States during the seventeenth
to nineteenth centuries. The fact, however, that Bandralta
was tributary to Jammu, the paramount power in the
Jammu Hills in the eighteenth century and itself a centre of
painting, that Mankot was its immediate neighbour on the
south and also possessed a school of painting and that
extensive trading relations existed with Nurpur may par-
tially explain developments in Bandralta.

III. PAINTING: REVIEW OF

LITERATURE

1846
McGregor, W. L. The History of the Sikhs (London,
1846), 11, 26.
Publishes a portrait of Raja Suchet Singh (xi, 1822-1844).
Sikh, Punjab Plains, c.1840.

1852
Honigberger, J. M. Thirty-five Years in the East (Lon-
don, 1852), 114,
Reproduces a portrait of Raja Suchet Singh (xi, 1822-
1844). Sikh, Punjab Plains, c.1850.

1916

Coomaraswamy, A. K. Rajput Painting (Oxford, 1916).
Pl. 34A. Captioned, on the basis of a Persian inscription,
‘Raja Hataf Bandral’. No Bandralta ruler of this name,
however, is recorded.
Pl. 34B (detail). Captioned “Portrait of a Dogra Rajput
prince. Pahari (Jammu), 18th century’. Here identified as
Raja Indra Dev (ii, ¢.1730-1760) of Bandralta. See no. S.

1926
Coomaraswamy, A. K. Catalogue of the Indian Collec-
tions in the Museum of Fine Arts, Boston: Part V, Rajput
Painting (Boston, 1926).
Pl. 121 re-publishing Coomaraswamy (1916), pl. 34A. Same
caption,

1946
Kbandalavala, K. ‘Some Paintings from the collection of
the late Burjor N. Treasuryvala’, Marg (1946), I, no. 1, 56.
Assigns to ‘Suket or Ramnagar’ a picture of cow-girls
with pitchers. Same style as Khandalavala (1958), no. 75.

1952
Archer, W. G. Indian Painting in the Punjab Hills (Lon-
don, 1952).
Fig. 46. Raja Kailashpat Dev (ii, ¢.1715-¢.1730) of Ban-
dralta. See Jammu, no. 19.

1958

Khandalavala, K. Pahari Miniature Painting (Bombay,
1958).
Fig. 63. Captioned ‘Court Scene’ and on the basis of a takri
inscription, regarded as ‘idiom of Basohli Kalam at Ban-
dralta’. In the light of a later reading by Goswamy (1966),
this picture must now be taken to be a portrait of Raja
Chattar Singh (iii, 1664-1690) of Chamba. See Chamba, no.
1.
Fig. 70, reproducing Coomaraswamy (1916), pl. 34A (‘Raja
Hataf Bandral’) and on grounds of subject attributes it to
Bandralta.
No. 74. Reproduces Coomaraswamy (1916), pl. 34B and
tentatively captions it ‘Brajraj Dev of Jammu, Basohli
kalam, idiom Jammu, last quarter 18th century’. See no. §.
No. 75. ‘Todi Ragini’. Alluded to as a ‘a late Ragamala
painting from Bandralta’ in his private collection, showing
‘the influence of the Mughal school of the second half of
the eighteenth century’ (91). See Khandalavala (1946).
No. 76. ‘Raja worshipping deities’. See no. 1(1).

1959
Randhawa, M. S. Basohli Painting (New Delhi, 1959), 21.
Lists Bandralta with Chamba, Kulu, Mandi, Arkij,
Nurpur, Mankot and Jammu as States ‘where styles, akin to
Basohli, with local variations, developed’. No examples
illustrated.

1961
Skelton, R. Indian Miniatures from the 15th to 19th Cen-
turies (Venice, 1961).
Pl. 86. “The winter season’. Here attributed to Bandralta.
See no. 6(1).

1964

Khajuria. ‘Jammu Murals’, Marg (1964), XV1I, no. 3, 40.

Has the following note on Ramnagar (Bandralta): ‘A
Tehsil town, about 60 miles north-east of Jammu. The
murals in the Ramnagar palace are the best preserved and
most attractive of all. The whole surface of the walls has
been divided into panels with floral and geometric borders.
These panels contain hunting scenes, showing royal hunters
on horseback with attendants and dogs, religious scenes
like Radha Krishna, Kaliya Mardana, Brahma and Saras-
vati, etc. taken from the Bhagavata Purana. These paintings
belong to the time of Raja Suchet Singh (2nd quarter of the
19th century).” Not illustrated.

During my own visit to Ramnagar in January 1970,
murals and glazed pictures were visible in three rooms of
Suchet Singh's ‘new’ palace, then in use as a court by the
local Munsiff. In the court-room itself, the majority were in
poor condition, dirt having dribbled down from the ceiling.
Many Radha Krishna subjects, however, were discernible.
Of the two remaining and much smaller rooms at the north-
ern end, the first, a shishmahal, was filled with mirrors, glit-
tering pieces of white, green, blue and ruby glass and with
glazed European prints of plump European ladies with large



white breasts. In the third and inner room were more prints
of fashionable European women, many of them two feet by
three feet in size and with lushly prim busts, pertly demure
hats and early Victorian ringlets. Around them were small
murals celebrating Suchet Singh in person, riding, holding
court, hunting and performing the Holi festival. There were
also portraits of Rajas Gulab and Dhian Singh, court
scenes with soldiers in red and blue uniforms, nayaka
nayika subjects and mythological scenes chiefly from the
Bhagavata Purana.

General style: Kangra-Guler, as adjusted to Sikh require-
ments in the Punjab Plains (Archer, 1966 q.v.). Details:
pale yellow backgrounds, rugs with vertical stripes, single
flat planes. Approximate date: 1840-1860.

1966

Goswamy, B. N. ‘Re-reading of some 'Takri’ inscriptions
in Khandalavala's Pahari Miniature Painting’, Roopa Lekha
(1966), XXXV, nos. 1 and 2, 72-74.

Demonstrates that Khandalavala (1958), fig. 63, noted as
inseribed in takri characters: bandral raja chand singh and
captioned ‘Court scene, Idiom of Basohli Kalam at Ban-
dralta’ is, in fact, inscribed: chambyal raja chattar singh and
thus has no connection with Bandralta.

Points out that Khandalavala (1958), no. 76, captioned
‘Raja worshipping dieties. Late Basohli type, Nalagarh(?).
Last quarter of 18th century’ is inscribed at the top in takri
characters: sfi . . . indra deo bahndral. Since re-read by
Goswamy as: sri divan indra deo bahndral. See no. 1(1).

Archer, W. G. Paintings of the Sikhs (London, 1966).

Itlustrates (figs. 23, 62, 106 and 111) four portraits of
Raja Suchet Singh (xi, 1822-1844) of Bandralta.

[Nustrates (figs. 34, 37, 50-53, 55-57, 62, 107-111) fourteen
portraits of Raja Gulab Singh (xii, 1844-1857) of Bandralta
and Jammu.

[llustrates (figs. 54, 57, 58, 60 and 95) five portraits of
Raja Ranbir Singh (xiii, 1857-1885) of Bandralta and
Jammu.

Includes copious notes on their characters.

1967
Goswamy, B. N. ‘Review of Paintings of the Sikhs by W.
G. Archer’, Roopa Lekha (1967), XXXVI, nos. 1 and 2,
187-191.
Includes further information on the character and reli-
gion of Raja Ranbir Singh (xiii).

1969

Ohri, V. C. ‘Four Pahari Portraits’, Lalit Kala (published
1969), no. 14, 21-23.

Identifies and discusses the following three portraits of
Raja Indra Dev (¢.1730-c.1760) of Bandralta:
Fig. 1. Indra Dev smoking, a vase of flowers before him
and sprays of flowers in his turban. See no. 4(1).
Fig. 2. Inscriptions in Dogri characters on the reverse of
Fig. 1 indicating that the portrait is of Diwan Indra Dev
and stating that it was painted in sastra (kaccha) samvat 8
(A.D. 1732) at Khurkhal. See no. 4(1).
Fig. 3. Indra Dev in a flowered jama smoking and attended
by a fly-whisk bearer and by a court official with pen and
paper. See no. 2(2).
Fig. 4. Indra Dev smoking, interviewing a clerk or
treasurer(?) who holds a purse(?). See no. 4(2).

IV. PAINTING: CATALOGUE
AND RECONSTRUCTION

PHASE ONE: 1650-1730

No paintings of this period, securely connected with Ban-
dralta by provenance or distinctiveness of style, have so far
come to light.

BANDRALTA 11
PHASE TWO: 1730-1800

1 Rajs Indra Dev (c.1730-¢.1760) of Bandraits smoking.
Bandralta, ¢.1750.

218 x 313 mm; with border (torn) 244 x 336 mm.

Inscribed on the front in takri characters: divan and on the
reverse: sri indra dev ji.

Chandigarh Museum, Nurpur Raj collection.

Description: Raja Indra Dev, in white jama, sits smoking a
hookah on a pale rug laid upon a mauve carpet with dark
blue vertical stripes. Two servants in ankle-length jamas
wait upon him. The one behind him carrying a pan box and
waving a large fly-whisk, the other holding a small white
cloth and a pair of tongs. Two cushions in red and crimson.
Uncoloured background.

Discussion: Despite a remarkable likeness to Raja Ajmat
Dev (ruled ¢.1750-¢.1765) of Mankot (q.v.), the present
figure is clearly Raja Indra Dev of Bandralta as can be
seen by comparing him with 1(1) which exactly tallies with
him in features and is inscribed not only with his name,
Indra Dev, but with the clan-name, Bandral. Detailed com-
parisons with portraits of Raja Ajmat Dev of Mankot
(Mankot, nos. 33, 34) also reveal that while possessing
superficially similar features, the latter tends to be shown
with a less receding forehead and less prominent nose,
there is occasionally a marked gap between beard and
moustaches, his moustaches are longer and less up-turned
at the tips and his beard less thick. Since Mankot and Ban-
dralta were immediate neighbours, the two rajas could well
have been related by marriage and may have been cousins
in which case strong resemblances of visage could well
have been possible. The term, davan or divan (minister,
administrator) may imply that, as eldest son, Indra Dev
administered the State, for a time, on behalf of his father.

The present portrait is in a style which closely depends
from that of Mankot — compare, in particular, the pose of
the Raja, the carpet treated as a long rectangle with vertical
stripes and the 1wo attendants balancing each other at
either end. The execution, however, lacks the suave smart-
ness which characterises Mankot painting proper. The fly-
whisk is exaggeratedly large and the pair of tongs is also
un-Mankot-like in emphasis. The uncoloured background
which reappears in 2 and 3 is also alien to Mankot practice
though it is frequently employed at Jammu by Nainsukh of
Guler, retained artist (1746-1763) of Raja Balwant Singh.

A further distinctive feature of the present portrait is the

freshly-sewn garland of flowers — a detail which re-
appears in 1(1). Flowers would seem to have had a special
charm and attraction for Raja Indra Dev of Bandralta for
he is not only shown in two portraits (nes. 4 and 5) with nar-
cissi in his turban but he is also flamboyantly portrayed in
three others (mos. 2, 2(1) and §) wearing a richly flowered
dress. It is in 4 however that his obsession with flowers
reaches its greatest height. In this portrait, a great vase,
loaded with flowers is set before him, completely dwarfing
his hookah while a servant hovers in the wings, ready to
offer him not only a fresh garland but a nose-gay. The con-
cept of the Raja as a ‘flower-lover’ in quite this degree has
no exact parallel in any other centre of painting in the Pun-
jab Hills and may well be a distinctive ingredient in Ban-
dralta painting.
Related example: (1) Khandalavala (1958), no. 76; also
discussed Goswamy (1966), 74. Raja Indra Dev of Ban-
dralta worshipping Vishnu as Lakshmi Narain. Inscribed at
the top in takri characters: sri divan indra deo bahndral.
National Museum, New Delhi. Bandralta, c.1750. Scarlet
background. Bright yellow borders. Same person as in 1
and with similar loosely-strung garland of flowers. Portions
of the figures projecting into the borders.

2 Raja Indra Dev (c.1730-¢.1760) of Bandralta smoking.
Bandralta, ¢.1750.

185 x 305 mm: with border (torn) 210 x 305 mm. Red border
with black rules. i
Inscribed on the front in takri characters: davan. Chandi-
garh Museum, Nurpur Raj collection. )

Description: Raja Indra Dev of Bandralta in pale yellow
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jama richly patterned with sprays of flowers sits smoking a
hookah on a white rug with two side cushions patterned
with green sprigs. The rug is laid on a pink carpet with ver-
tical dark blue stripes. Servants as in 1 — the servant with
vast fly-whisk wearing a green jama with red sash. To the
rear a low yellow balustrade. Uncoloured background.
Discussion: Similar in style, composition and figures to 1 but
with a more sumptuous air of greater richness. Like 1,
closely modelled on portraiture in Mankot though more
faltering in execution. The low balustrade and uncoloured
background can be paralleled in painting in Jammu — a cir-
cumstance which suggests that Jammu portraits of Indra
Dev's father, Kailashpat Dev (Jammu, no. 19) may have
been known in Bandralta. The simple inscription davan
(minister, administrator) suggests that it was written in the
home state of the subject and at a time near to when the
picture was painted — the subject’s identity being clearly
so obvious to the writer that any further details were
unnecessary.

Related example: (1) Ohn (1969), fig. 3. Raja Indra Dev of
Bandralta smoking, behind him an attendant in white jama
waving a large white fly-whisk, in front of him a servant
with small white cloth and pair of tongs. Collection unre-
corded. Bandralta, ¢.1750. Plain background. Rug with
broad parallel stripes. Otherwise virtually identical with no.
2.

3 Raja Indra Dev (c.1730-¢.1760) of Bandralta killing a
black buck. Bandralta, c.1750.

209 x 286 mm; with border 234 x 312 mm. Red border.
Inscribed on the front in takri characters: sa davan idar de
‘Sri Divan Indra Dev’. Chandigarh Museum, Nurpur Raj
collection.

Description: Raja Indra Dev of Bandralta in long white
ankle-length jama reaches down from a galloping horse to
cut down with his sword a black buck. Harness and saddle-
cloth red and yellow. A yellow doe bounds over a small hil-
lock. Uncoloured background.

Discussion: Same person as in 1, 2 and 4. The presence of
nos. 2 and 3 in the Nurpur Raj collection suggests that Ban-
dralta and Nurpur may have been either allied by marriage
in Indra Dev’'s reign or were on sufficiently intimate terms
to warrant the giving of portraits. The fact that 2 is virtu-
ally the same as mo. 2(1) indicates that both are standard
studies, perhaps intended for presentation.

4 Raja Indra Dev (c.1730-c.1760) of Bandralta smoking.
Bandralta, ¢.1750.
Size unrecorded. Red border, parts of two jamas project-

ing.

Inscribed in the upper border in takri characters: (1) mania
rasal (2) sri maharaja sri indra dev ji (3) ramu . . . (4) joda
rasal.

Prince of Wales Museum, Bombay.

Description: Raja Indra Dev in white jama smoking a hoo-
kah sits on a pale patterned rug laid on a pink carpet with
vertical blue stripes. An attendant stands behind him with
drawn sword waving a vast fly-whisk. Before him stand
two attendants — one with pan box and betel leaves, the
other with a nose-gay of flowers and a white garland.
Between the hookah bowl and the Raja is a large vase filled
with flowers, including roses and narcissi. Yellow back-
ground.

Discussion: A further study of the ‘flower-loving’ Raja but
in an even broader rectangular format. The inclusion of the
names of the attendants in the upper border is reminiscent
of Mankot painting where courtiers and palace servants
seem to have been portrayed almost as often as the Mankot
Rajas themselves. Although the yellow background is typi-
cal of painting in Mankot, the picture is more faltering in
style, suggesting that although Mankot may have provided
Bandralta with significant parallels, Bandralta pictures,
such as 1-5, were almost certainly executed not at Mankot
but at Bandralta itself.

Related examples: (1) Ohri (1969), figs. 1 and 2. Raja Indra
Dev of Bandralta smoking, a servant with peacock feather
fan standing behind him (fig. 1). Inscribed in Dogri charac-
ters: samvat . . . 8 maghar pr (avishte) 30 likha sri devan
indra de ji da chitra khu(r)khal rehande the tan *On the 30th
day of Maghar (January-February), samvat (sastra or
kachha) year 8 (A.D. 1732), this picture of Sri Diwan Indra
Dev was painted. (He) was then living (staying?) at
Khu(r)khal'. Further inscription on the reverse (fig. 2). Col-
lection Sri Dharmapala, Chamba. Bandralta, dated 1732.
Servant with box of pan. Rug with broad f{loral patterns as
in Mankot portraits of ¢.1730-1740. Two large heads of nar-
cissus flowers in Indra Dev's turban. As in 4, a vase with
narcissi between the hookah-bowl and the raja.

(2) Ohri (1969), fig. 4. Raja Indra Dev of Bandralta smok-
ing, a long sword and pan-box beside him, a servant with
purse (?) standing before him. Collection unrecorded. Ban-
dralta, ¢.1740. Two small vases filled with roses (?) on
either side of the hookah-bowi.

S Raja Indra Dev (c.1730-c.1760) of Bandralta smoking.
Bandralta, ¢.1750.

Fragment. Red borders.

Binney collection, Brookline, Mass (formerly Coomaras-
wamy collection, Boston).

Published: Coomaraswamy (1916), pl. 34B (detail); also re-
produced Khandalavala (1958), no. 74.

Description: Raja Indra Dev of Bandralta in a dark jama
richly patterned with narcissus flowers sits smoking a hoo-
kah on a white rug with floral patterns. A long sword lies
beside him. He wears a spray of three narcissi in his turban.
Behind him stands an attendant with peacock-feather fan
holding a box containing betel leaves. Yellow background.
Discussion: Similar features as in 1-4 and with the same air
of luxury and magnificence. In the original, the pose of the
attendant with a peacock-feather fan holding a box of betel
leaves is identical to that of the attendant in 2.

6 The lady and the duenna. Bandralta, c.1770-¢.1780.

178 x 132 mm; with border 221 x 186 mm. Red border with
white and black rules.

Victoria and Albert Museum, 1.S. 142-1955.

Description: A lady in crimson trousers and green and gol-
den yellow dress squats on a stool, smoking a hookah. She
is wrapped in a red cloak and leans against a green cushion.
On the stool is a white cloth with red stripes. White floor
with brazier beside her. A duenna in mauve dress and green
veil sits to the left. Grey wall with bunches of narcissi in
Chinese "blue and white’ vases. At the top a pink blind with
chocolate brown stripes and bright green margins, tied with
a white cord.

Discussion: A continuation into a slightly later period of the
‘flowers in vase' motif exploited with such flamboyant
effect in the portraits of the ‘flower-loving’ Raja (nos. 4 and
§) — the row of seven vases, top-heavy with bunches of
narcissi and the brilliantly flowering margins of the blind
being too distinctively assertive to be merely accidental.
Unlike other Bandralta pictures, where Jammu influence is
on the whole subservient to Mankot example, Jammu is
now the main source — the grey wall and the pink blind
with chocolate brown stripes being characteristic Jammu
devices and the face of the girl conforming to Jammu facial
types of the c.1770-c.1790 period (Jammu, nos. 68, 69).
Related example: (1) Skelton (1961), pl. 86. The winter
season. Private collection. Bandralta, ¢.1770-¢.1790. Similar
brazier, blind tied up with a white cord, heavily flowered
rug and blind. Same type of face.

PHASE THREE: 1800-1900

Apart from murals in the Suchet Singh Palace, Ramnagar
(c.1840-c.1860), in Sikh style, no paintings securely con-
nected with Bandralta during this period have so far come
to light.



PAINTING IN BANGAHAL

I. INTRODUCTION

GEOGRAPHY

A moderately sized state, bounded, until its extinction at
the end of the eighteenth century, on the south by Mandi,
on the west by Kangra, on the north-west by Chamba, on
the north by Lahul and on the east and south-east by Kulu.
Capital: Bir.

SCENERY AND RELIGION

Unrecorded.

II. HISTORICAL NOTES

SOURCES

Barnes, G. B. and Lyall, J. B. Report of the Land Revenue
Settlement of the Kangra District, Punjab (Lahore, 1889),
16.

Griffin, L. H. and Massy, C. F. Chiefs and Families of
Note in the Punjab (Lahore, 1940), 1, 116-118.

Hutchison, J. and Vogel, ). P. History of the Panjab Hill
States (Lahore, 1933), 11, 491-493.

REIGNS AND PORTRAITS

Unconnected with other ruling families in the Punjab
Hills. Clan-name, Bangahalia. Family suffix, Pal.

¢.1710-¢.1725 PRITHI PAL (i)

The date of death, 1728, given by Griffin and Massy seems
to be wrong since Prithi Pal was murdered by his father-
in-law Stdh Sen of Mandi who himself died in 1727.
Relations with Mandi and Kulu: Despite marriage alliances
with both states, Bangahal was threatened by both, Prithi
Pal’s murder by his father-in-law at Mandi being followed
by war between Mandi and Kulu, in the course of which
Kulu took in much of Bangahal.

Son: Raghunath Pal.

c.1725-¢.1735 RAGHUNATH PAL (i)

Son of Prithi Pal.

With Kulu aid, warded off attacks by Mandi on the remain-
ing part of Bangahal still left to the family. Lost a little land
to Mandi.

Sons: Dalel (Dalip) Pal, Bhim Pal.

¢.1735-1749 DALEL (DALIP) PAL (i)

Son of Raghunath Pal.

Further encroachments on Bangahal by Kulu and Mandi,
leaving at the end only three small estates still with the
Bangahal family.

Son: Man Pal.

1749-¢.1770.  MAN PAL (iv)

Son of Dalel Pal.

Died on the way to Delhi while appealing to the Mughal
emperor. In his absence, Kangra annexed two and Guler
one of the three remaining estates, thus extinguishing
Bangahal.

Sons: Uchal Pal, Nihal Pal.

¢.1770-¢c.1800 UCHAL PAL (v)

Son of Man Pal.

A dependant at the court of Sansar Chand (xii, 1775-1823)
of Kangra who married one of his sisters in 1785. With
Kangra help, attempted 10 recover Bangahal land in Mandi.
Failed. His mother, with Nihal Pal, a refugee in Chamba
under Raja Raj Singh (viii, 1764-1794).

Sons: Ram Pal, Bahadur Pal, Jit Pal.

c.1800-1843 RAM PAL (vi)

Died childless.

His sister married to the Raja of Siba. The family granted a
tiny estate in Bir, by then part of Kangra.

1843-1854 BAHADUR PAL (vi)
Brother of Ram Pal.
Died childless.

II1 ano IV. PAINTING

Due to its steady decline throughout the eighteenth century
and ultimate extinction in ¢.1770, Bangahal does not seem
to have had any painting in the eighteenth century — the
absorption of its territory first by Kulu and later by Mandi,
Chamba, Kangra and Guler effectively precluding the
development of any local school. No paintings connected
with Bangahal or portraits of Bangahal rulers are so far
known. No literature.



PAINTING IN BASHAHR

I. INTRODUCTION

GEOGRAPHY

A large state, eighty-four miles long, sixty-two miles wide
on the eastern side, twelve miles wide on the western.
Bounded on the south by Tehri Garhwal and part of Keon-
thal, on the west by Kulu and four statelets, on the north by
Spiti and on the east by Chinese Tibet. Capital: Sarahan,
later Rampur.

SCENERY

Fraser (1820): describcs Bushahr shortly after the Gurkha
occupation and stresses the desolation caused by it (219).
Notes that at the time of his visit (1815), the capital,
Rampur, rose in tiers above the Sutlej. Rows of houses
were in ruins, there was a Gurkha fort, some Brahmin
houses were in good repair and finally ‘the Dewan Khaneh
or Hall of Audience was on the highest terrace. It bore the
marks of some degree of neatness and costliness, if not of
splendour: the wood work of the interior is well carved and
all around on three sides there are panels which contain the
remains of pictures in the Chinese taste and evidently the
work of a Chinese artist™ (254).

Gazetteer (1911): "The greater part of Bashahr lies within
the drainage area of the Sutlej, which runs from north-west
to south-west and has a total length within the State of
about 98 miles. Two immense mountain chains bound the
Sutlej drainage area on the north and south, both rising to
snow-clad peaks. The country is formed of a great mass of
mountainous spurs with very precipitous sides jutting out in
every direction from the main ranges, between which there
are narrow ravines or small rivers with sheer banks’ (1).

RELIGION

Apart from village godlings, the chief object of worship
is Kali — the official State worship being centred round the
temple of Bhima Kali at Sarahan. ‘Nothing was done by the
Raja or Wazirs without first consulting the oracle of the
goddess and, whenever a compact was entered into, it was
sworn to at the feet of Bhima Kali.’ Special features of
Bashahr religion are lavish sacrifices to Kali (Gazetteer,
25-32).

II. HISTORICAL NOTES

SOURCES

Anon. Punjab States Gazetteers, VIIIA: Simila Hill States,
1910, Bashahr State Gazetteer (Lahore, 1911).

Fraser, J. B. Journal of a Tour through part of the Himala
Mountains (London, 1820). Has the following notes on
Bashahr history:

‘It is to be regretted that the archives and records of the
state, as well as of the rajah’s family, were entirely des-
troyed by the Goorkhas. Thus nothing certain relative to
the origin of either came under our observation, or resulted
from our enquiries; but there is no doubt that the rajah is
descended from an ancient and noble Raajepoot family; it
is said from Chittore.

‘There always was an enmity between the houses of
Bischur and Cooloo which state frequently sent parties

across the Sutlej to the left bank and seized on different
tracts and states tributary to Bischur, building forts for the
purpose of maintaining them; and even now, though they
coalesced against their common enemy the Ghoorkhas,
their natural jealousy could not be suppressed, the soldiers
of Coolloo unwillingly yielding to Bischur the forts taken
by the combined troops from the Ghoorkhas and garri-
soned by them. It is also said that none of the families of
rank on the south side of the Sutlej will inter-marry with
those of Cooloo. With Sirmore, likewise, there were conti-
nual feuds and disputes, till the late rajah married a daugh-
ter of that house, when a friendly understanding took place.
Before the Ghoorkha invasion, a similar vexatious warfare
subsisted between Gurwhal and Bischur, which was only
terminated by the issue of that invasion and the destruction
the former state’ (269).

REIGNS AND PORTRAITS

Clan-name, Bashahria. Suffix, Singh. Historical informa-
tion is scanty and the Gazetteer gives no systematic
account of rulers or reigns.

Of the seventeenth century, Raja Kehri Singh is said to
have been the boldest and most successful — reducing to
tribute the Rajas of Sirmur, Garhwal, Mandi and Suket, as
also many Thakurs.

In the eighteenth century, Raja Ram Singh made Rampur
the capital and began a series of disastrous contests with
the Raja of Kulu. These were continued under his two suc-
cessors. At the close of the eighteenth century there was a
slight revival of prosperity under Raja Ugar Singh.

The Gurkha occupation of Bashahr from 1811 to 1815
led, as elsewhere in the Hills, to general havoc and destruc-
tion. During this time, Rampur and Sarahan were sacked
and the state papers and archives destroyed.

The remaining Rajas have been Mahindar Singh (1815-
1850), Shamsher Singh (1850-1887, delegated his ruling pow-
ers, alive in 1910), and Raghunath Singh (1887-1898).
Portrait: (1) Fig. 8(ix) (Kangra). Raja Ugar Singh (c.1770-
¢.1800) standing. Archer collection, London (formerly Lam-
bagraon collection. Kangra). Kangra, c.1780.

IMPLICATIONS FOR PAINTING

Due to paucity of materials, few inferences can be
drawn. It would seem, however, that in the eighteenth cen-
tury, relations with Kulu were particularly bad and that
towards the end of the century relations with Sirmur and
Garhwal were also very strained. If painting was practised
in Bashahr in the eighteenth century, therefore, it is
unlikely to have been influenced by styles of painting from
any of these States.

Although the destruction of the state records by the
Gurkhas does not necessarily mean that the State collection
of pictures, if any existed, was also destroyed, the fact that
no eighteenth century pictures have so far been forthcom-
ing from Bashahr may be due to Gurkha ravages. For
painting in the nineteenth century, see French ( 1931).

I1I. PAINTING: REVIEW OF
LITERATURE

1931
French, J. C. Himalayan Art (London, 1931), 95-97.
'l also photographed some frescoes in the palace at
Rampur-Bashahr, the capital of Bashahr State. . . . The



frescoes are in the Shish Mahal (*Glass House") built forty
years ago. At that time they covered the whole of the walls.
Now they have been obliterated with whitewash except for
a few fragments in the upper storey. Some of these are
interesting. They are half-life-size figures of Rama and Sita
and Krishna in a late Kangra Valley style, coarse but with a
certain vitality. Above them are painted some curious little
vignettes of sporting scenes and birds — a hawk striking
down a partridge, a heron catching a frog and a hunting-dog
retrieving a bird. These are all done with realism and a cer-
tain savage vigour, particularly the dog, which is instinct
with movement. . . . The contrast of subject in these paint-
ings illustrates the character of the Rajputs of the Hills.
Below is the cult of Hinduism — Krishna, Rama, and Sita:
above are blood sports.

‘Near the Shish Mahal is a Hindu temple with a fresco
painted in Tibetan style. The subject is a treaty between
Bashahr State and Tibet in the days of the Mogul Emperor.
It is interesting to find it side by side with the Shish Mahal
frescoes. Neither show the slightest sign of any influence
from the other. In Rampur Bashahr the art of the Hima-
layas and the art of the land beyond the Himalayas, of
Tibet and the Far East, meet with a crash.

‘Two marches beyond Rampur is Sarahan, the ancient
capital of the Bashahr State, There is an old palace there,
with sloping roofs and over-hanging eaves. To any one un-
acquainted with Hill architecture it would seem to show
Chinese influence. But of course there is nothing of the sort
there. It is in the style found in the Kangra Valley and in
the Chamba palace, except that it is in wood instead of
brick or plastered mud.

‘I met the Raja of Bashahr at Sarahan. He showed me his
collection of pictures, which were in the usual Kangra Val-
ley style. There were no old pictures. Their absence is due
to the fact that Sarahan was thoroughly looted by the Gurk-
has.’
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1951
Lal, Mukandi. ‘The Garhwal School of Painting’, Roopa
Lekha (1951) XXI11, no. 1, 33-34, pl. 26.
‘One such Nayika picture Manini (Plate 26) was dis-
covered in Rampur-Busher State.” In style, mid-nineteenth
century, under Garhwal or Kangra influence.

1959

Randhaws, M. S. Basohli Painting (Delhi, 1959, 70, pl.
17.

Discusses a Ramayana series (Kulu, nos. 1-5) from the
collection of Raja Raghbir Singh, Shangri and notes of one
example:

“This painting and a number of others illustrating the
events from Aranya kanda and Kishkindha kanda are in a
different style from others in Raja Raghbir Singh's collec-
tion. Paintings in this style have also been collected from
Rampur-Bushahr, on the ieft bank of the Sutlej in Hima-
chal Pradesh.’

The Kulu style in question is derivative from Kahlur
(Bilaspur) and if indigenous to Bashahr may have reached it
from Bilaspur direct. No further information given.

IV. PAINTING: CATALOGUE
AND RECONSTRUCTION

No paintings securely connected with Bashahr by prove-
nance or distinctiveness of style have so far come to light.



PAINTING IN BASOHLI

I. INTRODUCTION

GEOGRAPHY

An important state, twenty miles long by fifteen miles
wide, bounded on the south by Lakhanpur, on the west by
Jasrota, Bhadu and Mankot, on the north-west by Ban-
dralta, on the north by Bhadrawah, on the east by Chamba
and on the south-east by Nurpur. Founded as an offshoot
from Kulu in the eighth century. Capital, Vallapura
(Balawar, Balor) until c.1630; after that, Basohli. Original
home of the family, Mayapuri (Hardwar).

SCENERY

Vigne (1842): 'Bissuli contains a large but slovenly-looking
bazaar: and the place would hardly, as far as I could judge,
be worth the traveller's notice, were it not for the baronial
appearance of the palace of the old Rajahs, which 1 thought
the very finest building of the kind that I had seen in the
East, Its square turrets, open and embattled parapets,
projecting windows, Chinese-roofed balconies and moat-
like tank in front, presented a general appearance which,
without entering into specific detail was sufficient to
remind me of some of the most ancient red brick structures
of my own country. When viewed at the distance of a few
miles from the path to Jamu, it rises in relief from the dark
masses of the lower range, with a grandeur that I thought
not inferior to that of Heidelberg; whilst, with reference to
more general effect, the line of snowy peaks which are seen
peering over the mountains immediately around it, are suf-
ficient to render its relative position incomparably superior’
(I, 171-172).

Drew (1875): ‘Basoli was the seat of one of the Rajaships
between which the low hills were divided before Jummoo
swallowed up so many. A large building still remains that
was the palace; it is now unkept and almost deserted. The
town had already decayed but for the settlement in it of
some busy Kashmiris, who by their trade of weaving bring
some prosperity.

‘Basoli is one of several places in the low hills, being at
the edge of a wood that is seldom disturbed, where the red
monkey abounds; the monkey, being respected by the Hin-
dus and protected by the laws, has here come to be most
bold, so he invades the town in great numbers, clambering
over the palace walls and scampering across the chief open
space of the town and often enough doing mischief.

‘A day's march to the northward is Balawar, which is the
oldest seat of the rulers who afterwards went to Basoli. It is
at the foot of a brushwood-covered spur of hill and has
beneath it a bouldery river-bed a mile or more wide. There
are remains of towers and walls that protected the place,
some towards the jungle, some at the edge of the cliff that
overhangs the stream-bed and there is an old gateway at the
top of the slope that gave access from below. These, as
well as the Mahal, that is to say palace or mansion, the
remains of which show it to have been substantially built
though not large, were the work of the Balawar Rajas. One
other building there is that still has repute; this is an old
Shivdwara, or Hindu temple, much ornamented with carv-
ings, in the sandstone that is the material for all the build-
ings. Of this temple one side has fallen and the rest seems
ready to follow, while the remnants scattered about of
columns and other pieces of masonry show that the build-
ings were formerly more extensive; the space around the
temple is now all shaded by large banyan trees. Balawar, as
at present inhabited, is no more than a village’ (84-85).

French (1931): ‘Basohli is magnificently situated on a steep
hill on the right bank of the Ravi, the river which runs

beside Chamba town. Boldly though the town stands out
across the river, it is dominated by the great fortress-
palace, which in turn is overhung by the citadel, like an
eagle’s nest. The scene is framed by the high mountains
just at the back and above them in the sky are the snows of
Kashmir. At Basohli the Ravi is not quite the boiling tor-
rent which it is at Chamba but still it is dark with snow-
water and as fast and rough as the hardiest traveller can
wish for. . . . Basohli is a beautiful old place, perched on a
small plateau on a hill-top. At the end of the town is the
usual open space nowadays a park and football ground and
formerly a parade and polo ground. The other side of it is
the palace of the old rajas, with a magnificent old watertank
with carved stone sides to the left and the citadel towering
over it on the hill to the right.

‘The position of Basohli on a steep hill, girt with rocky
precipices overlooking a broad and swiftly flowing river,
crowned by one of the loveliest palaces in the Hills (for
such was Basohli a hundred years ago) and the whole scene
framed in the Himalayan snows, justified its claim to be
one of the Seven Wonders of the Hills. But while the work
of nature is unchanged, the work of man has altered’ (39-
43).

Visited by W.G.A.,, M. S. Randhawa and Mulk Raj
Anand, March 1960. During this visit, we also met Pahda
Kunj Lal, descendant of the Basohli royal physicians, then
aged about ninety. For an account of a previous visit by
Randhawa in October, 1957, including two views of
Basohli as it now looks, see Randhawa (1958). A further
view Is given in Randhawa and Galbraith (1968), 121.

RELIGION

Until the mid-seventeenth century, the cult of Shiva and
the Devi seems to have been the dominant religion in Bas-
ohli state. Bhupat Pal (i, 1598-1635) constructed at Basohli
a new Shaiva temple, the Nilkanth Mahadev and Sangram
Pal (ii, 1635-1673) is believed to have favoured another
Shaiva temple. Under Sangram Pal, ardent Vaishnavism
reached the state, leading to the adoption of Vaishnava
tilak marks by this ruler and his half-brother and successor,
Hindal Pal. No new temples to Vishnu, Rama or Krishna,
however, appear to have been erected or endowed and
under Kirpal Pal (iv, 1678-1693) and his immediate succes-
sors, Dhiraj Pal and Medini Pal, the practice of wearing
Vaishnava tilak marks was discontinued in favour of the
former custom of Shaiva ones. Ardent Vaishnavism, none
the less, persisted and it is possible that marriage alliances
with Vaishnava-minded families, such as those of Mankot
and Guler, may have strengthened allegiance to the cult.
Apart from conventional worship, pilgrimages to holy
places by members of the royal family seem to have been
normal. Hardwar, a former seat of the family, was favoured
and in accordance with practice elsewhere, it was there that
the ashes of various Basohli rulers were immersed.

II. HISTORICAL NOTES
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REIGNS AND PORTRAITS

With Kulu, Bhadu and Bhadrawah, an offshoot from a
family originally settled at Hardwar (Mayapuri), Kulu
founded first; later a younger branch (cadet) of the Kulu
house founded Basohli. Descendants of all four families
still claim association with Hardwar (HV). Clan-name,
Balauria. Suffix, Pal.

1598-1635 BHUPAT PAL (i)

Born 1573. Age at death 62,

Contemporary of Raja Jagat Singh (1619-1646) of Nurpur.
Imprisoned (1613-1627) by Mughal emperor Jahangir as a
result of intrigues by Jagat Singh who occupied Basohli and
garrisoned it with a Nurpur army.

External affairs: On death of Jahangir, Bhupat Pal released
from prison, 1627. Expelled Nurpur garrison, invaded and
conquered Bhadu and Bhadrawah and exacted tribute. Con-
quered Kashtwar, 1628. Invaded Chamba and annexed
some territory. Plundered Nurpur.

Relations with Mughals: Was apparently on unusually close
terms of friendship with Shah Jahan, KS stressing that he
‘received a robe of honour’ from him. The ‘robe of honour’
may explain the wearing by Basohli rulers from Sangram
Pal (ii) to Dhiraj Pal (v) of jamas which were tied, Muslim
fashion, on the right-hand side. It is also possible that the
large pendant worn on the chest by certain Basohli rulers,
including Medini Pal (vi) may have been a gift to Bhupat
Pal from Shah Jahan. Shah Jahan is said to have never for-
given Jagat Singh of Nurpur for murdering Bhupat Pal in
Delhi in 1635 (KS).

Internal affairs: Founded Basohli town and made it the
state capital.

Marriages: Kashtwar, Chanehni.

Sons: Sangram Pal (by Kashtwar Rani); Hindal Pal (by
Chanehni rani).

Appearance: ‘An exceedingly powerful man, of great stat-
ure, credited with the ability to rub out the letters on a
rupee with his fingers. Daily consumption of food 16 seers
of rice and one goat’ (HV).

Religion: Brought the Nilakantha Mahadev idol from
Kashtwar and installed it in a new Shiva temple at Basohli.
Portrayed with shakta tilak marks.

Portraits: (1) Fig. 12 (Mankot). Bhupat Pal standing. Man-
kot Raj collection, Chandigarh Museum. Mankot, c.1690.
(2) Unpublished. Bhupat Pal holding a sword and lotus
flower. Inscribed in takri characters: raja biluria bhupat pal.
National Museum, New Delhi. Mankot, ¢.1690.

(3) Randhawa (1965), fig. 1. Bhupat Pal smoking. Karan
Singh collection, Jammu. Basohli, c.1780.

(4) Randhawa (1958), fig. 3. Bhupat Pal tendering homage
to Shah Jahan. Basohli Raj collection, Pahda Kunj Lal,
Basohli. Basohli, ¢.1800.

1635-c.1673 SANGRAM PAL (ii)

Son of Bhupat Pal by his Kashtwar rani. Born 1628.

Seven years old at accession. Summoned to imperial court
at Delhi, 1640, when 12 years old. Shown to the royal ladies

BASOHL1 17

who praised his handsome looks. Remained at Delhi one
year. Friend of Dara Shikoh (son of Shah Jahan).

External affairs: Basohli a strong and powerful state. 'The
Vansavali states that Sangram Pal waged war with
Kashtwar, Guler, Kahlur (Bilaspur) and Nurpur; and
“plucked their realm from the Chambials”. He fought
twenty-two battles in all of which he was victorious and he
married twenty-two times but left no issue’ (HV). The
Nurpur menace finally ended by an alliance of Hill states
and subsequent defeat of Nurpur, 1641. Feud with Chamba
on account of border claims, c.1660-c.1670. Loss of Bhadra-
wah and some border territory to Chamba.

Marriages: Much married but details unrecorded; left seven
ranis all of whom became sati.

Sons: No male issue. (But perhaps female, since the
Chamba Gazetteer records the marriage of a daughter to
Raja Chattar Singh of Chamba, q.v.).

Religion: Associated with the Shaiva temple of Trilochan
Nath Mahadev, Basohli (K. Goswamy, 1968). Portrayed
with Vaishnava tilak marks. Introduced ardent Vaishnav-
ism to Basohli.

Portraits: (1) 11(ii) (Basohll). Sangram Pal seated. Hodgkin
collection, London. Basohli, ¢.1685-1690.

(2) Randhawa (1965), fig. 2. Sangram Pal seated. Karan
Singh collection, Jammu (formerly Basohli Raj collection,
Pahda Kunj Lal, Basohli). Basohli, ¢.1780.

c.1673-¢c.1678 HINDAL (HINDOL) PAL (iii)
Half-brother of Sangram Pal. Son of Bhupat Pal by his
Hiuntal (Chanehni) rani and, on account of this, named
Hintal, which in popular use, became Hindal (KS).

Born 1633, Was only one year old when his mother died.
Was treated harshly by his step-mother and spent the early
years of his life under enforced detention in the palace.
Was reared by a wet-nurse. Aged about 40 years at his
accession. Reigned for five years (KS).

Marriage: Kangra.

Religion: Portrayed with Vaishnava tilak marks.

Portraits: (1) Fig. 23 (Mankot). Hindal Pal standing holding
a flower. Chandigarh Museum, Mankot Raj collection.
Mankot, ¢.1700 or later.

(2) Hutchison and Vogel (1916), pl. 2. Hindal Pal seated.
Central Museum, Lahore, D.105. Basohli, c.1780.

c.1678-1693 KIRPAL PAL (iv)

Son of Hindal Pal.

Born 1650. Reigned for fifteen years. Died aged forty-three
(KS).

External affairs: None recorded but see Chamba and Kulu
and note on character.

Marriages: Two ranis; the first from Bandralta, the second
(his favourite), from Mankot (KS).

Sons: Dhiraj Pal, Ratan Pal.

Character: Religious (devoted both to Shiva and to
Vishnu), a scholar and patron of art and learning — a man-
uscript of the Sushrata (a treatise on medicine) completed
for him in 1688, stating: ‘Raja Sri Kirpal Pal, as his name
shows, is kind-hearted. He is a scholar of the Dharma
Shastras and is a devotee of Vishnu. He is a great warrior
and does not spare his enemies on the battle-field’ (Ran-
dhawa (1959), 38). A second treatise on medicine, the Cha-
raka, illustrated with paintings, was completed for him in
the same year, 1688 (KS). Portrayed with Shaiva tilak
marks.

Artists: Devidasa of Nurpur (see Basehli, no. 15), from
whom he commissioned a ‘third" Rasamanjari, completed in
1695, one to two years after his death.

Portraits: (1) Khandalavala (1958), fig. 58. Kirpal Pal smok-
ing attended by a fan-bearer and hookah-tender. Inscribed
in takri characters: biluria kirpal. Khandalavala collection,
Bombay. Mankot, c.1680.

(2) Fig. 16 (Mankot). Kirpal Pal seated smoking attended by
two maid-servants. Chandigarh Museum, Mankot Raj col-
lection. Mankot, ¢.1690-1700.

(3) Fig. 10 (Mankot). Kirpal Pal seated. Dogra Art Gallery,
Jammu. Mankot, ¢.1690.

(4) Randhawa (1959), pl. 3. Kirpal Pal smoking, attended
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by a fan-bearer and hookah-tender. Dogra Art Gallery,
Jammu (formerly Basohli Raj collection, Pahda Kunj Lal,
Basohli). Basohli, ¢.1685-1690. Captioned ‘Medini Pal' but
same person as (1)-(3).

(5) Hutchison and Vogel (1916) pl. 2. Kirpal Pal seated.
Central Museum, Lahore. Basohli, ¢.1780.

(6) Fig. 11 (i) (Basohli). Kirpal Pal smoking with two atten-
dants. LeRoy Davidson collection, Los Angeles. Basohli,
c.1685-1690.

1693-¢.1722 DHIRAIJ PAL (v)

Son of Kirpal Pal. Born 1670 (KS).

External affairs: Treaty of friendship with Udai Singh
(¢.1690-1720) of Chamba, quickly followed by friction and a
minor war involving the succession to Guler. In the last of
a series of wars with Chamba, Dhiraj Pal was killed in
battle by Ugar Singh, ‘soon after Udai Singh's death’ (HV).
[HYV interpret ‘soon after’ as 1725 but it could equally well
be 1722 or even 1721, a date which would more accord with
his own and his son's appearances in portraits. They admit
that ‘the exact date of his death is not known'. KS's rival
claim that he was killed by Ugar Singh of Chamba in 1703
seems contrary to Chamba history and if accepted, would
make him only 33 years old when he died. This is belied by
his comparatively old appearance in portraits. It is signifi-
cant that, contrary to his usual practice, KS refrains from
noting Dhiraj Pal's age at death.]

Character: Like his father, Kirpal Pal, a learned man who is
supposed to have ‘collected the eighteen Puranas’ and
arranged for their frequent recitation (KS).

Religion: Portrayed with Shaiva tilak marks.

Son: Medini Pal.

Portraits: (1) Fig. 7 (Kahlur). Dhiraj Pal seated, attended
by a page. Archer collection, London. Kahlur (Bilaspur),
¢.1700-1710.

(2) Randhawa (1959), pl. 2. Dhiraj Pal smoking. Chandi-
garh Museum. Mankot, ¢.1700-1710.

(3) Randhawa (1965), fig. 3. Dhiraj Pal seated. Karan
Singh collection, Jammu (formerly Basohli Raj collection,
Pahda Kunj Lal, Basohli). Basohli, c.1780.

1722-1736 MEDINI PAL (vi)

Son of Dhiraj Pal.

Eight years old at his father’s death (HV, KS). Taking this
to be in 1722, he was born, therefore, in 1714. During his
minority, his affairs were managed by his uncle, Mian
Ratan Pal and the wazir, Harkha (KS).

Marriage: to a daughter of Dalip Singh of Guler, sister of
Govardham Chand of Guler.

[Assuming he was sixteen years old at the time, this wed-
ding could have taken place in 1730. Since Govardhan
Chand was married to a sister of Medini Pal (‘Balauria
rani’), it is possible that these two weddings may have
occurred in the same year. If so, they might well have bear-
ing on the ‘Basohli’ Gita Govinda series, dated 1730 (see
no. 18)].

External affairs: Invaded Chamba, 1735 and regained some
border land.

Date of death: HV and KS agree that this was in 1736 by
which time he would have been twenty-two — an age sup-
ported by portrait (3) where he is shown with a slight beard.
There seems no ground for accepting KS’s claim that he
revenged his father’s death by killing Ugar Singh.

Sons: Jit Pal, Vikram Pal.

Religion: Portrayed with Shaiva tilak marks.

Artists: Manaku of Guler (see no. 18).

Portraits: (1) Fig. 17 (Basohli). Medini Pal smoking, a dog
beside him. National Museum, New Delhi. Basohli, ¢.1730.
(2) Fig. 11 (Jammu). Medini Pal seated with a lady. Mehta
collection, Ahmedabad. Jammu, ¢.1730.

(3) Fig. 19 (Basohli). Medini Pal standing with a hawk. Pri-
vate collection. Basohli, ¢.173S.

(4) Hutchison and Vogel (1916), pl. 2. Medini Pal smok-
ing. Central Museum, Lahore. D.107. Basohli, c.1780.

(5) Randhawa (1965), fig. 4. Medini Pal smoking. Karan
Singh collection, Jammu (formerly Basohli Raj collection,
Pahda Kunj Lal, Basohli). Basohli, ¢.1780.

1736-1757 JIT (AJIT) PAL (vii)

Son of Medini Pal.

Assuming Medini Pal to have been married in 1730 and for
Jit Pal to have been born later the same year, his age at suc-
cession must therefore have been six.

Sons: Two sons by different ranis — Amrit Pal, Bikram
Pal, born in same year, 1745, Since Amrit Pal was born in
1745 and he was twelve years old at Jit Pal's death, Jit Pal
may be presumed lo have married at the age of fifteen in
1745. Age at death twenty-seven.

Religion: Portrayed with Vaishnava tilak marks.

Character: "A very brave ruler.” Re-unnexed Bhadu which
had become separated from Basohli, but himself came
increasingly under the influence of Jammu.

Portraits: (1) Randhawa (1965), fig. S. Jit Pal seated with a
falcon. Karan Singh collection, Jammu (formerly Basohli
Raj collection, Pahda Kunj Lal, Basohli). Basohli, ¢.1780.
(2) Fig. 23 (Jammu). Jit Pal seated with his rani and ladies
inspecting falcons. Archer collection, London. Jammu,
¢.1750.

1757-1776 (1778) AMRIT PAL (viii)

Son of Jit Pal.

Born 1745. Succeeded at age of twelve. Reigned for
nineteen years (KS).

Accepted an astrologer’s prediction that he would die at
Banaras: accordingly abdicated in favour of his son, Vijay
Pal, lived there for a year as a sannyasi (ascetic), visited
Kurukshetra, 1778 (Goswamy, private communication,
1969), died at Banaras aged thirty-three (32, KS), ashes
immersed at Hardwar, 1778.

Marriages: (1) at age ol fourteen, in 1759, 'in the house’ of
Ranjit Dev of Jammu (KS), (2) a daughter of Abhaya
Chand of Kuangra (KS). Of these two ranis, the first com-
mitted sati at his death, the second predeceased him.
External affairs: Dominated by Ranjit Dev (1735-1781) of
Jammu. Resided much at the Jammu court, "often going and
staying with his father-in-law, Ranjit Dev' (KS). With
Jammu support, expanded Basohli state by acquiring parts
of Chamba, Bhadrawah and Jasrota. Permitted by Jammu
to absorb Lakhanpur and Bhadu. At Jammu direction,
invaded Chamba in 1774, Furthered Jammu supremacy by
assisting wars against Kashtwar and Bhadrawah.

Internal affairs: Built or extended the great Basohli palace.
Due to diversion of trade from the Punjab Plains following
the Persian and Afghan invasions and collapse of Mughals,
Basohli prospered. Tolls levied on merchants passing
through.

Sons: Vijay (Bijai) Pal, born 1763 by the Kangra rani; a
second son, born 1765, died as a child, by the Kangra rani;
Jaswant Pal, born 1769, by the Jammu rani.

Character: Like Kirpal and Dhira) Pal, reputedly learned
and scholarly. Lauded in the vansavali as an ideal ruler,
devoutedly religious, who maintained firm order. His reign
‘the golden age of Basohli’, but perhaps in the sense that
tolls on merchants increased the State revenues while
Jammu protection ensured its safety (HV).

Artists: Nainsukh, Ranjha (Goswamy, 1968).

Religion: On accession, granted land to a Brahmin, 1758.
Accompanied by the artist, Nainsukh, made a pilgrimage to
Jagannath (Puri) via Hardwar, 1763 (Goswamy, 1968).
Further pilgrimages, 1776-1778. Portrayed without tilak
marks.

Portraits: (1) Randhawa (1965), fig. 8. Amrit Pal on a ter-
race leaning on a sword. Karan Singh collection, Jammu.
Basohli, ¢.1780.

(2> Randhawa (1965), fig. 6. Amrit Pal standing in a gar-
den and leaning on a sword. Dogra Art Gallery, Jammu.
Basohli, ¢.1770.

(3) Randhawa (1965), fig. 7. Amrit Pal standing on a ter-
race and leaning on a sword. Goenka collection, Calcutta
(formerly Lambagraon collection, Kangra). Basohli, ¢.1770.
(4) Fig. 26 (Basohli). Amrit Pal seated with Dalel Singh of
Jammu. Formerly K. N. Kalia collection, London. Basohli,
¢.1775.

(5) Listed Vogel (1909), D.11. Amrit Pal. Inscribed in
nagari characters: sri raja ambrat pal balauria da. Bhuri



Singh Museum, Chamba (by exchange with Central
Museum, Lahore). Basohli, ¢.1780.

(6) Fig. 8(xiv) (Kangra). Amrit Pal seated with a pandit
or court official. Lambagraon collection, Kangra. Kangra,
¢.1760-1770.

(1) Fig. 57 (Jammu). Amrit Pal seated with Ranjit Dev
and Dalel Singh of Jammu. Lambagraon collection, Kangra.
Jammu, ¢.1760.

(8) Fig. 63 (Jammu). Amrit Pal seated. Chandigarh
Museum. Jammu, ¢.1765.

1776-1806 VIJAY (BLJAIL) PAL (ix)

Son of Amrit Pal by his Kangra rani.

Born 1763. Succeeded at age of thirteen (twelve KS).
Reigned for thirty years.

External affairs: Basohli still nominally subordinate 1o
Jammu but due to Sikh inroads, Jammu control weakening.
Continuing friction with Chamba due to border disputes,
leading to the invasion of Basohli by Raj Singh of Chamba,
capture and sack of Basohli town, resumption by Chamba
of border areas and levy of a war indemnity of one lakh of
rupees, 1782, Following the Chamba conquest, Vijay Pal
called in the Sikhs as ‘Protectors’. Forster remarks (10
April 1783): ‘In the ferry boat were two Sicques going to
the fort, of which a detachment they belonged to had taken
possession in consequence of being called in to the assis-
tance of the Bissouly Chief. Though this be the result of
every connection made with the Sicques, the infatuated
mountaineers never fail to seek their aid when engaged in
war. A bordering Chief (Raj Singh of Chamba) had invaded
the Bissouly districts, plundered the inhabitants and burned
their villages before any opposition was made. The Sicques
were called in to repel the enemy and defend the fort of
Bissouly, but after performing the required service they
became pleased with their new situation and refused to
relinquish it" (I, 270-271). On the death of Raj Singh of
Chamba in 1794, Vijay Pal again tried to get back the
border areas. Repulsed by Jit Singh of Chamba and forced
to pay a further indemnity.

Marriages: (1) 1783, at the age of twenty, to a daughter
(born 1769) of Dalel Singh, second son of Ranjit Dev of
Jammu; (2) 1788, to a princess (born 1771) from Mangalpur,
Punjab Plains; (3) 1792, to the daughter (choti jamuwal
rani) of Ram Singh of Jammu, perhaps the third son of Bal-
want Singh, fourth brother of Ranjit Dev (Jammu gq.v.).
The last two marriages took place after the death of the
first Jammu rani, 1787.

Sons: Mahendra Pal (by the first Jammu rani); Tegh Singh
(by a concubine).

Daughters: Three, of whom one was married in Bandralta.
Death: Aged forty-three (forty-two, KS).

Character and religion: ‘Like his father, a follower of the
old faith (i.e. Shiva and Vishnu) and also of the Devi. Gave
to many charities. Very generous. Settled two Gujarati
scholars in Basohli. Induced many Kashmiri pandits to
settle there. Used to visit Delhi and Lahore’ (KS).

Artists: Ranjha (Goswamy, 1968).

Portraits: (1) Randhawa (1965), fig. 9. Vijay Pal standing on
a terrace. Karan Singh collection, Jammu. Basohli, ¢.1780.
(2) Fig. 29 (Basohli). Vijay Pal with ladies. Basohli, ¢.1800.
Same person as in (1).

1806-1813 MAHENDRA PAL (x)

Son of Vijay Pal by his first Jammu rani. Born 1784 (KS).
External affairs: Peace treaty with Jit Singh of Chamba,
1806. Maharaja Ranjit Singh (Sikh) replaces Jammu as
sovereign of the western hills. Basohli becomes tributary to
Lahore. Mahendra Pal is required to visit Lahore regularly.
Death: Died at Amritsar, 1813, while returning from a visit
to the Sikh court. Age at death, about thirty.

Internal affairs: Extended the Basohli palace, adding the
Rang and Shish Mahals. Embellished the Rang Mahal with
murals, KS noting that ‘though the palaces are now ruined,
pictures of every kind of nayaka executed according to the
Koka Shastra and Sundar Singar are still present’.
Marriage: In the house of Raja Ajib (Ajab) Singh (Dev) of
Jasrota (KS).
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Son: Bhupendra Pal, born 1806 (KS). a second son, born
1810, died as a child.

Character: 'Very handsome and fond of good living' (KS).
Artists: Ranjha (Goswamy, 1968).

Portralts: (1) Randhawa (1965), fig 10. Mahendra Pal smok-
ing under a canopy. Karan Singh collection, Jammu. Bas-
ohli, ¢.1800.

(2) Listed Gupta (1922), D.109. Mahendra Pal smoking.
Central Museum, Lahore. Basohli, ¢.1800.

(3) and (4) Noted by Kahan Singh: *One portrait (of Mahen-
dra Pal) is in the house of Baru Brahmin of Basohli; the
second is in the house of Kunj Lal where there are portraits
from Raja Bhupat Pal to Raja Kalyan Pal in an unbroken
series. It is entered about this second portrait that “this pic-
ture was prepared on the occasion of the durbar in connec-
tion with the festivities of Basant Panchami, 1803 ' (i.e.
before his accession (KS)).

1813-1834 BHUPENDRA PAL (xi)

Son of Mahendra Pal. Born 1806. Succeeded at age of
seven. Regency of his mother, the Jasrotia rani, aided by
four wazirs, one of whom, Zalim Singh, was grandfather of
Thakur Kahan Singh Balauria (historian). Required like his
father to attend the Sikh court at Lahore or Adinanagar.
Collaborated with Sikh forces. Died 1834 also at Amritsar
while returning from the Sikh court. Age at death, twenty-
eight.

Marriage: A daughter of the Raja of Bhoti.

Son: Kalyan Pal (posthumous).

Artists: Ranjha (Goswamy, 1968, 1969; also no. 30).
Portraits: (1) Listed Gupta (1922), D.110. Bhupendra Pal
seated on a stool. Central Museum, Lahore. Basohli,
c.1815.

1834-1836 (1857) KALYAN PAL (xii}

Son of Bhupendra Pal. Born 1834 (two months after his
father's death).

Phase I: 1834-1836: Regency of his grandmother, the Jas-
rota rani. Believing that Ranjit Singh (Sikh) would annex
the state, endeavoured to secrete the Raj jewels and other
valuables through her Brahmin advisers. In this way, the
latter obtained much property, including the royal collec-
tion of pictures. On Mian Lajan Singh (grand-uncle of Kai-
yan Pal) reporting this to Ranjit Singh, he was made Regent
but was murdered, 1836. Ranjit Singh then intervened,
annexed Basohli and gave it as an additional jagir to Hira
Singh (son of Dhian Singh and favourite of Ranjit Singh
and already jagirdar of Jasrota).

Phase I1: 1836-1844: Basohli an estate first of Hira Singh
and later of his uncle, Suchet Singh. Administration
through former Basohli officials under supervision of
Gulab Singh (Ranjit Singh's governor in Jammu). Kalyan
Pal continues to reside with his mother in the Basohli
palace.

Phase II1: 1844-1846: Hira Singh and Suchet Singh killed,
1844. First Anglo-Sikh war, 1845-1846. The state officials
expelled the Sikh garrison from Basohli and installed Kal-
yan Pal, then 11 years old. Under the Treaty of Amritsar
(March, 1846), Basohli along with other Hill states between
the Ravi and the Indus was transferred to Gulab Singh of
Jammu (from then on, independent Maharaja of Jammu and
Kashmir). Kalyan Pal deposed but granted a pension of
Rs 3,000 a year. Allowed to continue living at Basohli.
Phase IV: 1846-1857: Declined to marry Gulab Singh’s
daughter. Married daughter of the Raja of Sirmur (Nahan),
1850 later, the daughter of Raja Apurab Singh Mankotia
(living as a refugee at Salangri in British territory, Kangra
district). Died, without issue, 1857. End of the Basohli line.
Phase V: 1857 onwards: After Kalyan Pal's death, his
widow, the Mankot rani, continued to live in the Basohl
palace on a pension from Jammu. After her death, the
palace was abandoned.

Note: The appropriation of royal possessions by the Brah-
mins of Basohli in the years 1834-1836 is of crucial impor-
tance for the identification of Basohli painting. As ascer-
tained by Randhawa, the ancestors of Pahda Kunj Lal were
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physicians to the Basohli royal family and it was these who
secured the royal collection of pictures during the general
dispersal. The family collection of Pahda Kunj Lal was,
therefore, to a great extent the Basohli royal collection. For
pictures from this collection, see catalogue and reconstruc-
tion. Substantial parts of the collection reached (1) the
Dogra Art Gallery, Jammu, through the agency of Bakshi
Ghulam Muhammad (Chief Minister of Jammu and
Kashmir) to whom they were presented by Pahda Kunj Lal,
and (2) the Karan Singh collection, Jammu, also as a gift
from Pahda Kunj Lal. Dr. Karan Singh, formerly Yuvraj of
Jammu, was State Governor at the time this gift was made.
Both parts of the collection were examined in Jammu by
W.G.A., M. S, Randhawa and Mulk Raj Anand, 1960, and
again by W.G.A. in 1970.

IMPLICATIONS FOR PAINTING

Personality of rulers

Despite the existence of a history in Urdu by Kahan
Singh Balaurnia, details of Basohli rulers are, in general, as
sketchy as those of other Rajas. Two early rulers, however,
emerge as possible patrons of painting. The first is Sangram
Pal (ii, 1635-1673), much married, successful in war and
with intimate experience of the Mughal court of Shah
Jahan. His adoption of Vaishnavism, perhaps in the middle
years of his reign, may have been encouraged by contacts
with Rajasthani rulers during visits to the imperial court at
Delhi. The example of Rajasthani Vaishnava painting,
especially in Mewar, may thus have contributed to the first
appearance of painting in Basohli. The second important
early ruler is his next-but-one successor, Kirpal Pal (iv,
c.1678-1693). Although reacting against Sangram Pal's
strong Vaishnava bias, Kirpal Pal was scholarly and reli-
gious and may thus have strengthened the Basohli court as
a cultural centre. A dated series of pictures, executed at the
end of his reign, proves him to have been an actual patron.

From 1722 onwards until the end of the house in 1836, all
seven Basohli rulers were minors when they succeeded,
and only one lived beyond the age of thirty-one. As a con-
sequence, strong feminine influences must have been oper-
ative for at least five to ten years in every reign. Since the
Vaishnava cult often appealed more to the palace ladies
than to the men, this circumstance might explain the
increasing production of paintings on Vaishnava themes.

Relatlons with other states

Nurpur. Although suffering from the expansionism of Jagat
Singh of Nurpur in the early seventeenth century, Basohli
freed itself of Nurpur influence in 1641 and from then on,
the two states remained on consistently friendly terms.
Apart from a minor incident in c.1700, no further wars are
recorded. This existence of cordial relations in the second
half of the seventeenth and throughout the eighteenth cen-
turies may explain the presence of the Nurpur artist Devi-
dasa at the Basohli court in the sixteen-nineties (no. 15 g.v.)
and later, of further artistic influences and exchanges.

Kulu. As an offshoot of Kulu, Basohli stood in a special
relation to ils parent state. Inter-marriages were impossible
but since the two courts were not adjoining, territorial rival-
ries did not exist and cordial and close relations were the
rule. The adoption of Raghunath (an image of Rama) in
¢.1650 as the ruling god of Kulu state coincided with the
rise of ardent Vaishnavism under Sangram Pal of Basohli.
Traditional ties between Kulu and Basohli may explain the
emergence in Kulu of Basohli-like painting and the deputa-
tion of one or more Basohli painters there.

Jammu. Until the early eighteenth century, Jammu was
split between its rival halves — Jammu (Bahu) and Jammu
proper. It was, therefore, inferior to Basohli in influence
and prestige. Its union under Dhrub Dev and its rise to
prosperity under Ranjit Dev, however, coincided with a run
of boy rulers in Basohli and from 1750 onwards Basohli
became increasingly a Jammu appendage. As a result, it fre-

quently aided Jammu in war but also profited from Jammu
support. Basohli's role as junior ally of Jammu was
cemented by the marriages of Amrit Pal and his son Vijay
Pal to Jammu princesses. This close relationship between
the two states may explain the employment at Basohli of
the Guler-Jammu painter Nainsukh after the death of his
Jammu patron, Balwant Singh. The fact that members of
the Basohli court were constant visitors to Jammu would
have made this transfer easy.

Mankot. This state was an immediate neighbour of Basohli
and was all along on close and friendly terms. A significant
event was the marriage to Kirpal Pal of a daughter of Mahi-
pat Pal (c.1660-1690) of Mankot. This princess became Kir-
pal Pal's favourite rani and since the Mankot court was
strongly Vaishnava in outlook, she may have strengthened
this cult in Basohli. Her influence with Kirpal Pal may also
have led to the deputation of Basohli artists to Mankot and
the inoculation of the local Mankot style with Basohli-like
idioms. The existence of this tie and the fact that Mankot
seems to have specialised in portrait painting may account
for the comparative under-development of portraiture in
Basohli — local needs being possibly met from Mankot.
The persistence of close Mankot-Basohli relations is illus-
trated by the marriage in c.1850 of the last representative of
the Basohli royal family to a Mankot princess, living at
Salangri in Kutlehr, Kangra district.

Guler. Apart from a small war in c.1650 and a minor
incident in ¢.1700 relations between the two states were
uniformly close, intimate and friendly. In ¢.1730, this
friendship was cemented by a double marriage — Dhiraj
Pal's son, Medini Pal, marrying the daughter of Dalip Singh
of Guler and Govardhan Chand of Guler, son of Dalip
Singh, marrying the daughter of Dhiraj Pal. The induction
of a Guler princess as rani at Basohli may have had impor-
tant repercussions on painting. Under Dalip Singh, Guler
had become strongly Vaishnava in outlook and it is possible
that Medini Pal’s marriage may thus have introduced a
stronger Vaishnava element into Basohli court life. It is sig-
nificant that in contrast to his father, Medini Pal, Jit Pal
adopted Vaishnava tilak marks. Although no further inter-
marriages are recorded, relations remained close and this
may account for the persistent presence of Guler painters
at the Basohli court, first under Medini Pal and Jit Pal and
later under Amrit, Vijay and Mahendra Pal. For proof of
the presence of artists under the last three rulers, see Gos-
wamy (1968). In view of the strong family connection on
the female side, the subsequent adoption by Basohli of a
Guler-like style of painting need not occasion surprise.

Kangra. Apart from the marriage of Hindal Pal (c.1673-
1678) to a Kangra princess, no specially close relations with
Kangra are recorded until the mid-eighteenth century. The
marriage of Amrit Pal to a Kangra princess, daughter of
Raja Abhaya Chand in ¢.1762, may, however, have brought
the two courts into closer contact. Since the Kangra rani
was the mother of Vijay Pal (1776-1806), this might explain
Kangra influence in painting at Basohli in the years 1790 to
1805, and the presence of Kangra pictures in the Basohli
royal collection in the nineteenth century.

Chamba. With Chamba, Basohli was on consistently bad
terms, each state invading the other with sinister regularity
throughout the seventeenth and eighteenth centuries. With
only one early exception, there were no marriage alliances.
No influence on each other’s painting is likely, except at
second-hand or from loot.

Jasrota. No significant relations are recorded until the end
of the eighteenth century, though as states which were
adjacent to each other and were within the Jammu orbit,
some degree of contact must be presumed. Amrit Pal
expanded Basohli at the expense of Jasrota but with the
marriage of Mahendra Pal (x) to a Jasrota princess and his
premature death in 1813, Jasrota came to influence Basohli
affairs much more. The Jasrota rani acted as Regent, first



for her son Bhupendra Pal and later for her grand-son, Kal-
yan Pal. The appropriation of the Basohli Raj collection of
paintings by the royal physicians was possibly done at her
instance.

Kahlur (Bilaspur). Apart from minor wars in ¢.1650 and
¢.1700, Basohli and Bilaspur do not seem to have had any
important political or cultural contacts.

The Mughals. With the exception of Bhupat and Sangram
Pal, both of whom were regular attendants at the Mughal
court, the Mughals had little influence on Basohli life and
after 1650 no Basohli forces were involved in imperial cam-
paigns. The absence of strong Mughal influence may partly
explain the un-Mughal character of early Basohli painting.

The Sikhs. As in Jammu and its adjoining states, the Sikhs
interfered in Basohli politics from the seventeen-saventies
onwards, certain misls aiding Basohli against Chamba.
Their demands for tribute, however, do not seem to have
been excessive since Mahendra Pal (x) while accepting
Ranjit Singh’s sovereignty was none the less abie to expand
the Basohli palace. From about 1810, Basohli rulers were
required to attend on Ranjit Singh at Lahore. In 1836, Bas-
ohli was annexed and given as a jagir to various Sikh minis-
ters. Following the Anglo-Sikh war of 1845-1846, Basohli
was absorbed into Jammu. There is no evidence that Sikh
infiuence appreciably affected painting at Basohli in the
nineteenth century but Deviditta, grandson of Ranjha (a
Guler painter, who settled permanently in Basohli under
Vijay Pal) seems to have profited from the connection and
to have migrated first to Lahore and then to Patiala, both of
which were Sikh centres (Goswamy, 1968).

Bengal. Although certain book-covers of the seventeenth to
eighteenth centuries from Bengal have slight affinities with
early Basohli painting, there is no evidence of any close
cultural contacts between the two states. It is also far from
certain that Basohli royalty, when going on pilgrimage to
the Jagannath temple, Puri, Orissa, necessarily passed
through Bengal,

Tibet and Nepal. No cultural, political, social or religious
contacts are recorded.

Rajasthan and Central India. There is no evidence that
Basohli rulers or members of the Basohli court visited or
inter-married in these areas. Some contact with Rajput
royalty may, however, have been made during visits to the
Mughal capital, especially in the second and third quarters
of the seventeenth century and these, as well as a common
interest in Vaishnavism, may have introduced Basohli rul-
ers to Rajasthani and Central Indian painting.

III. PAINTING: REVIEW OF
LITERATURE

PERIOD ONE: 1909-1929

A period of great confusion — Coomaraswamy (1914,
1916, 1926) applying the terms ‘Jammu’, ‘Jammu district’,
and ‘School of Jammu’ to pictures which Ghose (1929a)
maintained had come from Basohli. Coomaraswamy
adduced no evidence of provenance; Ghose affirmed
provenance but did not prove it. The only writer providing
actual evidence of provenance was Gupta (1922). When the
period closed, Coomaraswamy’s ‘Jammu’ term had been
generally discarded; Ghose's term ‘Basohli’ had been
generally accepted. Apart, however, from nine pictures
cited by Gupta, it was still unclear which pictures had come
from Basohli and which had not.
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1909

Vogel, J. P. Catalogue of the Bhuri Singh Museum at
Chamba (Calcutta, 1909), 13.

‘I have seen collections of Indian pictures both at Nurpur
and Basohli which were once the seats of the Pathania and
Balauria Rajas respectively.” It is unfortunate that Vogel
did not state where, when, and with whom he saw these
pictures or what they were. Lists a portrait of Amrit Pal
(viii) of Basohli in the Chamba Museum.

1914

Coomaraswamy, A. K. ‘The Eight Nayikas', Journal of
Indian Art and Industry (October, 1914), XVI, no. 128,
111-112.

A first attempt at grouping.
‘The Pahari paintings fall into two main groups: those of
the Jammu district and those of the Kangra district. It must
be understood that these terms include many local styles
(e.g. Mandi and Guier belonging to the Kangra group) of
which the exact source cannot, as yet, be ascertained.’
Cites fig. 16 (Abhisarika Nayika) as an ‘example of the
Jammu district primitives. These are called “Tibati’ pictures
by Amritsar dealers but have nothing to do with Tibet'.
Republished Coomaraswamy (1916), pl. 27B: Coomaras-
wamy (1926) pl. 96 (309). See no. 16(1).

1916
Hutchison, J. and Vegel, J. P. ‘History of Basohli State’,
Journal Punjab Historical Society (1916), [V, no. 2, 77-97.
Publishes four portrait sketches of Basohli rulers in the
Central Museum, Lahore; Bhupat Pal, Hindal Pal, Kirpal
Pal, Medini Pal (reigns, i, ii1, iv, vi). Here regarded as from
Basohli and dated to the late eighteenth century.

Coomaraswamy, A. K. Rajput Painting (Oxford, 1916).

Following on 1914, distinguishes two styles of painting in
the Punjab Hills, a northern and a southern; the northern,
based on the modern district of Jammu (‘the school of
Jammu’), *'which may also be called the Dogra’: the south-
ern on the modern district of Kangra (‘the school of Kan-
gra’).

Classifies as ‘school of Jammu’ (1) all paintings not in
obvious ‘Kangra-Garhwal’ style: (2) all paintings containing
inscriptions in takri characters — a script which Coomaras-
wamy believed to be confined to the Jammu district.

Explains that the presence of takri inscriptions made it
possible to connect certain pictures with Jammu which
would otherwise have been *very difficult’, ‘chiefly because
they were originally described 10 me by certain dealers as
*Tibati’ pictures, a term which even now 1 do not under-
stand: perhaps Tibet is regarded as extending westward up
to the Punjab plains’.

On the basis of this grouping, cites the following points
as characteristic of ‘Jammu’ painting: very high horizons,
hot colouring, use of gold and silver, use of fragments of
beetles’ wings to represent jewellery, bold and massive
architecture, ‘extraordinary formulae” for trees, transparent
floating drapery, red borders, parts of the picture not infre-
quently projecting across them: above all, a curious wild-
ness and savage vitality comparable to Rajasthani painting
but ‘with more exaggeration and with a stranger physical
type involving large eyes and receding foreheads’. These
points were later claimed by Ghose (1929a) to be charac-
teristic of Basohli rather than of Jammu painting.

Reproduces twenty-one pictures as of the ‘Jammu’
school assigning many of them to the early part of the
seventeenth century, but adding that ‘some may belong to
the 18th, when, however, it seems that Kangra had become
a more important centre of production’.

Note: Although of pioneer significance, this treatment of
the subject by Coomaraswamy was, in fact, to bedevil
many later studies — the following criticisms being only
some of the more fundamental:

(1) The ‘modern’ districts of Jammu and Kangra are mis-
leading terms since they obscure the real stylistic units
which are the local Hill states as they existed in the 17th
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and 18th centuries. The Hill states did not form any stable
northern or southern groups, but had distinctive local
schools and cultures.

(2) The takri script is not confined to Jammu “district’ but is
used all over the Hills. Attributions merely on grounds of
takri inscriptions cannot therefore be sustained.

(3) Although evidence of provenance was cited in the case
of three pictures from Garhwal, (q.v.) no such evidence
was given for any of the 21 plates labelled *Jammu’.

(4) These 21 plates reveal such marked differences of style
that they are clearly products of several different states.
There is no ground for assuming that all of the states fall
within ‘'modern’ Jammu.

(5) Although the whole ‘Jammu district’ is throughout
treated as the source of the ‘Jammu school’, it is implied
that the court at Jammu itself was the main centre and only
in the case of some of ‘'the more peculiar works' —
‘stranger’ and ‘more bizarre' than any reproduced — is the
possibility conceded that they may derive from ‘the most
provincial of Dogra Rajput courts’. What these works are,
however, is not explained neither is the identity of the parti-
cular provincial courts hinted at.

(6) The Imperial Gazetteer is quoted as referring to the
states of Basohli and Kashtwar — east of Jammu with
independent Rajput chiefs — but no pictures are expressly
associated with them.

(7) No attempt is made to sub-divide the 21 pictures
labelled ‘Jammu® into different styles and it is not clear
which of them share all or most of the ‘Jammu’ characteris-
tics listed.

(8) Although the dealers’ term ‘Tibeti’ is quoted, no attempt
is made to define the particular kinds of picture to which
this term was commonly applied nor to ascertain from what
exact areas or places ‘Tibeti’ pictures were obtained.

(9) Basohli as a major source of painting is totally ignored.
(10) Of the 21 pictures illustrated, only pls. 33, 35A and 48A
are here accepted as Jammu and only the following two —
pls. 27B and 32B — as Basohli. For pl. 27B, see no. 16(1).
For pl. 32B, compare 10.

1917

Brown, P. Indian Painting (Calcutta, 1917), 52.

Brief and general; but firmly naming Basohli, along with
Nurpur, Chamba and Jammu, as a place other than Kangra,
where painting was practised in the Punjab Hills. No illus-
trations,

1919

Marshall, Sir J. Annual Report of the Director-General
of Archaeology in India, 1918-1919, Part I (Calcutta, 1921),
32.

A first clarification of the term 'Tibeti’ and a reference to
Basohli, taking it for granted, that it comprised a separate
and distinctive school.

‘The additions to the Archaeological sections of the Cen-
tral Museum, Lahore, consisted of . . . a series of old paint-
ings of the Basohli school, from his study of which the
Curator (S. N. Gupta) comes to the conclusion that (1) the
Basohli school is possibly of pre-Moghul origin and that (2)
the so-called “Tibeti' pictures are nothing but late produc-
tions of the Basohli school.’

The notion that ‘Tibeti' pictures were late, rather than
early, was to confuse much subsequent thinking. For the
term ‘Tibeti,” see Coomaraswamy (1916, 1926, 1927), Gupta
(1921, 1922), Ghose (1929a), Khandalavala (1958).

1921

Gupta, S. N. ‘The Making of the Moghul school of Paint-
ing', The Modern Review (Calcutta, October, 1921), 478.

‘Another type of paintings, both esoteric and secular,
which clearly demonstrates a pre-Moghul existence, may be
[ound chiefly in Basohli in the Punjab. The peculiar interest
attached to these paintings is that they relate closely to the
Nepalese school and indirectly suggests its descent from
the art of Ajanta. The Basohli paintings are very curiously
called Tibeti by the curio dealers in the Punjab and else-
where but they have no direct connection with Tibetan or

Nepalese paintings beyond the fact that the peculiar colour
scheme in bolh the types is very much the same.’

1922
Gupta, S. N. Catalogue of Paintings in the Central
Museum, Lahore (Calcutia, 1922).
A first and major step towards clarification.

Lists as from Basohli a series of six Tantric paintings
(K.39-44), in the Central Museum, Lahore, reproducing
K.41 (pl. X). "These represent different tantric manifesta-
tions of the goddess Durga. It is interesting to note that the
colour scheme of these paintings resembles to a certain
extent the colouring of Nepalese paintings. It is difficult to
ascertain with accuracy the date of these pictures. They are
of post-Moghul date but do not show any traces of Moghul
influence either in drawing or in colouring. The use of well
cut pieces of green beetle's wings for jewels in ornaments is
a peculiar feature in these paintings. c. 18th century’ (133).
See no. 1.

Attributes three illustrations of Bhanu Datta’s Rasaman-
jari (K. 31-33) in the Museum’s collection to ‘Basohli’ and
dates them ‘late 17th century’. (The grounds for these attri-
butions were subsequently explained by Gupta to Khanda-
lavala (1958), 64: ‘the find-spot was Basohli according to
the dealer who brought them'). K.31 is reproduced by Gray
(1949), pl. 97 (508). All three are here regarded as part of
the ‘third’ Rasamanjari series, by the painter Devidasa,
dated Basohli 1695 (Sastri, 1936). See no. 15.

Assigns to Basohli seven other pictures (1.21, 22 and K.
34-38) but gives no reasons.

Lists seven later portraits of Basohli rulers (reigns i, iii,
iv, vi, vii, x, xi). Here accepted as Basohli and dated to the
late eighteenth century.

1924
Gangoly, O. C. (editorial note). ‘Collection of Professor
William Rothenstein’, Rupam (1924), nos. 19 and 20, 134-
138.
Publishes an illustration from the ‘first’ Rasamanjari
(here assigned to Basohli) but terms it ‘Pahari, perhaps a
late copy of early Kangra'. See no. 4(xii).

The Rothenstein collection of Indian miniatures, includ-
ing this picture, was acquired by the Victoria and Albert
Museum, in the course of 1951, 1953 and 1958.

1926
Gangoly, O. C. Masterpieces of Rajput Painting (Cal-
cutta, 1926).
With Basu (1926), a further sign of gathering dissatisfac-
tion with Coomaraswamy'’s initial grouping and his odd neg-
lect of Basohli.

Explains that when Rajput Painting (1916) was published,
‘sufficient materials were not available to distinguish the
many sub-groupings of the Pahari or Hill schools’ but ‘in
the light of many new materials it has now been possible to
recognise the school of Basohli as a well-marked and
clearly differentiated branch of the Hill schools’. Regrets,
however, that ‘the nature of his letter-press’ prevents him
from enlarging on these new classifications.

Attributes to Basohli four pictures (pls. 19-22), distingu-
ishing them by ‘the types of their figures’ and ‘a vigorous
masculine style’. Does not state, however, why these some-
what general characteristics should connect the pictures
with Basohli and the fact that three are in quite different
styles serves further to befog the issue.

[Pl. 13 (assigned by Gangoly to Jammu) is here accepted
as Basohli (compare no 9). Pl. 19 is here assigned to Kulu,
pls. 20 and 21 to Mankot, pl. 22 to Jammu.]

Mehta, N. C. Studies in Indian Painting (Bombay, 1926),
49-50.
Publishes a Gita Govinda series in Kangra style, with dated



colophon from the Tehri Garhwal Raj collection. Reads the
date as 1830 and interprets the colophon as meaning that a
pious lady, "devoted to Vishnu', commissioned the series
from a male painter named Manaku.

[The discovery of this series was of no immediate signifi-
cance for Basohli painting but was later to prove relevant
when an extensive group of pictures from the ‘Basohli' Gita
Govinda (Ghose, 1929a) was acquired by the Central
Museum, Lahore, after the publication of Gupta's cata-
logue (1922), and was found to include a page with the same
dated colophon (Mehta, 1938, q.v.). See no. 18.]

Basu, R. ‘Mr. Ajit Ghose's collection of old Indian paint-
ings', The Modern Review (Calcutia, January, 1926), 43-48.
*After carefully going through the Rajput section of the col-
lection, we do feel with Mr. Ghose that the old classifica-
tion of Indian schools of painting requires revision. There
are styles of painting belonging to distinct schools which
meril separate recognition but have hitherto been grouped
together under the generic term of Pahari. One such school
which produced a great many fine works in quite a distinc-
tive style and is of great importance in the history of the
Pahari schools may be called the Basohli school from the
centre where it flourished.’

Coomaraswamy, A. K. Catalogue of the Indian collec-
tions in the Museum of Fine Arts, Boston: Part V, Rajput
Painting (Boston, 1926).

A cautious advance on the classification proposed in 1916
but obstinately unconvinced about Basohli.

States that ‘the paintings of the Punjab Himalayas fall
into two groups which up to now have been designated as
Jammu and Kangra. These designations, accurate as far as
they go, are retained in the present volume, but it may be
possible with more exact knowledge to classify some at
least of the Pahari paintings’ in more local terms.

Concedes that of the states east of the Ravi (the Jal-
landhar or Kangra group), paintings from Nurpur, Guler,
Kangra (the majority), Mandi and Suket are represented in
the Boston Museum’s collection and of the states in the
Dogra or Jammu group (west of the Ravi), Jammu (the maj-
ority) and Bandralta are included. Declines to attribute any
paintings to Basohli.

On the Basohli issue, notes that ‘it has been stated that
the so-called ‘Tibeti’ pictures (the Amritsar dealers’ name
for the pictures here classified as Jamwal, on which inscrip-
tions in takri characters are commonly found) should be
described as Balauria (Basohli) rather than Jammuali
(Jammu)'. Agrees that these ‘represent the oldest and most
peculiar type of Pahari art and the continuation of some
older tradition': but, none the less, holds that ‘it is more
likely that Jammu (not Basohli) is the main source’. Adds
that ‘Jammu and Kangra in the eighteenth century were by
far the most powerful and wealthiest of all the Hill States’.

Of the four portraits of Basohli rulers published by Hut-
chison and Vogel (1916), remarks that ‘as these are all a late
eighteenth — or early nineteenth-century — style, they can-
not be regarded as anything but copies of older portraits’.
Flinches from stating where they might have been done.

Note: Although this work describes and discusses Pahari
materials in greater detail than in Rajput Painting (1916), it
is still open to the same serious objections:

(1) Few, if any, grounds for dates and attributions are
given.

(2) Attributions to states other than Kangra or Jammu
appear to be based merely on portraits of state rulers.

(3) No attempt is made to define the term 'Tibeti' or to dis-
tinguish ‘Tibeti' style pictures from others loosely assigned
to ‘Jammu’.

(4) As in Rajput Painting, pictures attributed to Jammu dis-
close a great variety of different styles, thus making a com-
mon provenance unlikely.
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5 N_o evidence is adduced to prove what style of painting
was in facl possessed by Jammu or what pictures are in fact
connected with it.

(6) Of ten illustrations designated ‘Jammu’, the following
are here ascribed to Basohli:

Pl. 17 (162). Vishnu on a lotus. See no. 6(1).

P1. 92 (300). From the ‘third" Rasamanjari. See no. 15(8).
Pls. 92 (301, 93 (302, 303), 94 (304, 305), and 95 (306), 307).
From the “first’ Rasamanjari. See no. 4 (33-39).

PL. 97 (310). "The lady and the buck’. See mno. 5().

Pl. 96 (309). From a Nayaka Nayika series. See no. 16(1).

1927

Coomaraswamy, A. K. A History of Indian and Indo-
nesian Art(London, 1927).

Stoutly maintains his original grouping of Pahari paint-
ings into only two schools — Jammu and Kangra (with
Garhwal, as a Kangra offshoot). Repeats that Jammu was
the wealthiest and most powerful of the Dogra Hill States
(implying that on this account it was therefore the prime
source of painting).

Makes the following additional points:
(1) Many "Jammu’ pictures date from the earlier part of the
seventeenth century (no reasons cited).
(2) Apart from their style, many generally known to Amrit-
sar dealers as ‘Tibati’ pictures are recognisable by their
inscriptions in takri characers, ‘the peculiar illegibility of
which often baffles the most ardent student’.
(3) Cites as characteristic examples of ‘the Jammu school’ a
Ramayana picture, "The Siege of Lanka' (here assigned to
Guler), and a Bhagavata Purana picture, 'Krishna receiving
Sudama’ (here assigned to Kahlur (Bilaspur)).
(4) ‘Portraits of the Jammu school are mostly of the late
seventeenth and eighteenth century; rather splendidly com-
posed they present a strongly marked local physical type
with a retreating forehead: almost always we find fresh
flowers worn in the turbans, which is a practice confined to
the hills,” The portraits which Coomaraswamy may have
had in mind are here regarded as from Mankot and Ban-
dralta.

Continues to ignore Basohli as a possible source of any
local or distinctive style.

1929

Ghose, A. ‘The Basohli School of Rajput Painting'.
Rupam (January 1929), no. 37, 6-17, figs. 1-10, col. pls. 1, 2.

A first determined attempt to replace ‘Jammu’ by 'Bas-
ohli" as the prime centre of painting in the western Hill
States in the 17th and early 18th centuries.

Boldly states: ‘Most of the paintings which Coomaras-
wamy and others following him, have ascribed to Jammu, I
would identify as Basohli work.’

In support of this claim, advances the following argu-
ments:

(1) In his own ‘experience’, a large number of pictures
designated by him *Basohli’ have come not from Jammu but
from either Basohli or Nurpur (adjoining Basohli on the
south-east). Those from Nurpur owe their inspiration to
Basohli.

(2) ‘My personal investigations showed that a school of
painting did exist in Jammu but only in the nineteenth cen-
tury.’

(3) 'I have also ascertained that there is no tradition of any
earlier school of Hindu painting having flourished in
Jammu. On the other hand, an unbroken and almost univer-
sal tradition exists in the Hill States, including Jammu
itself, of there having been three great centres of art,
namely, Basohli, Kangra and Garhwal.

(4) 'There is no reason why this classification of the main
schools of Pahari painting should not be accepted or at any
rate why the claim of Basohli as against Jammu should not
be accepted.’

(5) The Ramayana series said by Coomaraswamy to be due
to the court artists of Jammu is known to have been
obtained in Guler and Ghose himself secured similar draw-
ings in Guler.
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(6) Takri inscriptions raise no presumption of a Jammu ori-
gin since not only Dogri (the dialect current in Jammu) but
Western Pahari employs takri characters.

(7) Reproduces 12 pictures — two in colour — which he
implies are Basohli in style and origin.

(8) Claims that special facial types, costumes, ornaments
and stylised trees — similar to the earliest Rajasthani Raga-
mala paintings — are peculiar to Basohli and Basohli alone.
(9) Claims that ‘the subject most favoured by Basohli paint-
ers was the representation of Ragamalas’, a subject ‘almost
unknown in the Pahari schools of the Kangra group'.
Ramayana and Krishna Lila subjects were also ‘beloved of
the Basohli painters’.

(10) Confirms that the dealers’ term ‘Tibeti' applies solely
to pictures from Basohli and means pictures having pieces
of beetle-wing cases applied as ornaments.

(11) Alleges that such ‘Tibeti’ pictures — among them the
Boston nayikas (Coomaraswamy, 1926) and the Lahore
Tantric Devis (Gupta, 1922) — are late derivations, ‘richo-
chetting off’ from the trne Basohli style. Maintains that ‘the
only purely Basohli type of paintings of importance in
which beetle wings are used are the Gita Govinda illustra-
tions’'.

(12) Queries the attribution to Basohli by Gupta (1922) and
Gangoly (1926) of the Lahore Museum ‘Flower-gathering’
(K.38) stressing that ‘while it shows strongly the influence
of the Basohli school’, it differs in important details.

(13) Cites col. pl. 2 (‘Prince embracing two girls’) as “typical
of the best qualities and the defects' of Basohli painting.
(14) Claims that in the Gita Govinda series (col. pl. 1) "the
Basohli painter has produced aesthetic effects unknown to
all other Pahari artists’.

(15) Asserts that while ‘it is not possible to differentiate the
individual details of such purely local schools as Nurpur,
Kangra and Guler, it is impossible to confound Kangra
painting with Basohli painting’.

(16) Refers in a postscript to a picture from a Rasamanjari
series said to have a colophon dated Basohli 1675. ‘Need-
less to say that the picture is in the typical Basohli style and
is probably another leaf of the Rasamanjari pictures in the
Lahore Museum and in my own collection’.

Note: While the general effect of these arguments is to
demolish ‘Jammu' as the chief centre of the ‘non-Kangra’
style, they can hardly be said to establish Basohli securely
in its place.

(1) Ghose cites his own ‘experience’ but does not say when,
where or what it was. If it consisted of local enquiries in
Basohli and Nurpur, when and from whom were these
made? Which particular pictures does he know to have
come from these places? How does ‘a Basohli picture
found in Nurpur® differ from ‘a Nurpur picture inspired by
Basohli*? No details cited.

(2) ‘Personal investigations® in Jammu are referred to, but
again no details are given. Since certain eighteenth century
pictures can now be securely connected with Jammu (q.v.),
Ghose's investigations there can hardly have been very
thorough. No names of informants are given.

(3) If a tradition existed of there having been three great
centres of art, namely Basohli, Kangra and Garhwal, where
and among whom did this tradition exist? Local princes,
courtiers, landlords, merchants, painters, villagers — who?
No details given.

(4) Even if ‘Jammu’ is replaced by ‘Basohli’, the term is still
vague and general and we are no nearer a precise identifica-
tion of local styles.

(5) The case of the Guler Ramayana pictures weakens Coo-
maraswamy's ‘Jammu’ position but does not help us to sub-
stitute Basohli in its place.

(6) The same applies to the argument from takri.

(7) Twelve pictures are reproduced but none are unequivo-
cably stated 1o have come from Basohli or to have been
painted there.

(8) Details given of facial types, costumes, ornaments and
stylised trees, comparable to the early Rajasthani ragama-
las. are not necessarily confined to Basohli.

(9) Ragamala, Ramayana and Krishna Lila subjects occur

in many Hill States besides Basohli and Ragamala and
Ramayana subjects are not, in fact, the chief Basohli sub-
jects.

(10 and 11) The term "Tibeti' is of crucial help in determin-
ing true Basohli pictures and Ghose's definition greatly
clarifies it. To label 'Tibeti’ pictures as (1) late and (2)
untypical of Basohli, however, is to miss the main point.
Later research (Sastri, 1936) shows that the dated Basohli
Rasamanjari is in "Tibeti' style and of the late seventeenth
century, and the Gita Govinda, cited by Ghose as earlier, is
in fact, eighteenth-century.

(12) If the Lahore ‘Flower-gathering’ is influenced by Bas-
ohli but is not Basohli, of how many other pictures may not
the same point be made?

(13) Col. pl. 2, referred to as a Rasamanjari ts in fact a
Ragamala picture. No proof is offered that it is, in fact, a
Basohli picture.

(14) The Gita Govinda is admittedly in a distinctive style
but it is by no means unrelated to other Basohli pictures.
(15) While it may be impossible to confound Kangra paint-
ing with Basohli painting, Basohli itself had a Guler phase
in the second half of the eighteenth century and Guler
painting itself was influenced by Basohli. Discussion of
styles must be linked to periods and the basic need, as
much for Basohli painting as for Kangra, is ‘to differentiate
the individual details which separate purely local styles'.
(16) The date of the Basohli Rasamanjari series referred to
is mis-reported — the correct date being Samvat 1752, A.D.
1695 (Sastri, 1936). What is more, it is not in Ghose's "typi-
cal Basohli style’ but in the ‘Tibeti’ style which he regards
as ‘untypical’.

To sum up: Although Ghose's article succeeds in stressing
Basohli's importance as a vital centre of painting, it pro-
vides few firm grounds for identification.

It over-hastily atiributes to Basohli many pictures in
patently different styles and thus merely perpetuates,
though in a different form, the basic confusion created by
Coomaraswamy’s first grouping. Since only two of Coo-
marswamy's 21 ‘Jammu’ plates are truly Basohli, it is no
more helpful to call them ‘Basohli’, as Ghose does, than it
had been to label them ‘Jammu’.

Of twelve pictures published by Ghose, only three are
here accepted as Basohli:

Col. pl. (p.6). From the 1730 Gita Govinda series. See no.
18.

Fig. 7. 'The Devi rides in state’. See no. 2.

Fig. 9. ‘Jasoda with the baby Krishna'. Compare 10.

For the remaining nine illustrations, see Chamba, Man-
kot, Kulu and Nurpur.

As a resull, the problem of deciding exactly what pic-
tures were painted in Basohli and what, in fact, Basohli
painting was, remains as confused as before.

PERIOD TWO: 1929-1958

A period of considerable advance marked by two impor-
tant events. The first was the publication by Sastri (1936) of
the final illustration from the "third' Rasamanjari and of its
colophon mentioning Basohli as the place of execution and
A.D. 1695 as the date. This provided firm proof of Ghose's
thesis (1929a) that Basohli had been an important centre of
painting. It was, however, unfortunate that the remaining
examples of this series in Sastri’s possession were not pub-
lished until twenty-two years later, i.e. in 1958. The second
important event was the discovery by Mehta (1938) that the
‘Basohli’ Gita Govinda, first published by Ghose,
possessed a colophon which gave the name Manaku and
the date A.D. 1730. Much of this colophon, involving the
identities of the patron and artist, was 10 prove a source of
great controversy (see Archer (1963) where its various
stages are summarised and discussed). The date - 1730 -
however, provided a seemingly fixed point for later discus-
sions. No place of execution was recorded but it was later
learnt from Gupta (Khandalavala, 1958, 1966 q.v.) that the
many examples of the series in the Lahore Museum had
been obtained by a dealer in Basohli. All these were clear



gains. Due, however, to continuing ignorance of develop-
ments in other centres of painting in the Hills, much of the
confusion of Period One was perpetuated. Many non-
Basohli pictures continued to be ascribed to Basohli and the
name ‘Basohli’ remained a blanket term for almost all Hill
painting in a non-'Kangra-Garhwal’ manner.

1929

Ghose, A. 'The Schools of Rajput Painting’, Roopa
Lekha (April, 1929) no. 2, 8-9.

‘Pahari painting flourished in the seventeenth and eigh-
teenth centuries and possibly in the sixteenth century in
Kashmir; but the centre of the art was at Basohli and not at
Jammu. The paintings assigned by Coomaraswamy (o
Jammu in reality belong to either Kangra or to Basohli; the
majority to Basohli.’

Illustrates a page from the ‘Basohli’ Gita Govinda series
and terms it ‘a very fine example of the Basohli work of the
seventeenth century’. For the correct date of this series
(1730), see Mehta (1938), Archer (1963).

1930
Smith, V. A. A History of Fine Art in India and Ceylon
(Oxford; 2nd edition, revised by K. de B. Codrington,
1930). No references to painting in Basohli. Pl. 159 from the
‘Basohli’ Gita Govinda series (Ghose, 1929a) but captioned
‘Pahari School, 18th century’. See no. 18.

1931
French, J. C. Himalayan Art (Oxford, 1931).
A general account of Hill painting based on tours in the
nineteen-twenties.

States that ‘all the paintings which have hitherto come
from Basohli have been in the ancient primitive style’ but
does not say which they are. Adds that ‘there used to be
painters at Basohli who continued to work in the primitive
style long after the chief Kangra artists had acquired the
Mogul technique'. Evidence?

Describes a brief visit to Basohli in April 1930 where he
hoped ‘to find traces of the work of these artists’. Found a
stock of pictures at a ‘skin-merchant’s shop’. ‘He had no
drawings of the primitive type which is nowadays asso-
ciated with the name of Basohli but only examples of the
Kangra Valley School of the early nineteenth century and
later’.

Describes the Basohli palace, then in ruins, and the only
remaining murals, ‘some floral designs’. For the Kangra
Valley phase of Basohli painting, see nos. 24-30.

1933

Hutchison, J. and Vogel, J. P. History of the Panjab Hill
States (Lahore, 1933), I, 613.

Notes that ‘in the collection of miniatures in the Lahore
Museum, the Balaurias are well-represented, as it contains
portraits of seven Basohli rulers’ (names listed). Gupta
(1922) q.v.

1936

Sastri, H. Indian Pictorial Art as developed in Book-
illustration (Baroda, 1936), 8, pl. 6.

Publishes, with colophon and final illustration, the first
dated Basohli series to come lo light: an illustrated copy of
the Rasamanjari of Bhanu Datta executed by the painter
Devidasa for Raja Kirpal Pal at Basohli in Samvat 1752
(A.D. 1695). See no. 15(1).

Entitles the series a Chiftarasamanjari (‘a Rasamanjari of
the heart’) since ‘this name is clearly written on one of the
leaves which is now with me’. Goswamy has pointed out,
however, that this is actually a mis-reading, since the words
Chitrarasamanjari (‘an llustrated Rasamanjari’) appear on
the top of one of the leaves, formerly in Sastri's possession,
see 15(v) (Goswamy, private communication, 1969). Notes
that there were originally 130 paintings in the series but that
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'lhey are now unfortunately scattered on account of their
having been sold to different persons. Dealers gave them
the funny name of ‘Tibati’ paintings’. Adds that ‘a few are
exhibited in the Government Museum at Lahore and also in
the State Museum at Srinagar, Kashmir'. For a picture in
the Lahor.e Museum (K.31), generally accepted as being a
part of this series, see Gray (1950), pl. 97 (508). For other
exarlnsples, see Khandalavala and Chandra (1958). See also
no. 18.

1938

Khandalavala, K. Indian Sculpture and Painting (Bom-
bay, 1938), 60-61, col. pl. X.

*The most important of the Pahari kalams are, on the one
hand, Basohli and, on the other, Kangra, with its off-shoot
Tehri Garhwal. The Basohli kalam is in striking contrast to
that of Kangra and most other Pahari work. It stands in the
same relation to the great output of Pahari work as the
early Ragamalas stand to Rajasthani painting.’

‘There seems to be an inter-relation between Guzerati
manuscript illustration, the early Ragamalas and Basohli
painting, the last of which, though later in point of time,
seems to have remained uninfluenced by the Moghul
School.’

Col. pl. X 'The forest fire'. See no. 8.
Fig. 107 here assigned to Kulu.

In view of Khandalavala's later insistence (1958) on the
dominant part played by Aurangzeb-period Mughal painting
in precipitating Basohli painting, this early denial of Mughal
influence is of special interest.

Mehta, N. C. Contribution to a number of The [lus-
trated Weekly of India (1938): summarised Khandalavala,
Pahari Miniature Painting (1958), 83-84.

A first announcement that the *Basohli’ Gita Govinda
series (Ghose, 1929a) possessed the same colophon as a
Gita Govinda series in Kangra style in the Tehri Garhwal
Raj collection (Mehta, 1926). Corrects his reading of the
date in the colophon from 1830 to 1730 and interprets the
artist Manaku as a woman. For a review of this and subse-
quent discussions of the colophon and its meaning, see
Archer (1963).

1945

Mehta, N. C. 'A New Document of Gujerati Painting’,
Journal Indian Society of Oriental Art (1945), X111, 39.

“There is a magnificent version of the Gita Govinda with
the Tehri darbar, examples of which were reproduced in
my book, Studies in Indian Painting. Another very remark-
able version is the one painted by Manaku in the Basohli
style and exhibited in the Lahore Museum. This particular
version has raised several intriguing questions. The author-
ship of the paintings is claimed by Manaku, a woman
painter, who claims to have produced the illustrated edition
in the year 1787 samvat or 1730 A.D.’ Discussed Archer
(1963).

1946

Khandalavala, K. ‘Some paintings from the collection of
the late Burjor N. Treasurywala’. Marg (1946), 1, no. 1, 51,
54.

“The Basohli school is characterized for its archaic
vigour, schematic treatment of trees, bold hot colouring, a
marked intensity of facial expression (which is partly
effected by the unusual rendering of the eyes) and narrow
horizons on the top of the picture. Many Basohli miniatures
have real beetles’ wings (shining green particles) employed
in the jewellery worn by the figures. The finest Basohli
school miniatures reach a high level of aesthetic merit and
are imbued with a primitive vitality which is rarely to be
found in other schools of Indian miniature painting. Today
Basohli is little more than a neglected village but once 1t
appears to have been the centre of a style of painting which
has influenced many other local Pahari styles.’
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1948

Goetz, H. ‘The Coming of Muslim cultural influence in
the Panjab Himalaya®, India Antiqua (Leyden, 1948), 161.

Proposes a Rajastani origin for Basohli painting in the
early seventeenth century. ‘Likewise was '‘Basohli’ paint-
ing first introduced from Rajputana (Amber and Bikaner?)
and preserved its original character through most of the
seventeenth century until with the decline of Mughal supre-
macy (about 1700) the local taste gained the upper hand.’ If
Mewar and Malwa are substituted for Amber and Bikaner,
Goetz’s intuition accords with Coomaraswamy's early
recognition of Rajasthani and Central Indian affinities.

Gray, B. Rajput Painting (London, 1948).

Stresses the similarity of the Basohli style to that of early
Rajasthani ragamalas.

Cites as examples of Basohli painting:
(1) the Rasamanjari series dated Basohli, 1695 (Sastri,
1936).
(2) Some undated Basohli miniatures in the William
Rothenstein collection, in the Lahore Museum, the Tagore
collection and eilsewhere — ‘in a strikingly individual style,
rich and pompous in spite of monotony of composition and
lack of suppleness’.
(3) The Gita Govinda series dated 1730 (Ghose, 1929a, b),
‘embellished for a Basohli ruler, Medini Pal, by a painter
who gives his name as Marnaku’,
Note: There is no reference to Medini Pal or to Basohli
in the colophon, the patroness being a lady, Malini, of
unspecified court (see Archer, 1963).
(4) Col. pl. 1. *A situation’. Prince on a bed embracing two
girls. Illustration to Raga Vinoda (not, as stated, to a Rasa-
manjari). Here regarded as Mankot.

1949

Khandalavala, K. ‘Review of Basil Gray, Rajput Paint-
ing', Marg (1949), 111, no. 2, 54.

Discusses the colophon of the Basohli Gita Govinda
series, 1730, holding that the artist was a male painter
unnamed and that Manaku was the name of his patroness.
Discussed Archer (1963).

Mehta, N. C. ‘Some Notes on Pahari Paintings’, Roopa
Lekha (1948-1949), XX, no. 2, 75-80.

Condones the use by Coomaraswamy of the term 'school
of Jammu’ on the ground that he 'did not have the advan-
tage of knowing at first hand the somewhat inaccessible
places in the Hills' and was ‘not conversant with the phase
of painting which had flourished in Basohli and in Chamba’'.
[llustrates two "Basohli’ pictures, here assigned to Mankot
(q.v.).

1950

Gray, B. ‘Painting’, The Art of India and Pakistan (Lon-
don, 1949), 99-100, 126-129, pls 97-102, 104-107.

Reviews the evidence for Basohli painting, as then avail-
able but with some mistakes of detail.

On the origins of Basohli painting, has the following
remarks: ‘It is difficult to resist Dr. Goetz's conclusion
(1947) that Basohli painting was first introduced from Raj-
putana and preserved its original character through most of
the seventeenth century in both the hill states and those of
the plain of the Rajputs, wherever Mughal influence was
not overwhelmingly strong. There would thus have been a
continual movement between these different states, which
may yet have supported a local school with its own modifi-
cations of the general style. This would not imply that the
style of the hills was not to some extent different. The Bas-
ohli style, as we know it, may have been current over a
much wider area of the hills and it possesses a vigour which
cannot be matched in the plains in the later seventeenth
century. Although the drawing is lacking in delicacy, this is
not a folk art but a tradition handed on by professional
painters working at the same courts of the Rajas.’

Of pictures illustrated the following are here accepted as
Basohli:

Pl. 97 (508). From the °third’ Rasamanjari, dated Basohli
1695. See no. 15(2).

Pl. 99 (509). From the ‘second’ Rasamanjari. Sce no 10(i).
Pl. 100 (506). ‘Radha reaching up for curds’. See no. 13.

PlL. 101 (521) ‘Radha and Krishna on a hillside’. See no. 20
Pl. 102 (522, upper, lower). From the ‘Basohli" Gita
Govinda of 1730, styles | and 11. See no. 18.

Mehta, N. C. ‘Manaku, the Pahari painter’, Roopa I.ekha
(1950), XXI1, no. 1, 34-36.

Re-interprets the colophon of the Basohli Gita Govinda
series, 1730 — inclining to the view that Manaku was a
male artist and his patroness a lady of the ‘princely house
of Basohli'. Discussed Archer (1963).

Werner, A. Indian Miniatures (New York, 1950).
Col. pl. 18. From the '‘Basohli' Gita Govinda series tstyle
1[). See no 18.

Mehta, N. C. 'Notes on some Rajasthani and Pahuri
Paintings’, Roopa Lekha (1950), XX{, no. 2, 9.

Reproduces a picture (here regarded as Mankot, ¢.1720)
with the following comment, indicative of how 'Basohli’
painting was, by now, being regarded: 'Plate no. 5§ shows
the great Shiva, the lord of the mountains, wearing the
necklace of skulls and bearing a hooded cobra coiled round
his arm. Gauri seems to be smearing the forehead of her
Lord with some paste and an attendant is carrying a chaplet
of lotus blooms. The scene is laid in some mountain cavern
and the whole treatment is elemental, direct and even grim.
This is a picture perhaps of Basohli — one of the most vital
and original of all the schools of the Western Himalayas.
What peculiar cultural conditions were responsible for the
strikingly original modes and manners of Basohli pictures,
it is difficult to say. For the time being it is necessary to
classify the material available of all these numerous schools
in Rajasthan and in the Western Himalayas and study them
as the vital expression of an epoch, related not so much to
the patronage of the local princes as to the deep cultural
urge of the artists and the people themselves.’

1951

Goetz, H. 'The Background of Pahari-Rajput Painting,
Roopa Lekha (1951), XXII, no. 1, 1-16.

‘The reigns of Sangram Pal (1636-73), Dhiraj Pal (1693-
1725) and Medini Pal (1725-1736) formed the Golden Age
of Basohli and also of the Basohli style of painting. Early in
the eighteenth century they became subject to Jammu, but
with a fair measure of autonomy and under Amrit Pal
(1757-76) even controlled Chamba and Bhadrawah. During
the reign of Bijai Pal (1776-1806), the state was systemati-
cally looted by Sikh free-booters and in 1836 ultimately
became a fief of Suchet Singh, brother of Gulab Singh, the
founder of Jammu and Kashmir State.” Pl. 5. View of the
Basohli palace.

A perceptive summary, marred, however, by wrong dates
and by the curious omission of Kirpal Pal (¢.1678-1693) as
an important patron.

Chakravarti, N. P. "Was Manaku a Pahari Painter?’,
Roopa Lekha (1951), XXI11, no. 1, 17-21.

Interprets the colophon of the Basohli Gita Govinda
series, [730, maintaining that Manaku is the name, not of
the artist, but of his lady patron. Discussed Archer (1963).

PL. (opp. p. 17). Page from the series, 'The union of Krishna
and Radha,” bearing the colophon inscribed on the picture’s
surface. See no. 18.

Mehta, N. C. Editorial Note to Chakravarti, Roopa
Lekha (1951). )

Stresses that Manak (or Manaku) was well-known in
Tehri as a male artist's name and that Chakravarti's inter-
pretation could certainly not be said to have put an end to
the controversy regarding Manaku. Discussed Archer
(1963).



1952

Archer, W. G. Indian Painting in the Punjab Hills (Lon-
don, 1952), 5-15.

Considers that, despite the contributions of Marshall
(1919), Gupta (1922), Ghose (1929a), Sastri (1936) and
Mehta (1938), painting in Basohli still raises difficult issues
and that "while a bold Basohli style remarkable for its
savage intensity’ can be isolated, the exact connection of
particular pictures with Basohli can still only be surmised.

Mis-assigns to Basohli two illustrations (figs. 8, 9) from a
Nayaka Nayika series, here regarded as Kahlur (Bilaspur),
and a portrait of Mian Mukand Dev (fig. 42), now regarded
as Jasrota.

The following are here accepted as Basohli:
Fig. 5. 'The Devi enthroned’. See no. 3.
Fig. 6. The final illustration (colophon page) from the *third’
Rasamanjari, dated 1695. See no. 15(1).
Fig. 7. From the *first’ Rasamanjari. See no. 4(xii).
Fig. 10. From the 'Basohli' Gita Govinda of 1730. See no.
18.
Fig. 15. “The arrival of the chariot’. See no. 22(xiv).
Fig. 23. ‘Krishna rescuing the sleeping Nanda'. See no. 22
(1).

1953

Khandalavala, K. ‘Balwant Singh of Jammu — a patron
of Pahari painting’, Bulletin Prince of Wales Museum Bom-
bay (published 1953), no. 2, 71-73.

Stresses that Basohli painting at its very inception was ‘a
complete and well-developed synthesis’ and connects its
emergence in Basohli in about 1680 with the migration there
of ‘an artist of high sensibilities, trained in the Mughal
school of Aurangzeb but conversant with the art renais-
sance in Rajputana’. Denies any folk-style influences but
concedes that influences from Nepal may possibly have
played a part.

1954

Goetz, H. 'The “Basohli’’ Reliefs of the Brahmor Kothi,
c. A.D. 1670°, Roopa Lekha (1954), XXV, no. 1, 1-12, figs.
1-7.

Argues that Basohli painting began in the early to mid-
seventeenth century as a result of two strong rulers (Bhupat
and Sangram Pal) and strong influences from Rajasthan.
Assumes that the 1695 Rasamanjari series must have been
preceded by other work for at least several decades. Con-
nects a panel of wooden reliefs at the Brahmor Kothi,
Chamba state, with this early phase of Basohli painting
(Chamba, q.v.).

Kramrisch, Stella. The Art of India (London, 1954).
Col. pl. VI. 'The lady and the buck’. See no. 5(i).

1955
Zimmer, H. The Art of Indian Asia (New York, 1955; ed.
J. Campbell), I1.
Pls. C.14 and C.15 attributed by Campbell to Basohli but
here regarded as Mewar and Chamba respectively.

1956
Randhawa, M. S. The Krishna Legend in Pahari Painting
(New Delhi, 1956).
Col. pl. 11. ‘The dance of Krishna and the gopis’. Cap-
tioned Basohli but here regarded as Mankot (q.v.).

Randhawa, M. S. ‘Kangra Artists’, Roopa Lekha (1956),
XXVII, no. 1, 4-10.

Includes a genealogy (corrected) of the artist Nainsukh
of Guler and of his elder brother Manaku. Since this is the
only Manaku known to have practised as an artist in the
Punjab Hills and later investigations by Goswamy (1968)
have shown that Nainsukh himself worked, at one time, at
Basohli, this particular Manaku is here accepted as the
‘Manaku® of the ‘Basohli’ Gita Govinda series of 1730
(Krishnadasa, 1961; Archer. 1963). For further discussion,
see no. 18.
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Archer, W. G. Indian Painting (London, 1956), 14.

Expresses the view that ‘until the second half of the
seventeenth century, the Punjab Hills in Northern India
haq possessed more than thirty Rajput princedoms but not
a single school of painting. In 1680, however, a style of pri-
mitive sophistication suddenly developed in the tiny hill
state of Basohli (plate 13). Its vivid burning colours and
wild distortions had close affinities with painting in
Udaipur and it is possible that Udaipur artists were in fact
responsible for bringing it to the Hills. At Basohli, the
inspiration was again the cult of Krishna and as a result
there was yet again an upsurgence of poetic romance.’ For
a revised statement of this position, see no. 1 below.

Col. pl. 13. "The lady and the buck’ (Kramrisch, 1954).
See no 5(i).

1957

Archer, W. G. The Loves of Krishna (London, 1957),
104-107.

Re-discusses the origins of Basohli painting, simplifying
and re-stating the Udaipur theory (Archer, 1956). Stresses
that *Udaipur painting cannot, however, have been the only
source for even in its earliest examples Basohli painting had
a smooth polish, a savage sophistication and a command of
shading which suggests the Mughal style of Delhi’. Pro-
poses that "a series of influences determined to a great
extent by Raja Kirpal Pal's political contacts, his private
journeys and individual taste and, above all, by an urge to
express his feelings for Krishna in a novel and personal
manner may account not only for a new style but a special
choice of subject-matter’,

Stresses that in the two Rasamanjari series then known

— the ‘first’ in the Boston and Victoria and Albert
Museums, dateable to ¢.1680 and the ‘third’ dated 1695
(Sastri, 1936) — a secular poetic text was given a strongly
Vaishnava bias by portraying the nayaka (lover) in the form
of Krishna.
Note: This point is, in fact, true only of the *first” of these
series and not of the ‘third'. For revised views on the
origins of Basohli painting and on the roles of Sangram,
Hindal and Kirpal Pal, see below.

The following plates are here accepted as Basohli:
Pl. 10. 'The forest fire". See no. 8.
Pls. 26, 27. From the 1730 Gita Govinda series. See no. 18.
PI. 30. From the ‘first’ Rasamanjari. See no. 4(xii).
Pl. 31, *Radha reaching up for curds’. Mis-captioned "Radha
extinguishing the lamp’. See ne. 13.

Archer, W. G. "‘Romance and Poetry in Indian Painting’.
Birdwood Memorial Lecture, Journal Royal Society of Arts
(1957), CV, no. 5014, 909-919.

Traces the development of Basohli, Guler. Kangra and
Garhwal painting in the eighteenth century. Most of the
views expressed, however, must now be revised.

Fig. 1. ‘Lady at her toilet”. See ne. 9(1).

1958

Khandalavala, K. and Chandra, M. "The Rasamanjari in
Basohli Painting’, Lalit Kala (dated 1956-1957 but published
1958), nos. 3 and 4, 26-38. .

Supplements Sastri (1936) by publishing in facsimile the
colophon of the ‘third’ Rasamanjari (no. 15) dated Basohli
samvat 1752 (A.D. 1695) by Devidasa, together with the
following illustrations from the series, formerly in Sastri's
possession: )
Fig. 1. 'Krishna approaching Radha’s chamber’, bearing the
dated colophon on the reverse (Sastri, 1936; Archer, 1951
See no. 15(1).
Fig. 2. "Rama leaving Sita for the forest’. See no. 15@v).
Fig. 3. 'A bearded gallant approaching his mistress’s cham-
ber’. See no. 15(v). )
Col. pl. A.*A lady welcoming her lover on a hot afternoon’.
See no. 15(it).

Records that other leaves from this series are in the
Lahore Museum (Gupta, 1922: Gray, 1949} and illustrates a
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further example in the National Museum, New Delhi, fig.
4. "A gallant meeting his mistress outside her chamber’. See
no. 15(6).

llustrates the following examples from the ‘first’ Rasa-
manjari, Boston Museum {see no. 4).
Fig. S. *Krishna departing from Radha's chamber’ (Cooma-
raswamy, 1926, pl. 94 (104)).
Fig. 6. ‘Krishna arriving at Radha’s chamber with an apple
in his hand’ (Coomaraswamy, 1926, pl. 95 (306)).

Considers this latter series to be the work of a painter
‘more or less contemporary’ with Devidasa, both artists
being ‘familiar with early Rajasthani painting but trained in
the late Aurangzeb tradition' and both having migrated to
Basohli from the Mughal court ‘when patronage at Deihi
was on the wane following Aurangzeb's departure from his
capital for the Deccan’. Lists various stylistic differences
between the two series.

[ustrates (p. 30 and Figs. 7-10) five examples from a
further Rasamanjari series captioned ‘Basohli, ¢.1720° but
here regarded as Nurpur (q.v.).

Ghose, A. ‘Pahari Schools of Indian Painting’, Roopa
Lekha (1958), XXVIII, nos. 1 and 2, 34-44.

Suggests that Coomaraswamy (1916, 1926) may have ulti-
mately abandoned his anti-Basohli position. ‘Coomaras-
wamy with that large-hearted generosity which was so
characteristic of him on reading my paper on Basohli art
(1929) immediately wrote to me, although [ had not ven-
tured to even send him a copy of my paper, ‘Your paper is
the most important contribution to the subject of Rajput
Painting since my book "*Rajput Painting™ appeared’.

Of three illustrations ascribed to Basohli, the following
two are here accepted as Basohli:
Fig. 1 (p.36). From the *first’ Rasamanjari. See no. 4.
Fig. S (p.41). From the 1730 Gita Govinda. See no. 18.

Khandalavala, K. Pahari Miniature Painting (Bombay,
1958).

A first attempt to review the mass of speculation, oral
evidence and dated materials relating to painting in Basohli
but, at times, complicates the discussion by applying the
same term to similar or related styles, current in other cen-
tres. Due to the then state of research, frequently attributes
to Basohli proper, paintings which must now be connected
with different states.

Places the origins of painting at Basohli in the reign of
Kirpal Pal (¢.1678-1693) and associates it with a painter
who was (1) an experimentalist (2) trained in Mughal paint-
ing of the Aurangzeb period (3) aware of Rajasthani paint-
ing of the seventeenth century and (4) was "well-versed in
Vaishnava literature and suffused by its spirit’. Analyses a
number of details which can be matched in Aurangzeb-
period Mughal painting or in Rajasthani painting. Regards
the early Basohli style as a creative amalgam of these
largely pre-existing idioms.

Discusses the "Basohli’ Gita Govinda series of 1730 and
its colophon, holding that Manaku is the name of the lady
who commissioned the series and that the painter’s name is
not given. Concedes that ‘it has not been possible to trace
the identily of the lady Manaku’, adding that although ‘the
find-spot of the series is not known, it appears fairly safe to
attribute these miniatures 10 Basohli and to regard Manaku
as a queen or princess of the ruling Balauria house' (85).
For a detailed discussion of the colophon and the conclu-
sion that Manaku was the artist, see Archer (1963).

On the find-spot of the Lahore Museum's examples, a
subsequent statement to Khandalavala by Gupta makes it
clear that this was, in fact, Basohli (Khandalavala, private
communication, 1966).

Regards the reign of Kirpal Pal (c.1678-1693) as the
greatest period of Basohli painting and the half century suc-
ceeding it as a period of decline. Connects Amrit Pal
(1757-1776) with the adoption at Basohli of a new ‘Kangra
Valley' style (here regarded as originating from Guler).
Views the portrait of a lady, inscribed sri rani balauri di
surati (Khandalavala collection), as a Basohli portrait in the
new style of a Basohli princess, possibly Amrit Pal's queen.
Discussed Guler no. 26.

Stresses the embellishment of the Basohli palace by
Mahendra Pal (1806-1813) with ‘frescoes painted in the
Kangra manner' and notes the production at Basohli in 1816
of a large series of somewhat slovenly Ramayana drawings
by the painter Ranjha, also in the Kangra manner. For the
identity of Ranjha and a discussion of the series, see Gos-
wamy (1968, 1971) and no. 30.

Of 55 illustrations ascribed by Khandalavala to ‘the Bas-
ohli kalam,’ the following 28 are here accepted as Basohli
proper, though, in some cases, with different dates:

Col. pl. C. ‘Radha and the curd pot, ¢.1720'. See no. 13.
Col. pl. D. 'Princess in a garden (The lady and the buck),
1700-1720°. See no. 5.

Col. pl. M. 'The forest fire, ¢.1690-1700". See no. 8.

Col. pls. XVII, XVIII. '‘From the Gita Govinda, ex-Ajit
Ghose collection, 1730'. See no. 18.

Col. pl. XIX. ‘A love scene, c.1700-1720°. See no. 10(1).
Fig. 33. 'From the Gita Govinda series, dated 1730, bearing
the Manaku inscription’. Chakravarti (1951). See no. 18.
Fig. 36. ‘Portrait of a Hill prince, c.1700". See no. 17.

Fig. 51. ‘Madhyadhira nayika (Lalbhai collection), 1700-
1725'. See no. 10.

No. 1. ‘Rasamanjari, 1694’. See no. 15.

No. 2. *Colophon on reverse of no. 1'. See ne. 15.

No. 3. ‘Lady with bird. End of 17th century’. See ne. 19(1).
Nos. 4, 5. ‘From a Rasamanjari, artist Devidasa, 1694°. See
no. 1S.

No. 6. ‘Nayika. End of 17th century’. See no. 4.

Nos. 8, 9. ‘Same series as no. 6'. See no. 4.

No. 10. ‘Krishna and gopa. End of 17th century’.

No. 11. '‘Venugopala. Early 18th century’.

No. 13. 'Vidyadhi. Early 18th century’. See no. 13(1).

No. 14. Captioned "End of 17th century'. See no. 15(8).

No. 15. ‘Princess in a garden, c.1700-1710". See no. 5(i).

No. 19. "A lady's toilet, 1720-1730".

No. 31. ‘Shiva and Parvati, ¢.1720". See no. 7(1).

No. 32. 'Krishna and Radha, ¢.1730°. See no. 20.

No. 33. ‘From the Gita Govinda'. See no. 18.

No. 34. ‘Krishna outside Radha’'s house, 1730-1740." Com-
pare no. 18.

No. 68. "Girl with attendant, 1750-1770".

PERIOD THREE: 1958-1970

A period during which much of the previous confusion
disappeared: pictures which had formerly been loosely
termed ‘Basohli’ began to be associated with other centres
of painting and as a result it became more possible to iden-
tify and distinguish Basohli painting proper and to recon-
struct its chronological development. Significant advances
were (1) the discovery of the Basohli Raj collection of pic-
tures (Randhawa, 1958, 1959), (2) the elucidation of the 1730
Gita Govinda colophon (Archer 1963) and (3) the discovery
of pictures in a mixed Guler-Basohli style (Archer, 1963,
1965; Beach, 1965) thus helping to bridge the gap between
1730 and 1765.

1958

Randhawa, M. S. ‘A Journey to Basohli', Roopa Lekha
(1958), XX VIII, nos. 1 and 2, 14-24, figs. 1-6.

An account of a visit to Basohli in October, 1957. Gives
the following first account of a local Basohli collection of
pictures — ‘the most authentic’ so far known.

‘We had learnt that an album of Basohli paintings had
been presented by a Brahmin of Basohli to Bakshi Ghulam
Mohammed, Prime Minister of Jammu and Kashmir on his
visit to this place in 1956. On making enquiries we found



that his name was Pahda Kunj Lal, a descendant of the
royal physicians of Basohli Rajas . . . Kunj Lal, a wrinkled
old man, fair of complexion is reported to be 85 years of
age. He is a suspicious old man, over-cautious by nature
like most Jammu people. He told us that he is a descendant
of Maluk Ram, who had been royal physician to Rajas
Bhupat and Sangram Pal and had accompanied them on
their trips to the Moghul court at Delhi. Kunj Lal's dispen-
sary, otherwise disorderly and untidy, was decorated with a
number of quality Kangra paintings which he had framed.
He stated that these were the work of Bhagmal, an artist
from Kangra who had lived at Basohli and worked for the
Rajas. Last year a theft took place in his house and it is
said he lost property worth about Rs 30,000. That is why he
agreed to make a gift of the album of paintings, which are
now in the Dogra Art Gallery, Jammu. Apart from Basohli
paintings illustrating the Nayika theme from Bhanu Datta’s
Rasamanjari, it also contains portraits of Rajas Bhupat Pal
and Medini Pal. There is also a Kangra painting in which
Bhupat Pal is shown performing adab to Emperor Shah
Jahan at Delhi. This must have been painted in the reign of
Raja Amrit Pal. The presence of these paintings in Kangra
style in the collection of the Royal Physician of Basohli,
who is also the custodian of the most authentic collection
of Basohli paintings is interesting. It indicated that even the
Rajas of Basohli appreciated the Kangra kalam, and
extended their patronage to the artists in the new style of
painting.’

Stresses the close connection between Guler and Basohli
in the second half of the eighteenth century and suggests
that while the four sons of the Guler artist, Nainsukh, used
Guler as the main centre of their work, they also paid visits
to the courts of the Rajas of Basohli and Chamba.

On the evidence of Pahda Kunj Lal, records the follow-
ing Muslim painters as also having worked at Basohli:
Khandoo (Khandu) under Medini Pal (¢.1722-1735):
Ahmadoo (Ahmadu) under Bhupendra Pal (1813-1834):
Naboo (Nabu), son of Ahmadu, migrated to Chamba from
Basohli (¢.1835).

Reproduces the following pictures in “Guler-Kangra’
style from the Pahda Kunj Lal collection, Basohli and attri-
butes them on the basis of family tradition to the second
half of the eighteenth century at Basohli:

Fig. 3 (p.19). ‘Bhupat Pal paying homage to the Emperor
Shah Jahan.® See no. 29(1).

Fig. 4 (p.21). Amrit Pal of Basohli (captioned by error "Pra-
kash Chand of Guler’). Compare no. 25.

Fig. 5 (p.21). 'Prince and princess watching a fountain'.
Captioned *Amrit Pal with his rani’ but perhaps Vijay Pal
of Basohli. See no. 29.

Fig. 6. (p.24). Virahini nayika. Compare no. 24.

[The reference to the painter Bhagmal from Kangra as the
artist of the ‘Kangra' style paintings framed in Pahda Kunj
Lal's dispensary may explain the presence in the Karan
Singh collection, Jammu, of Basohli paintings in "Kangra’
style, as also the discovery by French (1931) of pictures of
the ‘Kangra Valley school of the early nineteenth century’
in the skin-merchant’s shop at Basohli.]

Besides recording this ancestral Basohli collection,
includes the following details of the previous visit to Bas-
ohli of Ajit Ghose in 1928 (corrected to 1925, Randhawa,
Basohli Painting, 1959); *Ajit Ghose paid a visit to the capi-
tals of the erstwhile hill states of Punjab and Jammu in
September-October 1928. After visiting Kangra and Guler.
he reached Nurpur where he saw some pictures which the
people there told him had come from Basohli. From
Nurpur he went to Basohli where he stayed for three or
four days. However, he could not collect any paintings of
merit. This was quite natural as the Dogras of Jammu are
shy and suspicious of strangers. Ghose purchased one
painting of the Gita Govinda series and a sketch of Basohli
Devi, which were reproduced in his article published in
Rupam in 1929. One of these paintings he sold to J. C.
French, a Bengal civilian. The importance of Ghose’s visit
to Basohli lies in the fact that it led to a more precise defini-
tion of the Basohli school of painting’ (14).

[The picture, acquired by Ghose in Nurpur and sold to
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French is pl. 3, Himalayan Art (1931), ‘Woman feeding
cranes’. Randhawa’s account should therefore perhaps read
‘Among other paintings, Ghose acquired . . ." Ghose has
subsequently confirmed (private communication, 1964) that
the Gita Govinda picture reproduced in his Rupam article
was obtained in Nurpur and was one of eight Gita Govinda
pictures obtained by him there. He was informed that all
eight had originated in Basohli.|

Sinha, R. P. N, Geeta Govind in Basohli School of Indian
Painting (New Delhi, 1958).

Reproduces in colour eight of the 22 illustrations 10 the
Gita Govinda series dated 1730, now in the Chandigarh
Museum (received on division from Central Museum,
Lahore). See no. 18.

Summarises the colophon as saying that ‘the painter
Manaku did the pictorial version of Geeta Govind at the
instance of Malini “who prized her character as her princi-
pal wealth™ and was u devotee of the Immortal One (Lord
Vishnu). From this it can be sufely said that the paintings
were done by 4 painter called Manaku at the behest of a
princess of the Royal House of Basohli. numed Malini'.

1959

Randhawa, M. S. Basohli Painting (New Delhi, 1959).

The first large-scale survey of "Busohli’ painting repro-
ducing 38 examples in colour and four in black and white.
and distinguishing Basohli painting proper from related or
parallel schools in Kulu. Nurpur. Jammu. Mankot and
Chamba. Of 29 examples attributed by Rundhawa 10 Bas-
ohli proper, 24 are here accepted as Basohli and the follow-
ing five assigned to Chamba (fig. 4, Mankot (pls. 1, 2 and
35) and Jammu (pl. 12).

Of the factors influencing the history of painting in
Basohli, stresses the contacts of Sangram Pal (1635-1673)
with the Mughal court and the pious and learned character
of Kirpal Pal (1675-1693). Quotes a verse from a Sushruta
manuscript with Pahda Kunj Lal (Randhawa. 1958) dated
1688 stating "Raja Shri Kirpal, as his name indicates. is
kind-hearted. He is a scholar of the Dharma shastras and is
a devotee of Vishnu. He is a great warrior 100 and does not
spare his enemies in the battle-field'.

On the origins of painting in Basohli. argues that Nepal
must be ruled out, owing to its remoteness from Basohli
and lack of social, religious, political and cultural ties.
Udaipur (Mewar) is also unlikely to have been a primary
influence since no Basohli Rajas are known to have gone
there and the ruling families were unrelated. Prefers to
envisage pre-existing folk-art styles which under the stimu-
lus of painters from the Mughal capital developed parallel
but unrelated styles of courtly painting in both areas.

Discusses the colophon of the ‘Basohli” Gita Govinda
series of 1730, emphasising that Manaku must refer to the
painter of the series. not to the patroness. since "Manaku or
Manak is a male name common in the Jammu Punjab Hills,
while the female name is Manako. Manaku is definitely
described as chitrakarta or the painter. in the verse. Hence
the assumption made by Chakrarvati (1951) that Manaku
was some Basohli princess is fanciful and wrong’ (34).
Discussed Archer (1963).

Publishes for the first time the following examples of
Basohli painting from the Basohli Raj collection, formerly
with Pahda Kunj Lal, Basohli (Randhawa, 1958, g.v.) and
now in the Dogra Art Gallery, Jammu.

Pl. 3. Portrait of Raja Kirpal Pal. See no. 11(1).

Pl. 26. From a ‘second’ Rasamanjari series. See no. 104i).
Pl. 28. From the ‘first’” Rasamanjari series. See no. 4.

Pls. 29, 30, 31. From the "third’ Rasamanjari series, dated
1695. See nos. 15(iii), 15(6) and 15(i).

Pl. 32. From a Nayaka Nayika series.

Pl. 34. ‘Sawan is the month of lovers’. See no. 21.

Reproduces the following further paintings from other

collections. here accepted as Basohli:

Fig. 1. "Princess in a garden.’ See no. 5(ii).

Pl. 4. From a 'Guler-Basohli’ Bhagavata Purana series. See
no. 23(7).
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Pl. 5. From the ‘Basohli” Gita Govinda series, 1730 (but
unrecognised as part of this set). See no. 18.

Pl. 6. From a Bhagavata Purana series. See no. 6.

Pi. 13. From the ‘Basohli’ Gita Govinda series of 1730 (but
captioned Bhagavata Purana’). See no. 18.

Pl. 14. "The magic of Krishna's flute’ (captioned ‘Bhagavata
Purana’).

Pis. 19-25. Seven leaves from the ‘Basohli’ Gita Govinda
series of 1730. See no. 18.

Pl. 33. From the ‘second’ Rasamanjari series. See no. 10(1).
Pl. 36. "'The love-lorn lady’". See no. 19(1).

Pl. 37. "‘Radha reaching up for curds’. See ne. 13.

1960

Archer, W. G. Indian Miniatures (London, New York,
1960).

In the press prior to Randhawa (1959) and hence perpetu-
ating certain earlier mistakes.
Pl. 64 is here assigned to Kulu; pl. 67 to Mankot and the
following to Basohli:
Pls. 65, 66. From the ‘first' Rasamanjari series. See nos.
4(v) and 4(xii).
Pls. 68, 69. From the ‘Basohli’ Gita Govinda series of 1730.
See no. 18.

Roerich, S. "‘Review of Basohli Painting by M. S. Ran-
dhawa’, Marg (1960), XIII, no. 2, supplement.

Stresses the existence of mural paintings in western Tibet
and Spiti (perhaps executed by artists originally from
Kashmir) and suggests that in the case of Basohli painting,
‘powerful and virile Rajput influences came into contact
with an already existing tradition, even if weakened by
then, and brought new life and vigour into the remnants of
local ateliers or perchance assimilated the local tradition
themselves’.

Randhawa, M. S. ‘A Note on Rasamanjari Paintings from
Basohli’, Roopa Lekha (1960), XXXI, no. 1, 16-26, figs. 1-
10.

Publishes 10 illustrations from the ‘first’ Rasamanjari
series formerly in the Basohli Raj collection, Pahda Kunj
Lal, Basohli and now in the Dogra Art Gallery, Jammu.
See no. 4.

Lee, S. E. Rajput Painting (New York, 1960).

“The Basohli is the earliest school in the hills and makes
the transition from the Rajasthani style to the developed
Hill styles. Basohli miniatures have something of the rich
colour and daring juxtapositions found in Rajasthani paint-
ing but with something that is peculiar to the early Basohli
school and its derivatives, Kulu and Nurpur and does not
appear in other later paintings of the Hill States. This
unique quality is a use of extremely warm colour. With
those of Souline, they are among the hottest paintings that
have ever been created. These mustard yellows, burnt
oranges, deep reds and torrid greens, are culled together in
a unity as hot as Indian curry. The rigidity of the poses of
figures recalls Rajasthani miniatures.’

Pl. 56b. From the ‘first’ Rasamanjari series. See no. 4(v).
Col. pl. 58. ‘Shiva and Parvati after the death of the ele-
phant demon’. See no. 7.

Col. pl. 66. ‘Durga killing Mahishasura’. Compare no. 2.

1961
Agravala, V. S. Indian Miniatures (New Delhi, 1961).

Col. pl. 7. ‘Princess with atiendant in a grove of trees,
coaxing a herd of four pet deer’ (Khandalavala, 1958; Ran-
dhawa, 1959). See no 5(ii).

Col. pl. 8 'Radha reaching up for curds’ (Gray, 1949:
Archer, 1957. Khandalavala, 1958; Randhawa, 1959). See
no. 13.

Skelton, R. Indian Miniatures from the 15th to 19th Cen-
turies (Venice, 1961).
Pls. 31, 34, 35, attributed to Basohli, are here assigned to
Kulu: pls. 32, 33 to Chamba; pl. 38 to Kahlur (Bilaspur).
The following plates are here accepted as Basohli:

Pl. 30 (col., p.60). Sunehi Ragini.
Pl. 37. *Raja Medini Pal of Basohli.” See no. 19,

Krishnadasa, Rai. ‘Manuk, painter of Gita Govinda paint-
ings’, Roopa Lekha (1961), XXXI1, no. 1, 73.

Contends that Manaku, painter of the 'Busohli' Gita
Govinda series of 1730 is the same artist as Manaku,
painter of the Kangra Gita Govinda series — this latter
series being closer in date to 1730 than had generally been
supposed. Discussed Archer (1963).

Kala, S. C. Indian Miniatures in the Allababad Museum
(Allahabad 1961).
Pl. 15. ‘Jasoda with the baby Krishna'. From the ‘third
Bhagavata Purana series. See no. 12(1).

1962
Mehta, N. C. and Chandra, M. The Golden Flute (New
Delhi, 1962).
Pl. 8 (col). From the "Basohli’ Gita Govinda of 1730. See
no. 18.

Randhawa, M. S. Kangra Paintings on Love (New Delhi,
1962).
Figs. 60, 65, 66. From the Karan Singh collection, Jammu
{formerly Basohli Raj collection, Pahda Kunj Lal, Basohli).
Here assigned to Basohli in its late Guler-influenced phase,
¢.1770 onwards. See nos. 25-30.

Rawson, P. S. Indian Painting (London, Paris, 1962).
P.145 (col. pl.). From the *first” Rasamanjari series (Archer,
1960). See no. 4(v).

1963
Archer, W. G. and Bhattacharya, D. Love Songs of
Vidyapati (London, 1963).
Pls. 11 and 18. Details from the "Basohli" Gita Govinda
series of 1730. See no. 18.

Archer, W. G. Introduction to M. S. Randhawa, Kangra
Paintings of the Gita Govinda (New Delhi, 1963).

Reviews previous discussions of the colophon to the Bas-
ohli Gita Govinda series, dated 1730 and with the help of
the Sanskrit authorities, Professor A. L. Basham, Professor
J. C. Wright and Mr. Michael Coulson, explains it as mean-
ing that Manaku, a male artist, painted it for a patroness,
the lady Malini. Accepts Krishnadasa's view (1961) that
this Manaku is the same artist who painted the Kangra Gita
Govinda; holding, however, that the latter series must be
dated about 1780 and regarded as the work of his old age.
Suggests that he is identical with Manaku, elder brother of
the painter, Nainsukh of Guler and Jammu (Archer, 1952:
Randhawa, 1956b). For further discussion and revision of
this thesis, see no. 18,

Archer, Mildred, Archer, W. G. and Lee, S. E. Indian
Miniatures from the collection of Mildred and W. G.
Archer (Washington, 1963).

Fig. 26. From a Ragamala series. See no. 14(j).

Figs 69 and 73. From a large 'Guler-Basohli’ Bhagavata
Purana series, so called because of its union of Guler and
Basohli idioms. Here regarded as Basohli, ¢.1760-1765. See
Basohli no. 22.

Maggs Bros. Oriental Miniatures and Illumination: Bulle-
tin no. 5 (London, 1963).

No. 99. From the large "*Guler-Basohli’ Bhagavata Purana
series. See no. 22.

Barrett, D. Painting of India (London, 1963).

Employs the now obsolete blanket term *Basohli style” to
cover various styles of painting practised outside Basohli.
Pl. 163. Here accepted as Basohli. See no. 4(vi).

Lawrence, G. Indian Art: Paintings of the Himalayan
States (London, 1963).



Col. pls. 9, 10. From the large "Guler-Basohli' Bhagavata
Purana series. See no. 22.

1964
Lee, S. E. A History of Far Eastern Art (London, 1964).
Col. pl. 19. "Shiva and Parvati after the death of the ele-
phant demon’ (Lee, 1960). See no. 7.

Goswamy, B. N, 'Golu, the Nurpur artist', Marg (1964),
XVII, no. 3, 62.

Records local Nurpur traditions concerning this artist
and his murals in the Nurpur Fort.
Note: According to an entry in a priest’s register (Gos-
wamy, private communication, 1965), Golu's father was
Devidasa. For Devidasa and the 'third" Rasamanjari, see
no. 18,

Maggs Bros. Oriental Miniatures and [Hlumination: Bulle-
tin no. 6 (London, 1964).
No. 154. A further page from the large ‘Guler-Basohli” Bha-
gavata Purana series. See no. 22.

1965
Archer, Mildred and Archer, W. G. Romance and Poetry
in Indian Painting (Wildenstein exhibition, London, 1965).
Figs. 69, 71, 72. From the large ‘Guler-Basohli* Bhagavata
Purana series. See no. 22.

Beach, M. C. A Bhagavata Purana from the Punjab
Hills", Bulletin Museum of Fine Arts, Boston (1965),
LXIII, no. 333, 168-177.

Publishes a second ‘Guier-Basohli’ series illustrating
Book Four of the Bhagavata Purana and of smaller size
than the previous series (Archer and Lee, 1963; Maggs,
1963, 1964:; Archer, 1965). Relates it on grounds of style to
the larger ‘Guler-Basohli’ Bhagavata Purana series, the
*Basohli’ Gita Govinda series of 1730 and the Guler Siege
of Lanka series. Assigns it to ‘the Basohli area’ and dates it
c.1740.

Figs. 1, 2, 3. Three examples from this small-size Bhagav-
ata Purana. See no. 23.

Fig. 4. From the Siege of Lanka series. See Guler, no. 9.
Fig. 5. From the large ‘Guler-Basohli’ Bhagavata Purana.
See no. 22.

Fig. 6. From the ‘Basohli’ Gita Govinda series of 1730. See
no. 18.

Fig. 7. From a Bhagavata Purana series, sold at Sotheby’s,
1960, along with the large ‘Guler-Basohli’ Bhagavata
Purana series (Fig. 5, q.v.). Assigned by Beach to ‘the
Basohli area, ¢.1790° but here regarded as Jammu, see
Jammu no. 69(1). See also Archer and Binney (1968) pls.
95a,b.

Khandalavala, K. and Chandra, M. Miniatures and Sculp-
tures from the collection of the late Sir Cowasji Jehangir,
Bart. (Bombay, 1965).

Pl. N. (col.). *Priest performing a ritual’. From a small-
scale Guler-Basohli Bhagavata Purana series. Here
assigned to Basohli. See no. 23(6).

Welch, S. C. and Beach, M. C. Gods, Thrones and
Peacocks (New York, 1965).
Col. pl. 21. From the ‘first’ Rasamanjari series (Galbraith
collection, Cambridge, Mass.). See no. 4(32).
Pl. 53. Chitrini nayika. See no. 26.

Randhawa, M. S. ‘Some Portraits of Rajas of Basohli in
Kangra style’, Roopa Lekha (1965), XXXIV, nos. 1 and 2,
5-9.

Publishes ten portraits of Basohli Rajas (i-iii, v-x), nine
of which were in the family collection of Pahda Kunj Lal,
Basohli and the tenth (Fig. 7) in the Lambagraon collection,
Kangra. Of the Pahda Kunj Lal portraits, all except fig. 8,
now in the Dogra Art Gallery, Jammu, are in the Karan
Singh collection, Jammu. Discussed, see no. 26.

Has the following comment: ‘From the three excellent
portraits of Amrit Pal (1757-1776) which we publish here
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(Figs. 6-8), the conclusion is obvious that the Kangra style
which had developed at Guler was also actively practised at
Basohli. During Amrit Pal's rule, Basohli was a prosperous
place. Amrit Pal made additions to the palace and also pat-
ronised painting. The new style of painting had already
developed earlier at Guler during the reign of Dalip Singh
... Govardhan Chand (1744-1773) of Guler was an enthu-
siastic patron of the new style. In the same collection (i.e.
Pahda Kunj Lal's) are portraits of the young Prakash
Chand of Guler (ruled 1773-1790). One of Prakash Chand's
wives was from Basohli. [t seems that during the latter part
of Govardhan Chand's rule, some of the artists practising
in the new style also migrated to Basohli.'

1966
Craven, R.C. Miniatures and small sculptures from India
(Gainesville, Florida, 1966).
Pl. 55. *Shiva and Parvati playing a board game with dice'.
From the "third’ Rasamanjari series. See no. 15(9).

Goswamy, B. N. ‘A painter’s letter to his royal patron’,
Journal American Oriental Society (1966), LXXXVI, no. 2,
209-216.

Discusses a letter in the possession of Jagannath Upadh-

yaya, close relative of Pahda Kunj Lal, Basohli, referring to
a painter’s troubles at the court of Raja Sansar Chand of
Kangra, Notes that one of his ancestors a priest-physician
of Basohli, attended Sansar Chand (c.1810-1820) and,
according to family tradition, was rewarded with a set of
Kangra paintings on his departure.
[It is possible that the set in question is the Nala
Damayanti series of paintings, now in the Karan Singh col-
lection (Goswamy, 1969) and here regarded as Kangra (see
Kangra, no. 53).)

Goswamy, B. N. ‘Review of Kangra Paintings of the Gita
Govinda by M. S. Randhawa tintroduction W. G. Archer)’,
Roopa Lekha (1966), XXXV, nos. 1 and 2, 86-89.

Accepts as correct the detailed translation of the colo-
phon to the ‘Basohli’ Gita Govinda series of 1730 (Archer,
introduction), holding that ‘the “‘lady Manaku' must now
be banished as the artist and that "“Manaku™ does emerge
as the name of the male artist’. See no. 18.

Proposes Guler as the place of origin of the ‘Basohli’

Gita Govinda.
[See, however, Gupta's communication (cited under Khan-
dalavala, 1958) concerning the Basohli provenance of the
Lahore Museum examples as also the lavish use in the
series of beetle-wing cases (unknown in paintings from
Guler).}

1967
Archer, Mildred. Indian Miniatures and Folk Paintings
(Arts Council, London, 1967).
Figs. 23-26. From the large 'Guler-Basohli" Bhagavata
Purana series. See no. 22.

Randhawa, M. S. and Bhambri, S. D. 'Basohli Paintings of
Bhanudatta's Rasamanjari’, Roopa Lekha (1967), XXX VI,
nos. 1 and 2, 1-124.

Provides a literal translation of 135 out of 138 verses of
the Rasamanjari and reproduces 82 illustrations culled from
four distinct series, three of them here regarded as exe-
cuted at Basohli (see nos. 4, 10 and 15), and one as executed
at Nurpur (see Nurpur no. 14). Of the pictures illustrated,
those from the Dogra Art Gallery, Jammu, are of special
significance because of their original provenance (the Bas-
ohli Raj collection, formerly with Pahda Kunj Lal. Bas-
ohli).

Rowland, B. The Art and Architecture of India (3rd and
revised edition, London, 1967).

Reproduces (pl. 134) a leaf from the ‘first’ Basohli Rasa-
manjari (see no. 4) and notes that ‘Basohli artists retained
something of the primitive simplicity and rather rigid
angular quality of Mewar and Malwa painting, combined
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with a fondness for warm colours of burning intensity.
Except for the use of a suggestion of abstract shading, the
Basohli miniatures are completely different from any
Mogul manner in their smouldering brilliance of colour and
savage distortion’ (209).

1968

Randhawa, M. S. and Galbraith, J. K. Indian Paintings:
the Scene, Themes and Legends (London and Boston,
1968).

Stresses the small size of Basohli as a state (a mere
seventy-four villages) and the fact that, despite some affini-
ties with painting in Udaipur, the early Basohli style is
unique.

Col. pl. 28. ‘A lady in a grove attended by two maids and
two pet rabbits’. Kanoria collection, Calcutta. See no. 5(iii).

Archer, W. G. and Binney, E. Rajput Miniatures from the
collection of Edwin Binney 3rd (Portland, Oregon, 1968).

Presents a tentative view of Basohli painting, emphasis-
ing, in particular, the break in style which seems to have
occurred in the early years of Amrit Pal (1757-1776). In the
light of research by Goswamy (1968, privately communi-
cated 1967) connects this second (Guler type) phase with
the sojourn at the Basohli court of Nainsukh of Guler
(1763-1778) and his nephew, Fattu (son of Manaku) to
whom the large ‘Guler-Basohli’ Bhagavata Purana series is
partly attributed (see ne. 22). Sharply distinguishes Basohli
painting proper from ‘Basohli-like' painting in Mankot,
Kulu, Nurpur, Mandi and Bilaspur.
Figs. 35a, b. Two leaves from the large 'Guler-Basohli’
Bhagavata Purana series. See no. 22.

Randhawa, M. S. ‘A Portrait of Raja Amrit Pal’, Roopa
Lekha (1968), XXXVII, nos. 1 and 2, 29, fig. 1.

Publishes a portrait of a Basohli ruler, inscribed on the
reverse as Amrit Pal but here regarded as his son, Vijay
Pal. See no. 29.

Goswamy, Karuna. ‘'Vaishnavism in the Punjab Hills and
Pahari Painting’ (doctoral thesis, Punjab University, Chan-
digarh, 1968).

Emphasises the priority of Shiva and Devi worship in
Basohli, the coming of ardent Vaishnavism under Sangram
Pal (1635-1673), and the continuing employment by Basohli
Rajas of Shaiva tilak marks as against or in conjunction
with Vaishnava ones.

Anand, M. R. ‘The Pictorial Situation in Pahari Painting’,
Marg (1968), XXI, no. 4, 1-16.
Figs. 10 and col. pl. (opp. p.11). From the large ‘Guler-
Basohli’ Bhagavata Purana series. See no. 22.

Goswamy, B. N. ‘Pahari Painting: the family as the basis
of style,” Marg (1968), XXI, no. 4, 17-62.

Reconstructs the family history of the painters Manaku
and Nainsukh, ‘natives of Guler’, and adduces the follow-
ing evidence connecting either them or members of their
families with Basohli:

(1) Nainsukh, younger brother of Manaku and formerly
attached to the household of Raja Balwant Singh (1724-
1763) of Jammu (q.v.). Entries in a panda’s register (bahi)
at Hardwar state that Nainsukh, a native of Guler, came to
Hardwar in 1763 with Amrit Pal of Basohli (then aged six-
teen) on pilgrimage to Jagannath (Puri) and was accom-
panied by the ashes of his former patron, Balwant Singh. A
further entry states that his own ashes were brought to
Hardwar in 1778, in association with Amrit Pal and that
Manaku’s elder son, Fattu, accompanied by Nainsukh's
second son, Gaudhu, bathed in the Ganges at the time of
their immersion. These groups of entries justily the infer-
ence that, while the family house was still at Guler, Nain-
sukh was associated with the Basohli court from 1763 until
the time of his death (1778).

(2) Fattu, eidest son of Manaku, also entered as a ‘native

of Guler’' (see panda’s entry dated 1778). His presence at
Hardwar along with Amrit Pal and the ashes of his uncle.
Nainsukh, suggests that he may have worked or was work-
ing at the Basohli court (W.G.A.)

(3) Ranjha, fourth and youngest son of Nainsukh. A
panda’s entry dated 1785 records a visit to Hardwar by
Ranjha and his eldest brother, Kuma. A second entry,
dated 1827, records him as a “native of Guler’ but settled in
Basohli on lands given by Amrit Pal, the occasion of the
entry being a pilgrimage to Gaya when he was accompanied
by his sons, Gursahai and Sukhdayal.

(4) Gursahai, eldest son of Ranjha. A panda’s entry dated
1807 records a visit by him to Hardwar with the ashes of a
Raja [perhaps Vijay Pal of Basohli, died 1806. W.G.A.}.
Another entry, dated 1827, shows that he and his brother,
Sukhdayal, accompanied his father, Ranjha, on a pilgrimage
to Gaya calling at Pehowa and Hardwar on the way.

(5) Deviditta, eldest son of Gursahai. Pandas’ entries show
that by 1856 he had shifted from Basohli to Lahore and by
1866 to Patiala.

In addition to publishing details about these particular
artists, reproduces a ‘magic diagram’, possessed by a des-
cendant of Nainsukh, showing a semi-nude female figure,
entitled “Shri Guler', with 15 out-stretched arms pointing to
the names of 16 courts where members of the family may
have been employed. These 16 courts include Basohli’. Sug-
gests that the central figure in the diagram is the siddhi or
personal deity of the family under whose auspices the
members of the family worked.

For paintings at Basohli here attributed in whole or in
part to these artists, see nos. 18 (Manaku), 21, 22 (Fattu and
Nainsukh), no. 30 (Ranjha).

Figs. 19-22. From the ‘Basohli" Gita Govinda series of
1730. See no. 18.

Col. pl. (opp. p.40) and Figs. 23 and 24. From the small
‘Guler-Basohli' Bhagavata Purana series. See no. 23.

Figs. 26-28. From the large "Guler-Basohli’ Bhagavata
Purana series. See no. 22.

Fig. 42. From a Ramayana series by Ranjha dated 1816.
See no. 30.

Davidson, J. LeRoy. Art of the Indian sub-continent from
Los Angeles collections (U.C.L.A., Los Angeles, 1968).
PlL. 129. *Portrait of Kirpal Pal’. See no 11(i).

1969

Ohri, V. C. ‘The origins of Pahari Paintings,” Roopa
Lekha (1969), XXXVIII, nos. 1 and 2, 109-119.

Connects the origins of painting in the Punjab Hills with
sculpture at Nurpur and at Brahmor Kothi (Chamba). Con-
siders that these pre-date paintings at Basohli and it was
from these precusors, themselves influenced by the art of
Rajasthan, that Basohli painting, especially under Kirpal
Pal, originated.

Khandalavala, K. ‘Review of Kangra Paintings of the
Gita Govinda by M. S. Randhawa (introduction W. G.
Archer)’, Lalit Kala (New Delhi, dated and published
1969), no. 14, 60-61.

Disputes the Basham-Wright-Coulson interpretation of
the Sanskrit colophon (Archer, 1963, g.v.), maintaining that
Manaku is not necessarily a male name and that 'u’ is a
common ending for female names. Overlooks the fact,
however, that, in the context of the Sanskrit verse as
written, questions of grammar compel ‘Manaku’ to be male
and that the compound phrase ‘Manaku chitrakartra’ (the
painter Manaku) is instrumental and indivisible.

Suggests ‘between 1760 and 1780 as the date of the ‘Kan-
gra’ series, ‘the Guler court, the artist’s village home or the
Kangra court’ as its place of execution and ‘Manak
(Manaku), son of Seu, “or some other member of the Seu
family" as the artist of the "Kangra™ Gita Govinda' (Kan-
gra, no. 33 q.v.).



Goswamy, B. N. "The Nala Damayanti Drawings: discus-
sion in a new light’, Roopa Lekha (1969), XXX VI1II, nos. 1
and 2, 85-108.

Attributes a Nala Damayanti series of paintings (collec-
tion Karan Singh, Jammu, formerly Pahda Kunj Lal collec-
tion, Basohli) to Basohli and ascribes them to the painter
Ranjha, c.1800. See Kangra, no. 53 and Basohli, no. 30.

Dwivedi, V. P. ‘A Rasamanjari painting from Basohli’,
Bulletin Cleveland Museum of Art (September, 1969),
262-269.

Fig. 1. "The vision of Krishna'. From the ‘first’ Rasaman-
jari series, final page, inscribed in takri characters with the
numeral 134. Cleveland Museum. See no. 4(41).

Fig. 2. ‘Shiva Vishvamitra'. Here regarded as Chamba.

Fig. 3. From the Nurpur Rasamanjari. Nurpur, no. 14.

Fig. 4. ‘Shiva and Parvati on the elephant skin'. See no. 7.
Fig. S. “The vision of Krishna'. From the ‘third® Rasaman-
jari series. See no. 15(1).

Fig. 6 and 7. From the ‘first' Rasamanjari series. Boston
Museum. See no. 4.

Fig. 8. ‘Blind Raja’, not, however, Sital Dev of Mankot.

1970

Ohri, V. C. 'The painter Manaku of Basohli’, Oriental
Art (Summer, 1970), XVI, no. 2, 160-161.

Reproduces a painting ‘in Basohli style,’ depicting a man

with a pen in one hand and a piece of paper in the other and
wearing a rosary, facing a second man in striped jama with
upraised hand; inscribed at the top in takri characters:
dhari chatrehra ‘'The painter Dhari’ and below it in nagari
characters: (1) natha pandit and (2) manaku chatera. Argues
that the nagari inscriptions, although not recent, are later
than the takri one and that while the figure on the right is
probably not the Basohli painter Manaku, memories of him
may have been sufficiently fresh in Basohli to account for a
wrong identification. Suggests that either the figure on the
right is Dhari, the painter, or that the painting is by Dhari
and the figure on the right is rightly or wrongly intended to
be Manaku. Records that the painting was acquired from an
old Brahmin family of Ballawar (former capital of Basohli)
and on grounds of style and provenance attributes it to
Basohli. Emphasises that since the name Manaku is plainly
applied to a male painter in the inscription, this should set-
tle the controversy concerning the sex of the artist Manaku
who executed the 1730 Gita Govinda series in Basohli
style.
{In view of the ‘lateness’ of the nagari inscription, it is
possible that the figure on the right-hand side is not, in fact,
an artist, but a nobleman as suggested by the picture’s cap-
tion.]

Archer, Mildred. Indian Paintings from Court, Town and
Village (Arts Council, London, 1970).
Figs. 25-27. From the large ‘Guler-Basohli’ Bhagavata
Purana series. See no. 22.

1971

Goswamy, B. N. ‘'The artist Ranjha and a dated set
of Ramayana drawings' (Kala Bhavan, Banaras, Jubilee
volume, 1971), 224-231.

Publishes a series of 702 Ramayana drawings with dated
colophon giving Basohli as their place of execution, Ranjha
(youngest son of Nainsukh of Guler) as the artist, a certain
Kashmiri Brahmin, Sudharshan, as scribe of the text, Raja
Bhupendra Pal (xi, 1813-1834) of Basohli as the ruler in
whose reign the drawings were done and samvat 1873 (A.D.
1816) as the year of completion. No illustrations. See no.
3.
Supports the identification of Ranjha as fourth son of
Nainsukh of Guler by references to entries in pilgrims’
registers kept at Kurukshetra and Hardwar. Compares the
drawings in style with the Nala Damayanti drawings (East-
man, 1959, Kangra, q.v.) and Nala Damayanti paintings
(Karan Singh collection, Jammu), here regarded as exe-
cuted at the court of Sansar Chand of Kangra (Kangra nos.
50-53 q.v.).
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IV. PAINTING: CATALOGUE
AND RECONSTRUCTION

PHASE ONE: 1660-1680

A phase of painting illustrated by a group of pictures
(nos. 1-9) which on account of their subject matter and style
must be regarded as marking the beginnings of painting in
Basohli. The dates proposed — 1660-1680 — cover the last
thirteen years of Raja Sangram Pal (reigned 1635-¢.1673),
the brief reign of his half-brother, Hindal Pal (c.1673-
c.1678), and the early part of the reign of the latter's son,
Kirpal Pal (c.1678-1693). Under Sangram Pal ardent Vaish-
navism first affected the Basohli court and led to the adop-
tion of Vaishnava tilak marks by the first two of these Bas-
ohli rulers. No painting in Basohli is known prior to San-
gram Pal, but since ardent Vaishnavism involved the praise
of Vishnu either by singing hymns to Rama or Krishna or
by portraying them in painting, it is reasonable to connect
the beginnings of Basohli painting with the arrival of this
new cult. At the same time, respect for the older and more
established cults of Shiva and the Devi may have exerted
an important influence, resulting in the celebration of
Vaishnava subjects in an oblique rather than a direct man-
ner. Courtly interests in poetry and music may also have
determined subject matter. It is the unresolved conflicts of
this transitional period which appear to be reflected in the
present group of pictures: 1-3 firmly adhering to the cult
of the Devi, 7 linking her with Shiva, § interpreting love
poetry but in a form which blends it with the poetry of
music, 4 interpolating Krishna into what is otherwise a
secular love poem, and only 6 directly illustrating a Vaish-
nava subject — the opening scene of the Tenth Book of the
Bhagavata Purana.

1(idii) Three paintings from a Tantric Devi series. Basohli.
¢.1660-1670.

1(i) The Devi receives homage.

204 x 187 mm; with border 223 x 211 mm.

Yellow border with narrow silver-grey margins, the tip of a
royal umbrella projecting into it.

Inscribed in takri characters on the left border:

(1) 50 (2) tara shakti and on the right border (3) bhadra kali
(4) chhinna and (5) ragi devi.

Chandigarh Museum (on transfer from Central Museum,
Lahore).

Published: Gupta (1922), K41, 133, pl. X.

Description: The Devi with ashen blue skin, richly crowned
and heavily bedecked with emeralds stands in a golden
dress holding a lotus flower in her left hand and drinking
from a cup in her right. A blue-skirted attendant, perhaps
Manasa, her head and arms wreathed with snakes, pours a
stream of flowers at her feet. Behind the Goddess stand
two attendants in purple, white and grey skirts, one
supporting a royal umbrella with bent pole, the other wield-
ing a white fly-whisk in one hand and brandishing a severed
head in the other. At the top a narrow bank of dull blue
sky. Background flaming scarlet. Pieces of beetle-wing
cases for jewels.

1(ii) T he Devi drinks liquor.

181 x 175 mm; with border 217 x 216 mm.

Red border with narrow silver-grey margins.

Inscribed in takri characters: shyama (the dark blue one).
Chandigarh Museum (on transfer from Central Museum,
Lahore).

Catalogued: Gupta (1922), K.42, 133.

Description: The Devi wearing as in 1(i), a heavy crown
with emeralds and lotus flowers, glances to the right as she
walks alone, holding in her left hand a pair of lotus stalks
and a necklace of skulls and in her right a cup from which
she drinks liquor. Deep blue skirt and bodice. Prolific orna-
ments. At the top a narrow band of dull white and blue sky.
Background yellow ochre. Pieces of beetle-wing cases for
jewels.
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1(iii) The Devi dances on the dead giant.

182 x 182 mm; with border 221 x 221 mm. Red border, the
toes of the giant's left foot projecting into it.

Inscribed on the right border in takri characters: bhadra
kali and numbered 60.

National Museum, New Delhi. Acquired 1963.

Description: The Devi with blue skin, six-armed and wear-
ing a dark red skirt and tiger-skin wrap, dances on the
pinkish-brown corpse of a nude giant. The giant's long top-
knot and cropped hair suggest he is a Brahmin. He also
wears a Vaishnava tilak mark. The Devi celebrates her
triumph by holding a conch shell and a pair of clappers,
playing a vina and beating on a hand-drum. As in nes.
1(i, ii), she wears a heavy crown with emeralds and lotus
flowers. On either side of her is a tree with drooping
branches — on the right a weeping willow, on the left an
alder (?) with rich red flowers. At the top a rim of sky.
Yellow background. Pieces of beetle-wing cases for jewels,

Discussion: These pictures are of prime importance for the
identification of painting in Basohli because of their early
publication (Gupta, 1922), their known Basohli provenance
and their sharp distinctive style which, although of subse-
quent influence on certain other schools of painting in the
Punjab Hills, is, in basic respects, unique.

The first two examples were originally in the Central
Museum, Lahore, where they formed part of a group of six
Tantric pictures, acquired by the Museum in 1918 (Mar-
shall, 1919) and later catalogued by Gupta (1922) as ‘from
Basohli’, the place where the dealer obtained them.
Although the dealer's name and his exact source were not
discussed, the essential correctness of his claim was
accepted by Ghose (1929) whose local enquiries led him to
connect similar paintings with Basohli. Much later, Ran-
dhawa (1958, 1959 and 1967) discovered thirty-five pictures
in identical style (series no. 4) with a similar Basohli prove-
nance. These latter paintings had not only come from
Basohli but were known by family tradition to have been in
the Basohli royal collection. Since no other paintings in this
exact style have been found elsewhere, it is reasonable to
conclude that, along with the present pictures, Basohli was
their place of origin.

In style, the present series is characterised by plain back-
grounds in glowing red and yellow, sharply pointed noses,
small heads and piquant faces with large, keen eyes, con-
veying an air of savage intensity, an underlying geometrical
arrangement of forms and details, at times over-flowing
into the borders, poetic modulations of rich and varied
colour, smoothly burnished surfaces and a lavish use of
pieces of beetle-wing cases, flashing like emeralds.
Although limbs and faces are slightly modelled, the prevail-
ing convention is of a single flat plane with little depth.

The exact sources of this style with its barbaric mag-
nificence and air of wild sophisticated luxury can still only
be conjectured. Contacts with Mughal painting at the
courts of the emperors Shah Jahan (1626-1656) and Aurang-
zeb (1656-1707) may, at first sight, account for certain quali-
ties — technical finesse, delicate refinements of detail and
representational power. Various characteristics, on the
other hand — the use of bold poetic colour, schematic
trees, symbolic landscapes and fierce distortions — are
quite un-Mughal in character. Tibet and Nepal, despite
their cults of Tantric Buddhism, which may have suggested
to dealers the term ‘Tibeti’, had no cultural, religious or pol-
itical contacts with Basohli and it is, in fact, only with three
groups of pictures, all from Rajasthan or Central India, that
stylistic parallels can be found. The three groups are
as follows:

(1) A Chaurapanchasika series (Mehta collection, Ahmeda-
bad), Mandu, Central India, ¢.1550. This employs the same
flat convention, plain backgrounds of glowing colour and
makes a similar use of angularly distorted faces. It achieves
a similar air of passionate intensity but lacks the smooth

Basohli polish, dispenses with modelling and beetle-wing ,

cases and employs far bolder simplifications of form. In
contrast to the present series’ attitude of almost frigid anti-

sex and cruel sangfroid, it relishes curved contours,
emphasises breasts and haunches and magnifies erotic
charm. An unusual feature is the use of ‘monster-head’
projections on roof-tops. This idiom is absent from Basohli
series mo. 1 but is a striking feature of series § where it
occurs not on roof-tops but at the end of plinths.
Bibliography: Gray (1949), pl. 81; Archer, W. G. Central
Indian Painting (London, 1958); Archer (1960), pl. 32;
Agravala (1961), pls. 2 and 3; Archer and Binney (1968), 52;
Shiveshwarkar, Leela, The Pictures of the Chaurapanchas-
ika (New Delhi, 1967), pls. 1-18.

(2) A Bhagavata Purana series, Mewar, Rajasthan, c.
1560-1565. This is a development in Mewar out of the
Chaurapanchasika series of Mandu, Central India. It
resembles Basohli series no. 1 in its intricate complexity,
masterly command of details and rhythmical assurance but
is more tightly compartmental in composition and more
restlessly energetic. Although employing different turban-
styles and costumes, it is close to Basohli painting in its use
of angular facial idioms and emphatic eyes. The latter are
noticeably less exaggerated than in the Chaurapanchasika
and, to that extent, nearer to Basohli practice.

Bibliography: Lee (1960), pls. 3a, 3d; Welch and Beach
(1965), pls. 3a, 3b; Archer and Binney (1968), pls. la-c.

(3) A group of paintings, including several Ragamala
series, Ramayanas and Bhagavata Puranas, a Rasamanjari
(compare Basohli nos. 5, 10 and 15), Kavi Priya, Rasika
Priya, Sat Sai and Sursagar, executed in Mewar under
Ranas Amar Singh I, Karan Singh, Jagat Singh | and Raj
Singh, 1597-1680. These are, in various degrees, develop-
ments out of the Bhagavata Purana series (2) but while
availing of similar basic conventions, are more realistic in
their treatment of trees, persons and animals. Their facial
idioms have marked affinities with certain Basohli types
and this has even led to their confusion with Basohli by
Zimmer and Campbell (1955) and to an early suggestion
(Archer, 1957) that it was Mewar artists who migrated to
Basohli and there developed the Basohli style. There is no
evidence, however, that any such migration actually
occurred or that close cultural ties existed between the two
states. Moreover, Mewar pictures differ from early Basohli
paintings in their lack of sophisticated richness and in their
over-rough slickness and slight bucolic coarseness. If the
first Basohli painters derived their style in whole or in part
from Rajastan or Central India, it is clear that yet other
factors must have supplied an electrifying stimulus. What
those factors were can still only be surmised.

Bibliography: Archer (1956), pl. 6; Archer (1957), pl. 29;
Archer (1960), pls. 38-40; Lee (1960), pls. 13, 14, 16; Archer
and Binney (1968), pls. 3-5; Chandra, M. Mewar Painting
(New Delhi, 1957), pls. 1-5.

2 The Devi rides in state. Basohli, ¢.1660-1670.

185 x 275 mm (trimmed). Narrow silver-grey margins.
Private collection, London. Formerly Ghose collection,
Calcutta.

Published: Ghose (1929), fig. 9.

Description: The Devi, four-armed, holding a bow, an
upright sword, a hand-drum and an arrow and wearing a
gold skirt and bodice, sits in a massive chariot drawn by
two tigers. Behind her is an attendant in blue bodice and
green skirt, also four-armed and holding an upright sword, a
calabash, the bent pole of a royal umbrella and a white fly-
whisk. She faces half-left but gazes ahead. Before them
strides a second attendant with purplish-black skin in blue
skirt and red bodice, four-armed, carrying a calabash,
sword, hand-drum and bearing a long pole topped by a
trident and red banner. The chariot, shown with two
wheels, has a pink under-carriage, pale gold edges and
sumptuous crimson and gold furnishings. The two tigers,
with tawny brown and white skin, move gravely together.
Golden yellow background with lower rim of grassy fore-
ground and strip of white and blue sky. Green beetle-wing
cases.



Discussion: An expanded version of 1(i), stressing the
Devi's regal might and incorporating details such as the
lotus crown, the umbrella with bent handle, the keenly
watchful attendants and a profuse display of beetle-wing
cases as jewels. In style and features, identical with 1. A
special feature is the emphasis placed on drawn swords,
the Devi and her seated attendant holding them vertically
upwards like heraldic symbols and the figure, who strides
ahead, brandishing both sword and lance with orderly
ferocity. The great tigers drawing the huge and lumbering
chariot have their own majestic poise, suggesting a digni-
fied progress lowards a ruthless execution. Aspects of the
picture, which are repeated constantly in 3, are the delicate
richness of the textile patterning, sensitivity to line and the
all-pervading air of sternly disciplined composure.

On the use of beetle-wing cases as ornaments, J. W.
Bennett in his Ceylon and its Capabilities (London, 1843,
252) has the following remarks: ‘The beautiful green beetle
(Buprestis chrysis) so much esteemed at home and upon the
continent of India, is very common here. The most splendid
ladies’ dresses are ornamented with the elytra of this insect;
which are also mounted in gold and formed into necklaces,
tiaras and armlets; for the colours they display, arising from
unrivalled richness of tints, brilliance of mectallic
lustre and the irridescence of their ever-varying hues,
according to the change of light in which they are viewed,
may be considered the most splendid in nature.’

Apart from their sporadic use in Deccani painting of the
seventeenth century, and with isolated exceptions (four
from Kulu, one from Jasrota and one from Nurpur), green
beetle-wing cases appear to have been employed in Indian
painting only at Basobhli.

3 The Devi is adored by the gods. Basohli, ¢.1660-1670.

175 x 285 mm. Red border, with details projecting into it.
Lalbhai collection, Ahmedabad.

Catalogued: Gray (1949), no. 511, 126.

Published: Archer (1952), fig. 5.

Description: The Devi, four-armed, holding a calabash, an
upright sword, a hand-drum and a trident, sits on a throne
inside a domed pavilion. Beneath the throne crouch two
tigers. A maid on the right holds a royal umbrella on a long
and slender pole. Before the Goddess stand Vishnu, four-
armed, and Shiva as Bhardava with third eye, boar’s tusks
and leopard skin, fanning the Goddess with a fly-whisk. To
the left, behind Vishnu, is Brahma, four-headed, four-
armed, blowing on a conch shell and playing a stringed
instrument. Slightly to his front, immediately behind Shiva,
is Durga, four-armed and holding an erect sword and pair
of cymbals. Behind the four deities is a party of three male
musicians, playing on trumpets and beating a drum. Plain
greenish yellow background with rim of sky. Behind the
assembly is a row of slimly tapering trees with richly
stylised foliage. Green beetle-wing cases as ornaments.
Discussion: Identical in style to nos. 1 and 2, sharing in
particular the complicated richness of 2. As in that picture,
the Devi sits with upright sword, surrounded by all the pan-
oply of a brilliant and luxurious court. Special features are
the great variety of highly formalised symbolic trees, the
grave and orderly grouping of the figures, and the long suc-
cession of vertical uprights which give the scene an air of
sternly controlled dignity. In Hindu mythology, the Devi in
her form of Chandi created herself out of the anger of the
three great gods who then had no option but to worship her.
The fact that the Devi should be shown holding court and
that Vishnu should appear in the front rank worshipping
her may illustrate the lengths to which ardent Vaishnavism
at Basohli may have been obliged to go in order to win par-
tial acceptance at court.

4(i-xvi) Sixteen paintings from a ‘first’ Rasamanjari series.
Basohli, ¢.1660-1670.

4, i-iv: Dogra Art Gallery, Jammu (formerly Basohli Raj
collection, Pahda Kunj Lal, Basohli).

Approximate sizes: 180 x 270 mm; with border 240 x 330
mm. Red borders with details projecting into them.

4, v-xvi: Victoria and Albert Museum, Rothenstein collec-
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tion (perhaps obtained by Rothenstein from Coomaras-
wamy), 1.S. 120 to 122 - 1951, 1.S. 46 to 53 - 1953, and 1.S.
20 -1958.

Sizes as given. In each case a profuse use of green beetle-
wing cases. For the fullest publications of this series, see
Coomaraswamy (1926), Randhawa (1960), Randhawa and
Bhambri (1967).

4(i) Radha and Krishna make love.

Inscribed at the top in takri characters: rati priya pragalbha
‘the mature mistress who delights in love’: on the reverse a
Sanskrit verse from the Rasamanjari, 'The fugitive night
fiees as the lover busily consummates one love-rite after
another — now sucking the nether lip, red like the bimba
fruit, touching the bosom, hugging the neck, loosening the
braid and removing the last veiling garments. Drowsily he
asks if the sun has risen. The nayika, lest the morning
should bring the love-play to a close, hastily covers the
lotuses in her ears with the hem of her garment so that their
opening may not announce the day’ (trans. Randhawa and
Bhambri (1967), 15).

Dogra Art Gallery, Jammu (formerly Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa (1960), fig. 24: also reproduced Ran-
dhawa and Bhambri (1967), fig. 7.

Description: Krishna with dark blue skin, clad only in
trunks, a crown and long white garland, lies on a white bed
with green borders embracing Radha. Dark green and
orange bolsters. An old door-keeper sits drowsing in an
ante-room beside them. Behind the bed is a scarlet wall
with lights flaring from a golden bracket. To the right is a
small grove of trees, hung with creepers and alive with
birds, below it is a small pond with two pairs of ducks
swimming and a pair of egrets standing beside it. Plain dark
background with narrow rim of sky.

4(ii) Radha arrives at the bower after Krishna has left it.
Inscribed at the top in takri characters: samanya vipra-
labdha ‘the neglected courtesan’, and on the left border the
takri numeral 58; on the reverse a Sanskrit verse from the
Rasamanjari. ‘Though adept in beguiling the entire lot of
her lovers, the courtesan has herself been deceived (this
time) by some one with the trickery of false words (of a
promise to meet at the appointed place). The bower, as if
looking around with restless bees as its eyes, seems to be
laughing at the nayika through its full-blown flowers’ (trans.
Randhawa and Bhambri (1960), 58).

Dogra Art Gallery, Jammu (formerly Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa and Bhambri (1967), fig. 37.
Description: A tall lady with swirling scarves and skirt
and bejewelled with emeralds stands on an empty hillside
gazing at a bed of large leaves enclosed on three sides by a
ring of tiny trees. Beyond them, on the far right, is Krishna,
who is shown leaving, having apparently waited at the
bower and then a moment earlier abandoned it. Pieces of
beetle-wing cases.

4(iii) Krishna awaits Radha’s bidding.

Inscribed at the top in takri characters: parakiya svadhina
patika ‘the married mistress who is devotedly loved by her
gallant’, and on the left border the takri numeral 73: on the
reverse a Sanskrit verse from the Rasamanjari, 'O sakhi,
how is it that my lover's gaze — wandering in all directions
and seeking me in the forest, on the street, in the house
and in the company of sakhis (girl companions) — chases
me unceasingly, although there are beautiful deer-eyed
damsels in every house, whose girdles, ear-rings and golden
bracelets constantly make rhythmic sound by their move-
ments’ (trans. Randhawa and Bhambri (1967), 73).

Dogra Art Gallery, Jammu (formerly Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa and Bhambri (1967), fig. SO.
Description: Radha sits facing a companion on a richly
scrolled carpet in a turreted garden house, a ring of lush
trees surrounding it. Krishna with Jong white garland and
holding a lotus stalk stands before her. To the left is
another house in whose upper room four ladies sit talking.
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4(iv) Radha debates whether to go out on a night of storm
and rain.

Inscribed at the top in takri characters: praudha abhisarika
‘the experienced keeper of trysts’ and on the left border the
takri numeral 77; on the reverse a Sanskrit verse from the
Rasamanjari, ‘How could the nayika who is burdened with
the weight of her swelling bosom, whose tender feet have
the soft lustre of new leaves, bear to go out in the night to
meet her sweetheart, unless it were with the help of the
chariot of her longings?' (trans. Randhawa and Bhambri
(1967), 77).

Dogra Art Gallery, Jammu (formerly Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa and Bhambri (1967), fig. 53.
Description: Radha, a tall mature figure on the right, stands
on a turreted verandah watching her two companions dis-
cuss whether she should go out into the night. To the left a
half-open door gives on to a flight of stairs. The wall has a
scroll-like ‘monster’ base. Beyond the house rain falls in
lines of vertical drops. At the top three rows of over-
lapping ‘Chinese’ clouds.

4(v) T he cat and mouse.

180 x 272 mm; with border 237 x 332 mm. Dull orange
border with thin silver margin, white rules and shaded
surround, a turret projecting into the upper border and the
edge of a tree overlapping the right margin.

Inscribed at the top in takri characters: gupata parakia ‘she
who is secretly another’s’; and on the left border the takri
numeral 21; on the reverse a Sanskrit verse from the Rasa-
manjari. ‘O Sakhi! My mother-in-law may get angry, my
friends may become hostile to me and sisters-in-law may
slander me; but I shall not sleep again in that house where
the cat, suddenly pouncing in her attempt to attack a mouse
coming out of a hole in the corner, scratched my body with
her sharp claws’ (trans. Randhawa and Bhambri (1967),
26).

Note: The mouse is perhaps the lover and the cat an over-
vigilant mother-in-law.

Victoria and Albert Museum, Rothenstein collection, 1.S.
20-1958.

Published: Archer (1960), col. pl. 66; also reproduced Lee
(1960), pl. 56b; Rawson (1962), col. pl. page 145; Randhawa
and Bhambri (1967), fig. 14; Rowland (1967), pl. 134,
Description: A lady in a blue and mauve skirt sits on a grey
carpet with dull yellow edges, leaning against a green
cushion. She complains of life in her husband’s house to a
companion who sits listening beside her. The companion
wears a dark red bodice, mauve skirt and dark green velil.
Behind them is a greenish yellow wall. On either side
chocolate-brown pillars. At the base a pale blue plinth
with a ‘monster’s head’ shape projecting from it. Above a
blackish brown portico and yellow roof-top is a tiny bed-
chamber, containing a white wall, a red bed with green
edges and two pillows, green curtains draped on either side
and a cat standing on its hind-legs as if to pounce. Qutside
the room between three turrets strolls a large rat. To the
right is an oval lake with lotuses, cranes and ducks. Around
it is a grove of trees with yellow, green and black foliage
and white, pink and brown trunks. Parrots and other birds
perch in the branches. Red background with, at the top, a
rim of sky. A blue dome above the roof echoes the blue of
the plinth.

4(vi) The resourceful Radha.

180 x 275 mm; with border 235 x 330 mm. Red border with
thin grey margin, white rules and shaded surround, the
portico projecting into the border on the right.

Inscribed at the top in takri characters: kria vidagdha ‘the
act (kria) of the resourceful mistress (vidagdha)'; and on the
left border the takri numeral 23; on the reverse a Sanskrit
verse from the Rasamanjari, ‘In the winter season, her hus-
band having told the servant to cut the ber tree, the doe-
eyed nayika dropped the axe in the water’ (trans. Ran-
dhawa and Bhambri (1967), 28).

Victoria and Albert Museum, Rothenstein collection, I.S.
48-1953.

Published: Barrett (1963), col. pl. 163; also reproduced
Randhawa and Bhambri (1967), fig. 16.
Description: Krishna in yellow dhoti sits on a yellow carpet
with green borders — the whole luxuriantly decorated with
thick scrolls in silver and red — leaning against a red
cushion and gazing at a dramatic scene which is occurring
on the left. Here a lady in green and white skirt and red
bodice has angrily snatched an axe from the hands of a
youth and thrown it into a pond. The boy stands in conster-
nation before her. Behind him is a ber tree with bluish grey
trunk and six globes of foliage studded with red fruits.
Chocolate brown background with, at the top, a streak of
sky. Pavilion with grey pillars and pale blue inner wall with
three alcoves containing golden vessels, the centre one with
two apples. At the bottom a dark green plinth, with project-
ing shape, perhaps a simplified version of a monster’s head.
The nayika who is here interpreted as Radha is enraged
with the boy and has thrown his axe into the water, because
her husband has instructed him to cut down the ber tree
under which she used to meet Krishna. In the husband’s
absence, Krishna is shown seated in the house.

4(vii) Radha exposed.

190 x 275 mm; with border 240 x 330 mm. Red border with
silver margins, white rules and shaded surround, a turret
projecting into the upper border.

Inscribed at the top in takri characters: lakhyita ‘one who
has been found out or whose secret has been exposed’; and
on the left border with the takri numeral 24; on the reverse
a Sanskrit verse from the Rasamanjari, ‘A sakhi who
knows the nayika’s secret speaks to her in jest “What was
to happen has happened; what is to happen will happen;
and what is happening is also happening. Any effort on
your part at concealment is therefore useless’ * (trans. Ran-
dhawa and Bhambri (1967) 29).

Victoria and Albert Museum, Rothensten collection, IL.S.
50-1953.

Published: Randhawa and Bhambri (1967), fig. 17.
Description: Radha, in brief dark green bodice and white
and mauve skirt, sits on a brilliant yellow carpet with light
red borders decorated with pale yellow flowers leaning
against a dark red cushion and raising her hands in
vehement protest. Opposite her, to the left, sits a com-
panion. Behind them is a greenish yellow wall with green
curtains draped on either side. Grey pillars surmounted by
a pale crimson portico and roof-top in dark green with
wriggling pattern. In the centre a solitary turret. Hut-like
structures in pale yellow on either side. At the base a pale
blue plinth with ‘monster-head’ shapes projecting. To the
left is a slender tree with brownish pink trunk and three
clumps of foliage. Background chocolate-brown:; fore-
ground dark green, striated with small tufted plants. At the
top a narrow band of tangled white sky.

4(viii) The tearful Radha.

179 x 268 mm; with border 231 x 329 mm. Red border with
thin silver margin, white rules and shaded surround, a
cluster of turrets projecting into the upper border.

Inscribed at the top in takri characters: anashyana (anu-
shyana?) (literally, ‘one who grieves at the loss of her
lover’); and on the left border the takri numeral 28; on the
reverse a Sanskrit verse from the Rasamanjari, ‘Radha’s
eyes were filled with tears when she saw Krishna coming
wearing mango blossoms in his ears and his cheeks yellow
with pollen’ (trans. Randhawa and Bhambri (1967), 33).

The implication is not that Radha herself has failed to
keep the tryst, but that Krishna is returning from another
assignation in the wood, thus reducing Radha to tears.
Victoria and Albert Museum, Rothenstein collection, I.S.
47-1953.

Description: Radha sits on a dark green carpet with red
borders leaning against a green cushion. She gazes at
Krishna who is returning at dawn, a tear trickling from her
eye. Krishna wears an orange-red dhoti, a flamboyant gold
scarf and comes strutting in on gold clogs, a lotus flower
with long stalk in his right hand and a crook in the left. Red
Vaishnava markings on his arms and face. Behind him is a



dense, dark green tree, sprinkled with tiny white flowers
and enmeshed with dangling strands of creeper. Brilliant
yellow background with a strip of foreground with tufted
clumps. At the top a rim of tangled sky. Radha's pavilion
square-shaped with black pillars lined with grey, a choco-
late brown plinth with projecting shape (perhaps dimly
reminiscent of a monster's head but without eyes or snout),
pale blue inner wall with three alcoves containing red
apples and vessels, pale yellow portico with crimson roof-
top and above it a cluster of grey turrets.

4(ix) Pride of love.

178 x 264 mm; with border 235 x 324 mm. Red border with
thin silver margin, white rules and shaded surround, a series
of turrets projecting into the border.

Inscribed at the top in takri characters: prem garivata ‘love
proud’; and on the left border with the takri numeral 33;
on the reverse a Sanskrit verse from the Rasamanjari, ‘O
sakhi! I am unable to say how lucky you are, for your lover
adorns your body with jewel-studded ornaments. But my
beloved, afraid even of a slight interruption in his gazing at
me, does not decorate me' (trans. Randhawa and Bhambri
(1967), 38).

Victoria and Albert Museum, L.S. 49-1953.

Published: Randhawa and Bhambri (1967), fig. 22.
Description: Radha, fully clothed in red striped trousers,
golden veil and skirt sits on an olive green carpet with dark
green border leaning against a crimson cushion and con-
versing with a companion. The companion, seated on the
left, has an orange-red skirt, blue veil and brief yellow
bodice. She is richly decorated and lifts her left hand in a
gesture of indifference. Both women have long straggling
tresses. Behind them is a pale blue wall with three silver
alcoves, one containing red apples. On either side of the
room rise slim chocolate-brown pillars surmounted by a
portico and roof-top, the latter a bright yellow. A red cur-
tain is draped from the ceiling. At the base is a chocolate
brown plinth, with projections at either end. To the left is a
white annexe, patterned in silver with a small flight of steps
leading to a narrow crimson door. At the top groups of
silver turrets in silver and gold. Dark green background
with, at the top, a thin band of sky. In the foreground, a
patch of sward.

4(x) T he proud beauty.

182 x 272 mm; with border 237 x 332 mm. Red border with
thin silver margin, white rules and thin darkened surround,
four turrets projecting into the border.

Inscribed at the top in takri characters: rup garivata ‘She
who is proud of her beauty’; and on the left border the takri
numeral 34; on the reverse a Sanskrit verse from the Rasa-
manjari, ‘O sakhi! how should I treat my lord who com-
pares the beauty of my eyes only with that of lotus flowers
and the sweetness of my speech only with that of nectar?
Forbearance is my only fault! (trans. Randhawa and
Bahambri (1967), 39).

Victoria and Albert Museum, Rothenstein collection, L.S.
46-1953.

Published: Randhawa and Bhambri (1967), fig. 23.
Description: Radha, with brief dark green bodice, and
mauve and white skirt sits on a yellow carpet with black
borders and blue flowers. She leans against a dark red
bolster and converses with a companion in orange red skirt
and brief green bodice. Each has long strands of straggling
hair. Behind them is a pale blue wall with three grey
alcoves containing red apples and eating vessels. In the
centre a small black doorway. Below them is a white plinth
edged with grey and ending in a projecting monster’s head.
Greenish-yellow pillars and portico surmounted by a red
roof-top with four grey turrets. Chocolate-brown back-
ground with narrow strip of green foreground and, at the
top, a narrow band of streaky sky.

4(xi) The lonely Krishna.

178 x 259 mm: with border 233 x 321 mm. Red border with
thin silver margin and white rules.

Inscribed at the top in takri characters: parokhat pati naek
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‘he whose pati (literally husband, but here by implication,
mistress) is away'; an inversion of prositapatika nayika,
‘she whose husband is away'; and on the left border the
takri numeral 110; on the reverse a Sanskrit verse from the
Rasamanjari, ‘My sweet-heart, whose thighs are like plan-
tains, eyes like lotus, locks of hair like saivala, face like the
moon, speech like nectar, waist like a lotus-stalk, navel like
a pit, fold in the belly like a stream and hands like leaves —
swells in my heart. Alas! there is still no abatement of the
fever in my heart’ (trans. Randhawa and Bhambri (1967),
105).

Victoria and Albert Museum, Rothenstein collection, 1.S.
120-1951.

Published: Randhawa and Bhambri (1967), fig. 73.
Description: Krishna in deep yellow dhoti is seated on a
verandah floor, leaning against an empty bed with dark
green frill. Two cylindrical cushions, one orange-brown, the
other mauve, lie on the sheet. To the left is a companion
with conical red cap, creamy pink skin and striped green
trousers, who listens as Krishna expounds his plight. Red
carpet with heavy floral pattern and green borders with
blue flowers. Plain fawn wall behind them. Orange-red por-
tico topped by a yellow roof with jagged pattern. At the
bottom a chocolate-brown plinth with silver sprigs.

4(xii) Krishna and the jester.

180 x 270 mm; with border 230 x 325 mm. Red border with
thin silver margin and white rules, two turrets and two
lotus-shaped capitals projecting into the upper border.
Inscribed at the top in takri characters: vaidudhak sakha
‘the jester friend'; and on the left border the takri numeral
117; on the reverse a Sanskrit verse from the Rasamanjari,
‘Having coaxed my lotus-faced girl to come near the couch,
I eagerly prepared to loosen her bodice. Meanwhile, the
clown, my friend, repeatedly crowed like a young rooster,
as if heralding the dawn’ (trans. Randhawa and Bhambri
(1967), 109).

Victoria and Albert Museum, Rothenstein collection, 1.S.
121-1951.

Published: Gangoly (1924), p. 134; also reproduced Archer
(1952), fig. 7; Archer (1960), pl. 66, Randhawa and Bhambri
(1967), fig 74.

Description: Krishna in deep yellow dhoti stands on the left
conversing with a messenger in red conical cap. Krishna
holds a lotus flower and has red Vaishnava markings on his
arms and face. Behind them is a grey tower with centre
turret, flanked by two columns with lotus-shaped capitals.
In the centre is a black doorway. To the right is an open
bedroom with light green wall and dark green carpet, a yel-
low column on either side and red curtains draped from the
ceiling. The bed is white with red frills streaked with yel-
low. On the white sheet are two cylindrical pillows, one
red, the other mauve. Behind the bed stands Radha in blue
veil and red skirt, richly bejewelled. She gazes at Krishna's
back, motioning as if she wanted him to stop. On the
extreme right, his hand resting on the outside column is the
jester, a figure with pale conical cap, red striped trousers
and yellow scarf, his left hand covering his mouth as if to
conceal his amusement.

4(xiii) The deranged toilet.

175 x 255 mm; with border 232 x 322 mm. Yellow border
with silver margins, white rules and shaded surround, three
turrets projecting into the upper border and the portico into
the right border.

Inscribed at the top in takri characters: sangara vipralabdha
‘annoyance because of her toilet’, and on the left border the
takri numeral 121; on the reverse a Sanskrit verse from the
Rasamanjari, ‘The lotus-eyed maiden is desirous of watch-
ing your foot-path. With the appearance of new clouds, her
heart goes to her throat as if to choke it. Wishing to fly
away to see your moon-like face, her heart grows wings in
the form of lotus-leaves. What else shall I say?" (trans.
Randhawa and Bhambri (1967), 111).

Victoria and Albert Museum, Rothenstein collection, L.S.
52-1953.
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Published: Archer (1957), pl. 30. also reproduced Ran-
dhawa and Bhambri (1967), fig. 75.

Description: Radha, surprised at her toilet, sits on a green
carpet with brilliant yellow borders patterned with red
flowers, wearing a dark red and blue skirt and shielding her
bare torso with two large lotus-leaves folded in the middle.
She looks fixedly out on Krishna, who has been waylaid by
a maid and rebuked for coming too early and unannounced.
Krishna is in a deep yellow dhoti and carries a lotus flower
with long stalk. The maid has a brief green bodice and
white and mauve skirt. Inner wall a pale lemon yellow with
three alcoves, each with red apples, bottles and cups.
Chocolate-brown pillars lined with silver, crimson portico
with yellow roof-top, three turrets — one green, one red,
one silver — two plinths — the upper blue, the lower white
with grey floral scrolls. Flaming orange background.
Narrow strip of sky.

4(xiv) The love-lorn Krishna.

172 x 263 mm; with border 229 x 324 mm. Yellow border
with silver margin, white rules and shaded surround.
Inscribed at the top in takri characters: abhalakha avasatha
‘the need for love’ and on the left border the takri numeral
122; on the reverse a Sanskrit verse from the Rasamanjari,
“The beauty of that slender girl is like a pool in which my
heart and eyes have dropped. The heart, being heavy, has
been completely submerged; the eyes being light, are float-
ing all around’ (trans. Randhawa and Bhambri (1967), 112).
Victoria and Albert Museum, Rothenstein collection, I.S.
53-1953.

Description: Krishna in yellow dhoti stands in an empty
landscape, despairingly raising his right hand in a gesture of
lonely suffering. A male companion in striped green
trousers, yellow scarf, naked torso and red cap strives to
console him. On either side two trees — the left-hand one a
mango with brown trunk and white blossom, the right-hand
one with white trunk and swirling branches. In the fore-
ground a narrow band of tufted grass. Hot orange back-
ground. At the top a narrow strip of white sky streaked
with blue.

4(xv) Rama pining for Sita.

170 x 255 mm; with border 225 x 320 mm. Red border with
thin silver margin, white rules and shaded surround, a tree
slightly projecting into the left border.

Inscribed at the top in takri characters: simaran dasa ‘the
state of remembering’; and on the left border the takri
numeral 124; on the reverse a Sanskrit verse from the Rasa-
manjari, ‘Fearing lest the agony of Lakshmana should
increase, Rama neither expresses his own pain, nor heaves
hot sighs, nor lets his eyes fill with tears. Pining away in the
fever of love, which burns like a fierce fire fanned by a
strong wind, he remembers Sita constantly’ (trans. Ran-
dhawa and Bhambri (1967), 113).

Victoria and Albert Museum, Rothenstein collection, 1.S.
51-1953.

Published: Randhawa and Bhambri (1967), fig. 76.
Description: Rama with deep yellow dhoti, his skin dark
blue, stands in a forest clearing piteously recalling to his
companion, the white-skinned Lakshmana, his abducted
consort, the lady Sita. Lakshmana in orange-red dhoti and
yellow scarf listens with clasped hands. Each has his hair
piled high in a top-knot. Green background with eleven
trees ranged about it in different positions — two of them
with red flowers, two others possibly palm trees. Trunks
white, grey and brown. In the foreground two tiny trees
with red flowers. Foreground dark green, striated, with
tufts of grass. At the top a broad band of white sky
streaked with blue and grey.

4(xvi) Radha stupefied.

175 x 260 mm; with border 235 x 330 mm. Red border with
thin silver margin and white rules, four turrets and one
lotus-shaped capital projecting into the border.

Inscribed at the top in takri characters: jaditadata‘she who
lies dazed or stupefied’; and on the left border the takri
numeral 131; on the reverse a Sanskrit verse from the Rasa-

manjari, ‘The bracelet on her hand is making no sound; the
garment on her bosom does not stir; the gaze of her pupils
is fixed; and her ear-rings dance no more. There is no dif-
ference between her and a painting on canvas, unless the
ripple of a thrill is awakened in her on her hearing your
name’ (trans. Randhawa and Bhambri (1967), 119).

Victoria and Albert Museum, Rothenstein collection, 1.S.
122-1951.

Description: Krishna with saffron Vaishnava markings on
his arms and face and in a brilliant orange-red dhoti sils on
a yellow rug with green borders, anxiously conversing with
a maid in green bodice and red skirt. To the right lies Radha
in green and white skirt and dark red bodice, her arms out-
stretched, her head resting on a mauve pillow, and the pupil
of her eye barely visible. Red rug with yellow border.
Behind them is a greenish yellow wall with six alcoves each
containing red apples and eating vessels. Two chocolate-
brown doorways. Orange portico surmounted by bands of
dark green and yellow.

Discussion: A series of great importance because of (1) its
style which, while identical in basic respects with that of
nos. 1-3, considerably enlarges it in range and scope, (2) its
known Basohli provenance, definite in the case of 4(i-iv),
and of thirty-one further examples from the same source,
noted below, and (3) its special treatment of the subject, the
Rasamanjari (‘Posy of delights’) of Bhanu Datta, a Sanskrit
poem of the fourteenth century describing the conventional
conduct of lovers and their mistresses.

The series, of which 4(v-xvi) were probably obtained by
Rothenstein from his friend Coomaraswamy at the same
time as the latter acquired the seven examples now in the
Museum of Fine Arts, Boston (see below), was at first
thought to illustrate an unidentified text on nayaka nayika
bhed (Coomaraswamy, 1926). The publication by Sastri
(1936) of the ‘third’ Rasamanjari (no. 15) made it clear,
however, that the present series must be a version of the
same text (see Archer (1957), Khandalavala and Chandra
(1958), Khandalavala (1958) and this has been further
demonstrated by Randhawa and Bhambri in their detailed
study (1967)).

Although on grounds of style — by comparison with
Sastri’s series and with no. 1 — Basohli had been generally
assumed to be its place of origin, it was not until 1957 that
Randhawa proved that this was actually the case. He ascer-
tained from Pahda Kunj Lal, a resident of Basohli, descen-
dant of the Basohli royal physicians and an informant of
Thakur Kahan Singh Balauria, the Urdu historian, that a
group of paintings presented by Pahda Kunj Lal to
Bakshi Ghulam Muhammad, Chief Minister of Jammu and
Kashmir, in 1956, was, in fact, part of the Basohli Raj col-
lection of paintings. This collection had been appropriated
by Pahda Kunj Lal's ancestors during the troubled times
connected with the minority of Raja Kalyan Pal (1834-
1836). During this period, the palace had been deprived of
many of its possessions by various courtiers. Bakshi Ghu-
lam Muhammad presented the whole group to the Dogra
Art Gallery, Jammu, and these were found on examination
to include thirty-five examples from the present Rasaman-
jari (see 4, i-iv), one from a second’ Rasamanjari (no. 10),
two from the ‘third" Rasamanjari (no. 15) as well as port-
raits. On grounds of style, none of these pictures could
readily be connected with any other centre of painting and
thus the strong family tradition, along with this circum-
stance, confirmed that Basohli was their source.

For further examples of paintings from the Basohli Raj
collection, retained in 1956 by Pahda Kunj Lal but sub-
sequently presented by him to Dr. Karan Singh of Jammu
and Kashmir (and in one case disposed of to Professor J.
K. Galbraith), see below. It is likely that other paintings,
earlier obtained ‘from Basohli,’ may have come from this
same family.

Although Bhanu Datta’s Rasamanjari had been greyi-
ously illustrated in Rajasthan (Chandra, M. Mewar Painting



(New Delhi (1957, pl. 1)) and was later to be illustrated at
Nurpur (from Basohli models) it is only at Basohli that as
many as three versions appear to have been produced. This
sudden concentration on a minor Sanskrit classic is, to say
the least, surprising; and it is possible that its initial choice
for illustration may have been partly dictated by its clear
amenability to Vaishnava interpretation. In his opening and
concluding verses (1, 137 and 138), the author, Bhanu
Datta, presents it as a piece of love-poetry, designed to
enchant scholars and poets. Its remaining 135 verses des-
cribe the behaviour, emotions, moods and sentiments of
lovers, loosely classifying them according to accepted
literary codes and including courtly gallants, courtesans,
married mistresses, husbands and wives. In fourteen
verses, the love-god, Kamadeva, appears but in the pretty
and frivolous role which European readers would connect
with Cupid. In twenty verses, Shiva and Parvati, Rama and
Sita and Radha and Krishna are used to illustrate particular
types of love — Shiva and Parvati on six occasions, Rama
and Sita on three and Radha and Krishna on eleven. Apart
from these allusions, the poem is frankly secular, the
nayaka being neither more nor less than a courtly gallant.

The present series totally abandons this assumption and
although adhering to the subject-matter of the verses,
throughout identifies the gallant with Krishna. Apart from
supplying him with a cowherd's stick, a flute, peacock’s
feathers and lotus blossoms, it ignores the ‘historical’
Krishna of the Bhagavata Purana. His loves for Radha and
the cow-girls are over-shadowed by other adventures and
he is even shown dignifying the rake's behaviour by fre-
quenting courtesans 4(if). This dramatic substitution is the
more remarkable since in none of the other illustrated ver-
sions of the Rasamanjari from Mewar and Nurpur is this
done and in the case of the ‘second’ and ‘third’ Basohli Ras-
amanjaris, the nayaka is firmly portrayed as secular. So
unusual a first treatment at Basohli can only have been
prompted by special circumstances and there are two expla-
nations which can be hazarded.

The last type of love described in the poem (verse 136)
is sakshat darshana (seeing the lover face to face). This is
rendered by Randhawa and Bhambri: ‘O mind, give up your
playfulness. O friend-like bashfulness, do not inhibit me.
O brotherly eye-lids, let my eyes open wide. O Lord
Kamadeva, forgive me for a moment. The comely Krishna,
wearing a peacock feather on his forehead and blue lotuses
in his ears and carrying a flute in his hand, is appearing
before my eyes.” Although ostensibly only an illustration of
one of the many facets of love, this verse is, in fact, a
vision of Krishna; and one is left wondering whether so
telling and effective a conclusion to the poem can possibly
have been accidental. In much Indian poetry on the loves
of Radha and Krishna, it is difficult to divide the devotional
and religious from the romantic and courtly. It is possible,
therefore, that after ennobling by his poetry so many kinds
of courtly love, the poet himself was led to merge his gal-
lants with Krishna and thus heighten their significance. In
this view, it might be argued, the patron and artist of the
present series were merely applying to the entire Rasaman-
jari the *vision of Krishna’ with which the poem ends.

But why should they have done this? The answer may
perhaps be found in the uncertain and equivocal status of
ardent Vaishnavism under Rajas Sangram and Hindal Pal.
Although adopted by these two rulers and later supported
by Kirpal Pal's second rani from Mankot, early Vaishna-
ism at Basohli must almost certainly have met with opposi-
tion from firm adherents of Shiva and the Devi. As a con-
sequence, the immediate illustration of the Bhagavata
Purana, its prime text, may well have seemed unwise; and
a more oblique, less obvious celebration of Krishna more
prudent. The present series, by surreptitiously interpolating
Krishna into the poem, could thus have provided an accept-
able solution. The cult of Krishna was not ignored but
neither was it flagrantly proclaimed. When, some years
later, the crisis had passed and the Bhagavata Purana had
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itself been illustrated, the need for obliquely interpreting
the Rasamanjari in this manner no longer remained. It
could then be presented as what, in essence, it was — a
secular work of art — and in the ‘second’ and ‘third’
Basohli versions (nos. 10, 15), thal, in fact, is how it was
treated.

That the present series is far from satisfactory either as
an adequate view of Krishna or as an interpretation of the
poem is illustrated by the lengths to which the artist is
forced to go in order to cast Krishna in the role of gallant.
In 4(vi), for example, the nayika is shown throwing an axe
in a pond but there is no mention in the verse of either
Radha or Krishna. It is the husband rather than Krishna
whose remarks have prompted her to take this step and the
figure in the house can only be portrayed as Krishna on an
assumption which is foreign to the original. This assump-
tion is that the husband has gone away and Krishna the
lover has arrived in his place. Having made himself at
home, he is then instigating Radha to throw away the axe
which, if used on the tree, would have destroyed their tryst-
ing place. In point of fact, Krishna in the original verse is
not credited with any such intervention and the assumption
which alone can explain his presence in the picture could
hardly be more far-fetched!

In terms of style, the following points may be noted:

A glowing use of strong and varied background colours,
ranging from scarlet, crimson, deep yellow, orange, ivory,
dark and pale green to chocolate-brown and greenish black.
These vivid alternations (in marked contrast to the some-
what monotonous use of yellow at Chamba and Mankot or
of red in early Guler) contribute to the sparkling vitality
which is so arresting a feature of the series.

The facial formula for ladies is the same as that used for
the Devi (nos. 1-3), but the absence of warlike accoutre-
ments and the use of gentler settings enable the same
idioms to suggest passionate intensity rather than fierce
cruelty. On the other hand, the continual insertion of pieces
of beetle-wing cases maintains the previous air of barba-
rous luxury.

In contrast to nos. 1-3, a bold use is made of massive rec-
tangles, the composition often tending to focus on the open
room of a house, sited either to one side or in the centre
and surrounded or flanked by empty hillsides or by groves
of trees.

A schematic and symbolic approach to nature, architec-
ture and the human form enables shapes and sizes to be
freely distorted in the interests of rhythmical variety,
human drama or visual poetry. Trees, in particular, are
often reduced to tiny swirling shapes, leaves are shown
separately and rooms and figures are often enormously
enlarged.

In contrast to paintings of a decade or more later, each
form is sharply defined, possessing at times an almost over-
hard neatness and precision.

Examples from the same series: (1-31) Randhawa and Bham-
bri (1967). Hlustrations noted as now in the Dogra Art Gal-
lery, Jammu (formerly Basohli Raj collection, Pahda Kunj
Lal, Basohli) with the exception of fig. 3 (from the ‘second’
Rasamanjari, no. 10) and fig. 6 (from the “third’ Rasaman-
jari, no. 15).
(32) Welch and Beach (1965) col. pl. 21. Galbraith collec-
tion, Cambridge, Mass. (formerly Basohli Raj collection,
Pahda Kunj Lal, Basohli).
(33-39) Coomaraswamy (1926), pls. 92 (301), 93 (302, 303,
94 (304, 305) and 95 (306, 307). Museum of Fine Arts, Bos-
ton, Ross-Coomaraswamy collection.

Original provenance unrecorded but identical in style and
text with 5(i-xvi).
(40) Randhawa and Bhambri (1967), fig. 18. Pratap
Museum, Srinagar. Provenance unrecorded but identical in
style and text with (1-39).
41) Dwivedi (1969), fig. 1. ‘The vision of Krishna'. Cleve-
land Museum of Art. Final page of the series and inscribed
in takri characters with the numeral 134. Compare no. 15(1).
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For further reproductions of certain of these examples,
see Review of Literature.

5(i-lii) Three paintings from an unidentitied Nayaka Nayika
series. Basohli, ¢.1670-1675.

5(i) The lady and the buck.
178 x 270 mm (trimmed).
Museum of Fine Arts, Boston.
Published: Coomaraswamy (1926), pl. 97 (310); also repro-
duced Kramrisch (1954), col. pl. VI; Archer (1956), col. pl.
13; Khandalavala (1958), no. 15.
Description: A lady in a long gold-coloured dress stands in a
grove at night, picking pink flowers from a slender tree and
holding out one of them in her right hand. Before her stands
a maid in blue dress and red striped trousers playing a vina.
A young buck advances on them through a cypress and a
second tree on the left. ‘The time is night, white mist swirl-
ing in smoky wraiths against the darkening blue while banks
of clouds, vivid with lightning, presage a wild and passion-
ate night." Besides mist, drops of rain are shown falling in
vertical lines. Two pairs of birds fly above the maid, a fifth
bird wings in from the right. Behind the flowering tree a
sombre cypress with pink trunk. Jewellery represented by
pieces of beetle-wing cases.

In part a rendering of the prositapatika nayika theme, i.e.
a lonely lady frantically waiting with her maid or compan-
ion for her absent husband or lover, but at the same time
suggestive of the following two Plains Ragamala subjects
— (1) Gujari Ragini (playing a vina and attracting a deer)
and (2) Gauri Ragini (picking flowers from a tree).

S(ii) The lady and the herd of deer.

187 x 262 mm (without red border but with narrow silver-
grey margin).

Mehta collection, Ahmedabad.

Published: Khandalavala (1958), col. pl. D; also reproduced
Randhawa (1959), fig. 1; Agravala (1961), col. pl. 7.
Description: A lady in pale transparent dress and red and
blue striped trousers stands in a grove of three trees, hold-
ing up a white handkerchief in her right hand and clutching
a bunch of grass in her left. A maid stands behind her with
a peacock-feather fan and a round bottle with a long neck.
A herd of deer, comprising a black and white buck, two
does and a tiny fawn, come towards the lady, their heads
straining forwards to take the grass. All three trees are
slender with drooping rows of flowering branches. In the
foreground is a pond or stream with ten pink lotuses, two

Jde open and eight closed suggesting that it is early morn-
ing. Nine ducks swim in the water. Six small egrets strut on
the bank. Background yellowish-green with upper rim of
white and blue sky.

Like 5(i), in part a rendering of the prositapatika nayika
theme but again with elements suggestive of Ragamala sub-
jects: (1) Gunakali Ragini (standing near a tree holding a
garland — the handkerchief resembling a garland) (2) Kak-
ubha Ragini (holding garlands and surrounded by peacocks
— the bunch of grass serving as a substitute for the garland
and providing a source of attraction) (3) Todi Ragini (sur-
rounded by deer) and (4) Pancham Raga (a prince seated on
a hillside, attended by deer which he caresses — the lady
here sustaining the prince’s role). The first three subjects
follow a Plains Ragamala, the fourth a Hills Ragamala
system.

S(iii) The lady and the pet rabbits.

157 x 266 mm; with border 196 x 304 mm.

Private collection (ex-P. C. Mitter collection), Cal-
culta.

Published: Randhawa and Galbraith (1968), col. pl. 28.
Description: A lady in pale green dress and brownish yellow
trousers stands in a grove, holding up a lotus bud in her
right hand and toying with the branches of a flowering tree.
Before her stand two girl companions, one of them with a
tambura. They wear green, gold and red skirts. On either
side are dense groves of gaily flowering trees. A pale-
coloured rabbit stands behind the lady, a second rabbit

behind the two companions. In the foreground, a black strip
of empty water. Plain dark green background with three
yellow birds flying. Other birds in the trees. At the top a
rim of streaky blue sky.

Like 5(i) and (iii), in part a rendering of the lonely nayika,
desperately waiting for her husband or lover with elements
suggestive of (1) the Plains Ragamala subject, Gauri Ragini
(a lady picking flowers from a tree) and (2) the Hills Raga-
mala subject, Suhi (Suhavi) Ragini (a lady feeding a rabbit).

Discussion: Provenance unrecorded but so close in general
treatment to 4 that the series, has, at times, been mistaken
for it. None of the three paintings, however, are inscribed
with verses or titles and although they share the Rasaman-
jari's subject — women in love — no individual Rasaman-
jari verses can be connected with them. It is possible,
therefore, that they are a novel experiment, perhaps uncon-
nected with any particular poem and, like the ‘first’ Rasa-
manjari itself, the product of an age of transition. This view
is supported by the fact that their iconography is a blend of
standard nayaka nayika bhed and of elements drawn from
Pahari and Plains Ragamalas. The iconography of Raga-
mala poetry, whether Plains or Pahari, was established
before the seventeenth century. No Pahari Ragamala sets,
however, are known to ante-date the present series and this
could explain the adventurous combination in it of two
kinds of imagery.

In style, the series is closely linked to ne. 4, especially in
its use of overlapping ‘Chinese’ clouds, ‘savage’ types of
face, swirling dresses, upright stances, drooping parallel
branches, tiny trees with geometric foliage, predominantly
vertical arrangements and an over-all air of orderly lux-
uriance and lush restraint. At the same time, physical forms
are treated more gently, over-harsh distortions are avoided,
slender details are included and in place of architecture,
natural settings are preferred. These enable trees, flowers,
birds, animals, clouds and rain to play a stronger poetic and
symbolic role. It is significant that in contrast to the sum-
mary indications of no. 4, an attempt is also made to render
atmospheric conditions — the swirling night mists of 5(i)
being, in this connection, possible percursors of the boiling
clouds of 7 and the racing flames of 8. Yet a further novelty
is the introduction tn the foreground of a stream with
lotuses. This not only makes possible a further inclusion of
poetic imagery, but enables inferences to be drawn as to
time of day — the pink lotus opening at sunrise but closing
at night. It is of interest that the present three pictures,
while illustrating the same subject — the lonely lady franti-
cally awaiting her husband or lover — show her at different
times of day or night — 5(i) at night (from the blackness
and rising mists), 5(ii) at dawn (from the lotuses still in pro-
cess of opening) and 5(iii) late afternoon (from the deepen-
ing green of the background and continued presence of
rabbits).

6. Earth appeals to Vishnu. From a ‘first’ Bhagavata
Purana series. Basohli, ¢.1675-1680.

215 x 305 mm. Red border with narrow black margin and
double white rules.

Chandigarh Museum.

Published: Randhawa (1959), col. pl. 6.

Description: Earth, in the shape of a white cow, attended by
a cow-herd in red loin-cloth and black mantle, stands before
Vishnu and Lakshmi who sit on a bed of lotus petals sup-
ported by a giant lotus. Vishnu, four-armed, his skin dark
blue, holds a conch shell, mace, quoit and lotus flower.
Lakshmi sits with clasped hands, wearing a red dress with
black border and black three-dot pattern. To the right is a
maid waving a fly-whisk above them and a cow-herd with
Shaiva tilak marks and herdsman’s crook wearing a black
mantle. A grey cow stands beside them. To the left, sup-
porting Earth, are ranged Brahma, four-headed, four-armed
and in yellow dhoti, Vishnu, two-armed, Shiva, white
skinned, two-armed and with a leopard-skin for loin-cloth
and finally, Indra, a dusky figure in pale yellow dhoti. In
the foreground is a dark grey stream with five closed lotus
blossoms rising to a summit at the point where the giant



lotus, bearing Vishnu and Lakshmi rises from the water.
Dark green back-ground with upper rim of grey, almost
cloudless sky. Five trees — three with drooping branches,
one with pink flowers.

Discussion: This picture which illustrates the opening scene
of the tenth book of the Bhagavata Purana is the first
painting in a possibly never completed series. No other
examples from this series are known and the lack of them
is perhaps symptomatic of the uncertainty attending the
early stages of Vaishnavism at Basohli. In style, the picture
employs a new facial idiom and avails of the convention of
a stream with lotuses, seen in 5. For the pose of Lakshmi,
compare the Deviin 7.

Related example: (1) Coomaraswamy (1926), pl. 17 (162).
Vishnu on a lotus. Museum of Fine Arts, Boston. Basohli,
c.1675-1680. An enlarged detail of 6, omitting Lakshmi but
including a stream with lotuses and drooping willow-type
branches.

7 Shiva and the Devi on the elephant demon’s hide. Basohli,
¢.1675-1680.

230 x 160 mm.

Cleveland Museum of Art, Edward L. Whittemore collec-
tion.

Published: Lee (1960), col. pl. 58; also reproduced Lee
(1964), col. pl. 19.

Description: Shiva with white skin and four arms holding a
skull-cup, an upright sword and small hand-drum is seated
with the Devi on the hide of the elephant demon, Gajasura,
slain by Shiva on account of its harassment of the Brah-
mins of Banaras. The couple are surrounded by blue and
white swirling clouds and snake-like lightning as the hide
bears them aloft. The Devi, clad in a red dress with black
border and black three-dot pattern, sits gazing at Shiva, her
hands clasped in homage at his prowess. Below them is a
field with gaily coloured trees and egrets flighting. At the
bottom a black stream with nine ducks.

Discussion: An unusual treatment of the elephant demon
incident, the elephant’s hide being, more normally, worn
by Shiva as his upper garment instead of being used by him
as a rug. The Devi also is usually an accessory after the
act and, according to Gopinath Rao (Elements of Hindu
Iconography), is normally shown as ‘seated on his left,
trembling with fear at the ferocity of her lord’. In the
present picture, the hide has become a carpet, transporting
the divine couple skywards.

In style the picture retains much of the aboriginal

ferocity of the Devi as shown in nes. 1-3, as also the forbid-
ding convention of the sternly raised sword. The savage
facial idiom is also preserved. The Devi's eye, however, is
advanced, as in 6, so as almost to join the nose and her
brow has now become more rounded. The boiling clouds,
the stream filled with ducks and the slightly more naturalis-
tic treatment of the two figures foreshadow the somewhat
gentler developments of 1680-1700. For other features con-
necting the picture with Basohli, compare the tiny trees
writhing in little groves and the general air of commanding
majesty, re-inforced by the coiling rhythms of the swirling
clouds.
Related example: (1) Khandalavala (1958), no. 31. Shiva and
Parvati on the elephant hide. Bharat Kala Bhavan, Banaras.
Basohli, ¢.1690. Same subject but with Shiva five-headed
and eight-armed, the elephant hide much broader, the bull
Nandi in attendance and the couple less obviously floating
in the air.

PHASE TWO: 1680-1700

8 The forest fire. From a ‘second’ Bhagavata Purana
series. Basohli, c.1680-168S.

200 x 290 mm. Red border with narrow silver-grey margin.
Khandalavala collection, Bombay.

Published: Khandalavala (1938), col. pl. X; also reproduced
Archer (1957), pl. 10; Khandalavala (1958), col. pl. M.
Description: Krishna, with blackish blue skin wearing an
ankle-length white garland and red dhoti stands against a
pale yellow hill-side drawing into his mouth the swirling red
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and brown flames which surround him and a group of seven
cow-herd boys and nine cows. The cattle are white, black,
grey, dark brown and pinkish brown. The cow-herd boys
have pinkish brown skins and wear green and red caps and
trousers. Edging the flames is a circle of small trees from
which dart a pair of wild pigs, a buck and doe and three
further deer. At the top a rim of white and blue sky.
Discussion: Like 6, this picture is the only surviving exam-
ple of an early Basohli Bhagavata Purana series. The fact,
however, that the incident occurs well into the tenth book
of the Bhagavata Purana, instead of at the beginning of it,
makes it less likely that the series was abruptly abandoned
after a premature start. Unless "The Forest Fire' had a
special significance for certain courts, arising out of earlier
destructions by fire or sackings by an enemy, it is likely
that the series originally contained many more incidents.

In terms of style, the picture, with its swirling, sultry
magnificence, includes early features such as small, highly
formalised trees, hot colours, a high horizon and a tightly
organised conglomeration of richly detailed forms. The
faces, however, lack the early savage intensity and the
treatment of the flames, reminiscent of the naturalistic
clouds of 7 and the night mists of 8(i) suggests a more
sophisticated treatment of atmosphere.

9 Bhupali Ragini. From a ‘first” Pahari Ragamala series.
Basohli, ¢.1680-168S.

139 x 160 mm: with border 184 x 211 mm. Red border with
black and white rules.

Inscribed at the top in takri characters: (Bhu)pali sri rage
bharaja 5 '‘Bhupali wife of Sri Raga. Number 5.’

Victoria and Albert Museum, Rothenstein collection, 1.S.
28-1954.

Description: A princess in red striped trousers and creamy
pink bodice sits smoking a hookah on a green stool with
red and silver legs. She wears a yellow scarf with silver
borders. A maid with similar scarf and transparent grey
skirt holds the hookah bowl before her. Behind her to the
right stands a second maid in green trousers and trans-
parent grey skirt, holding a sword in an orange-red wrapper
and a dish with cup and bottle. Background blackish-brown
with, at the top, a thin strip of tousled sky.

Discussion: The first example of a Ragamala subject,
securely assignable to Basohli on grounds of style. Com-
pare 6 and 7 with which it shares the same type of female
face, the same vertical stances and the same gravely
controlled and rhythmical arrangement. Kirpal Pal, to
whose reign it can reasonably be assigned, may have shared
with other feudal rulers in the Punjab Hills a taste for
music and dancing to which sets of Ragamala paintings
would have ministered.

Example from the same series: (1) Archer (1957b), fig. 1.
Lady at her toilet, three maids standing before her, waist-
deep, in a swimming pool. Perhaps an illustration of Sinduri
Ragini. Municipal Museum, Allahabad.

10(i, ii) T wo paintings from a ‘second’ Rasamanjari series.
Basohli, c.1680-168S5.

10(i) On the threshold of youth.

240 x 335 mm (with border). Red border with silver grey
margin and white rules, a turret projecting into it.

Inscribed at the top in takri characters: ajnata yauvana
mugdha ‘she who is unaware of her youthful charms’, and
on the left border the takri numeral 4; on the reverse a
Sanskrit verse from the Rasamanjari: ‘Youth has come
unknown. The nayika with moon-like face stands drying
herself beside the pool. Her full-blown eyes look like
lotuses in the reflection, and thinking that perhaps the
flowers have stuck to her ears, she moves her hands to
brush them away. Next her eyes drift to the downy hair on
her person which she mistakes for algae and tries to wipe
off. Her hips feel heavy and in virginal innocence she asks
her companion again and again, “Can it be that I am
tired?” * (trans. Randhawa and Bhambri (1967), 10).

Dogra Art Gallery, Jammu (formerly Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).
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Published: Randhawa (1959), col. pl. 26. also reproduced
Randhawa and Bhambri (1967), fig. 3.

Description: A girl with undeveloped breasts and nude to
the waist stands beside a dark grey stream with two lotus
flowers fully open and five others half open. A maid in blue
skirt with white spotted pattern and pink bodice hands her a
toilet cup. A white sari with gold stripes swathes her legs.
To the left is a tree with white trunk and red flowers and to
the right a cypress and three other trees, one a mango, the
other a drooping willow. A small room with single turret
has a floral carpet and single bolster on the floor. A small
doorway, draped with curtains, is in the wall. Pale yellow
background with upper rim of white and blue sky.

10(ii) T he sarcastic mistress.

165 x 275 mm (without border). Red border with silver grey
margin and white rules.

Inscribed at the top in takri characters: madhya dhira ‘the
young mistress who expresses her annoyance and irritation
sarcastically but yet remains firmly in love’ and on the left
border with the takri numeral I1; on the reverse a Sanskrit
verse from the Rasamanjari: ‘My darling, you appear to be
coming from a bower full of a swarm of agitated bees, for
your hot streaming perspiration afflicts you. I wish to com-
fort your limbs with this fan of lotus leaves (said in sarcasm
since the bees are other women with whom the lover has
been consorting)’ (trans. Randhawa and Bhambri (1967),
17).

Formerly Latifi collection, Bombay.

Published: Gray (1950), pl. 99 (509): also reproduced Khan-
dalavala (1958), fig. 51; Randhawa and Bhambri (1967), fig.
8

Description: A lady with swirling scarves and striped
trousers stands outside an empty room, gripping a folded
lotus leaf and holding it up in the face of her lover, a
bearded gallant, who arrives, dagger in hand. The room is
sparsely furnished with a floral carpet on the floor and a
single bolster. In the wall a small doorway with curtains
draped on either side. Pale yellow hillside with a curve of
distant trees merging in white sky. Beetle-wing cases spar-
ingly used for jewellery. At the end of the plinth, a vestigial
‘monster head’.

Discussion: Like the ‘first’ and ‘third’ Rasamanjaris, this
series is crucially important because of the proved Basohli
origin of 10(i) (the Basohli Raj collection), the fact that in
style it is approximately midway between the other two
series (nos. 4, 15) and because the nayaka is no longer iden-
tified with Krishna. This reversion to a more normal treat-
ment of the poem suggests that ardent Vaishnavism had by
now achieved a modus vivendi with the more conservative
and orthodox forms of religion at Basohli and that more
frankly Vaishnava texts could now be freely illustrated.
The fact that this was now possible is evidenced by nos. 8
and 12.

Although Raja Kirpal Pal seems to have reacted against
his father, Hindal Pal's over-fervent adoption of Vaish-
navism, he had clearly no personal hostility to the new
movement since a Sushruta manuscript especially executed
for him in 1688 (Randhawa, 1959) specifically refers to him
as "a devotee of Vishnu'. His second and favourite rani, the
Mankot princess, came from a devoutly Vaishnava court
and this also may have led to more tolerant attitudes. His
own preference for Shaiva tilak marks may reflect his
involvement in wars and dependence on Shiva for success
in battles. The same Sushruta manuscript describes him as
*a great warrior’ who ‘does not spare his enemies on the
battle-field'. It is significant that Rama himself before
embarking on his march to Lanka (Ceylon) founded a new
temple 10 Shiva at Rameshwaram and installed in it a new
lingam.

The following points of style may be noted: the use of a
stream with lotuses as a foreground, a softer treatment of
the eyes, the inclusion of architecture in a less aggressive
manner, the presence of ‘monster-heads’ at the end of
plinths but in a more vestigial form and a greater opening-
up of the picture-space in contrast to the richly detailed fill-

ing of it favoured in 4. A point of some significance is the
appearance for the first time of a bearded gallant wearing a
short jama, and holding a dagger. Although far from being a
faithful likeness, this bearded gallant bears some resem-
blance to Hindal Pal (compare Mankot no. 23) and it is pos-
sible that the series was intended as a memorial 1o him by
his son. Kirpal Pal. In contrast (o Kirpal Pal who had a long
moustache, but no beard, Hindal Pal had a well-developed
beard but small moustache. It is of interest thal the same
bearded gallant dominates the ‘third’ Rasamanjari (15) and
the ‘second’ Ragamala (14).

Example from the same series: (1) Khandalavala (1958),
col. pl. XIX; also reproduced Randhawa (1959), col. pl.
33. Love in wunion, a prince and lady embracing.
National Museum, New Delhi. Perhaps an illustration to
verse 122 of the Rasamanjari (Randhawa and Bhambri
(1967), 110). As in 10(ii), the nayaka is not Krishna but a
courtly gallant. Pieces of beetle-wing cases for emeralds.
The lover's down-like side-whiskers are similar to the
frayed out ends of the lady's two strands of hair (10(i)). In
the original (omitted from the two reproductions), the pic-
ture includes a broad red border, two turrets, one at either
end and a green band for roof.

11(i, ii) Two portraits of Basohli rulers. Basohli, c.1685-
1690.

11(i) Raja Kirpal Pal (¢.1678-1693) of Basohli smoking with
two attendants. Basohli, c.1685-1690.

195 x 257 mm. Red border, the left attendant’s jama slightly
projecting into it.

LeRoy Davidson collection, Los Angeles.

Published: LeRoy Davidson (1968), pl. 129.

Description: Raja Kirpal Pal of Basohli in white jama, tied
Muslim fashion on the right side, sits on a dull red rug
smoking a hookah tended for him by a youth in mauve jama
and red turban holding a pair of tongs. Behind him stands a
second attendant in red jama holding a peacock-father fan
in one hand and a blue sword-bag in the other. Beneath the
rug is a green carpet with fleshy floral scrolls. Kirpal Pal
wears a rosary, a chain necklace with large pendant (per-
haps inherited by him from his ancester, Bhupat Pal). A
waist-band with dagger, pearl earrings and prominent
Shaiva tilak marks. His right hand rests on the up-turned
sole of his left foot which has been brought across and
placed on his right thigh. Yellow background. Pieces of
green beetle-wing cases in the large pendant on his chest
and at the base of his turban plume.

Discussion: A rare example of Basohli portraiture possibly
serving as a model for slightly later portraits of rulers exe-
cuted at the neighbouring state of Mankot with which
Basohli was connected by Kirpal Pal's marriage to a Man-
kot princess, sister of Raja Dhota Dev. In contrast to Man-
kot versions of the same subject, the portrait has an intri-
cate richness and statuesque grandeur typical of Basohli
painting proper. The inclusion of beetle-wing cases also
differentiates it from Mankot portraiture which in general
possesses vigorous plainness rather than barbaric lux-
uriance.

Related example: (1) Randhawa (1959), col. pl. 3 (mis-
captioned Medini Pal). Kirpal Pal smoking with two atten-
dants. Dogra Art Gallery, Jammu (formerly Basohli Raj
collection. Pahda Kunj Lal, Basohli). Basohli, c.1685-1690.
Same person as in 11(i). Similar stance and composition but
with variations in colour — green background, white sword-
bag, attendant in yellow jama with blue stripes. Accepted
as Basohli on grounds of style and provenance.

11(ii) Raja Sangram Pal (1635-c.1673) of Basohli seated
holding a flower. Basohli, ¢.1685-1690.

175 x 175 mm; with red border 210 x 200 mm.

Hodgkin collection, London.

Description: Raja Sangram Pal of Basohli in white jama,
tied Muslim fashion on the right-hand side, sits on a rug
with floral borders, leaning against a dark red cushion. His
left foot with up-turned sole rests on his right leg. He holds
a rose in his right hand. Like Kirpal Pal he wears a rosary,



a chain necklace with large pendant, a waistband with dag-
ger and pearl ear-rings. In contrast to Kirpal Pal, on the
other hand, he has prominent Vaishnava tilak marks on his
forehead. Both rulers have patches of arm-pit ‘shadow’.
Yellow background with, at the top, a narrow band of
tangled white sky.

Discussion: In style similar to 11(i) and perhaps executed as
part of a portrait series commemorating Kirpal Pal's imme-
diate ancestors. Sangram Pal was Kirpal Pal's uncle and did
not die until the latter was twenty-three years old. Although
Kirpal Pal appears to have reverted to the more orthodox
types of Hinduism represented by the worship of Vishnu,
Shiva and the Devi, it is significant that Sangram Pal's key
role in introducing ardent Vaishnavism 1o Basohli is boldly
emphasised in the portrait by the display on his forehead of
Vaishnava tilak marks. The rose in his right hand is perhaps
symbolic of his prowess as a ‘lady-killer’ (see Reigns and
Portraits, i).

Example for comparision: (1) Randhawa (1965), fig. 2. San-
gram Pal seated on a terrace. Karan Singh collection,
Jammu. Basohli, ¢.1780. Same person as in 11(ii).

12 Krishna lifting Mount Govardhan. From a ‘third’
Bhagavata Purana series. Basohli, ¢.1685-1690.

185 x 210 mm; with border 220 x 250 mm. Yellow border.
Central Museum, Lahore. Acquired subsequent to Gupta
(1922).

Description: Krishna, with dark blue skin and peacock
feather crown adorned with pieces of beetle-wing cases,
lifts Mount Govardhan on the little finger of his right hand.
The mountain is shown as a shallow dish with scalloped
rocks. He is aided on the left side by Nanda and on the
right side by a cowherd, each of whom supports the moun-
tain with a stick. Cows and cowherd boys are grouped
around him. Plain background. Foreground with four
curves. At the top a curved band of sky with faint lines of
rain and four snake-like streaks of wriggling lightning.
Discussion: Similar in style and details to no. 10, the bearded
Nanda with short jama resembling the bearded gallant of
10.

Example from the same series: (1) Kala (1961), pl. 15. Jasoda
seated with the baby Krishna on her lap, attended by four
maids and musicians. A bearded door-keeper on the left.
Municipal Museum, Allahabad. Similar in style and faces.
In composition a harking-back to the ‘first’ Rasamanjari
series (no. 4).

Related examples: (2) Ghose (1929), fig. 9. Jasoda seated
churning butter, the baby Krishna and Balarama beside her.
Vertical format. From a ‘fourth’Bhagavata Purana series.
Formerly Ghose collection, Calcutta, Basohli, ¢.1690.

(3) Coomaraswamy (1916), pl. 32B; also reproduced Coo-
maraswamy (1926), pl. 107 (401); Khandalavala (1958), no.
19. Lady at her toilet. Museum of Fine Arts, Boston. Bas-
ohli, ¢.1690.

13 Radha reaching up for curds. From a Bihari Sat Sai
series. Basohli, c.1685-1690.

285 x 195 mm. Red border and grey margin with portions
projecting into it. Beetle-wing cases for jewellery.

Bharat Kala Bhavan, Banaras.

Published: Gray (1950), pl. 100 (506); also reproduced
Archer (1957), pl. 31; Khandalavala (1958), col. pl. C: Ran-
dhawa (1959), col. pl. 37: Agravala (1961), col. pl. 8.
Illustration of the following verse from the Sat Sai of
Bihari: ‘O damsel, do not put the pot of curd in the bag
hanging from the ceiling, nor take it down. Remain standing
as you are, you look so lovely (trans. Randhawa (1959),
110). Randhawa comments: ‘Fermented butter-milk is a
most welcome drink in the heat of summer. It was a hot
summer day and Krishna asked Radha for a drink of it.
When she stretched her arms to reach the pot hanging from
the roof of the pavilion, her wide-flung legs, projecting bust
and lovely face fascinated him and he asked her to remain
standing in that posture.” For earlier misinterpretations of
the incident, see Gray (1949), 126 and Archer (1957), com-
ment to pl. 31.

Description: Krishna with cowherd’s crook and yellow dhoti
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sits on a red carpet with green borders and lushly floral pat-
tern, addressing Radha who reaches up to touch a pot of
curds hanging from the ceiling. She wears red trousers with
a transparent skirt. Grey wall with bluish-mauve portico. A
broad band of blue sky at the top. Two turrets and trees.
Discussion: The Sat Sai (‘Seven Hundred Verses') of the
poet Bihari (fl. 1650) was a standard subject for Vaishnava
illustration. One version was completed in Mewar, Raja-
sthan in 1719 (Archer and Binney, 1968), and several other
series were painted in the early nineteenth century in
Kangra and Nahan (Sirmur) in the Punjab Hills. The poem
differs from the Rasamanjari of Bhanu Dalta in expressly
adopting Krishna as the lover in the great majority of its
verses. In style, the present picture is close to 10 in facial
idioms and in novelties of gesture. An early feature is the
richly patterned floral rug with fleshy scrolls (one of
several textile patterns exploited in the ‘first’ Rasamanjari.
Example from the same or a related series: (1) Khandalavala
(1958), no. 13. The love-sick Radha lying on a bed fanned
by a maid. National Museum, New Delhi. Basohli, c.
1685-1690.

14(i, ii) Two paintings from a ‘second’ Pahari Ragamasia
series. Basohli, ¢.1690-1695.

Average size: 175 x 175 mm; with border 210 x 200 mm.
Red border with black and white rules and shaded sur-
round; in the case of 14(li), details projecting into the
border. No beetle-wing cases.

Archer collection, London.

14(1) Dipaka Raga.

Inscribed at the top in takri characters: raga dipak 4
‘Dipaka Raga no. 4.

Published: Archer and Lee (1963), fig. 26.

Description: The god Brahma, three-headed, four-armed
and with Vaishnava tilak marks, sits in an orange-brown
dhoti on an oval bed of lotus petals, lotus buds with long
stalks in two of his hands, and a rosary in the others. He
wears three lotus-topped crowns. Flames spring from his
three heads and two shoulders. A maid in a red and white
skirt with four-dot pattern and green bodice with bare mid-
riff stands beside him, holding a white cloth in one hand
and waving a fly-whisk with the other. Black carpet with
pinkish mauve border, ornamented with silver-grey floral
scrolls. Ochre yellow background with rim of sky at the
top.

14(ii) Pancham Raga.

Inscribed at the top in takri characters: pancham raga bhai-
rave de putra ‘Pancham Raga, son of Bhairava Raga'.
Description: A young bearded prince, with Shaiva tilak
marks, and a dagger at his waist, sits in a bower on a bed of
leaves surrounded on three sides by a ring of small trees.
Three deer — a buck and two does — stand before him. He
caresses the buck's chin with his forefinger. Ochre yellow
hillside with upper rim of white and blue sky.

Discussion: This series blends early idioms — the beds of
over-large leaves and lotus-petals, the rug with fleshy
scrolls, and the row of over-tiny trees, two of them over-
lapped by the prince’s jama (see no. 4) — with slightly later
features — the group of advancing deer (5(i) and (ii)), the
more naturalistic figures (12) and the quieter and more
serene faces (11-13). The seated prince with early traces of
beard is obviously of the same company as the bearded gal-
lants of the “second’ and ‘third’ Rasamanjaris. Both pictures
are noticeably more sparing in the use of detail than are
Basohli paintings of Phase One. They are also more sum-
mary in composition — a trait which links them closely to
no. 15.

15(-v) Five paintings from a ‘third’ Rasamanjari series. By
the painter Devidasa. Dated Basohli, Magh (January-
February), vikram samvat year 1752 (A.D. 1695).

Inscribed on the final painting of the series in fakri charac-
ters with the numeral: 130 and with the following lines of
Sanskrit verse (colophon) in nagari characters:

(1) isvarasya rachanam khalu drashtum tuchchhatam cha
jagatah parichetum
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chitta-vitta-bahu-chitra-yut eyam karita hi kirapala-nripena
(2) vatsare nripati-vikram-abhide netra-bana-muni-chan-
dra, magha-masi sita-saptami-tithau deva-pujya-divase hi
manjari

(3) airavati-tira-bhave-suramye visvasthali-nama-dhare pure
cha

chitreshv-abhijnena hi devidasen-apari nanavidha-chitra-
yukta

For translation and discussion of this colophon see below.

15() The mistress’s dilemma.

200 x 320 mm (with border). Red border with black margin
and shaded surround. No projections.

Inscribed on the reverse with a Sanskrit verse from the
Rasamanjari: ‘The modest nayika is in a dilemma. To fall
asleep is to lose sight of the adored one; to remain awake is
to risk physical possession. Faced with this dilemma, she
tosses restlessly on the bed’ (trans. Randhawa and Bhambri
(1967), 14).

Dogra Art Gallery, Jammu (from the Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa (1959), col. pl. 31: also reproduced
Randhawa and Bhambri (1967), 14.

Description: A young bearded gallant, with Vaishnava tifak
marks, clad only in red and white trunks and a loose cloth
lies asleep on a green bed with red frills and bolsters. His
mistress, nude save for a loose striped shift, her breasts
bare, rests on her elbow, gazing at him. Brilliant yellow wall
with niches and draped curtain. Crimson and brown
architecture. To the right a pale brown doorway with pale
green wall. Sage green background with rim of sky. No
beetle-wing cases.

15(ii) The heated traveller.

Approximate size: 200 x 305 mm (with border). Red border
with black margin and red rules, details projecting into it.
Inscribed at the top in takri characters: vag vidagdha 'the
talk (vag) of the resourceful mistress (vidagdha)' and on the
reverse with a Sanskrit verse from the Rasamanjari: ‘O
traveller, the sun being piercingly hot today, it is proper for
you to rest on the bank of the river, adorned with rows of
jasmine creepers entwining famala trees’ (trans. Randhawa
and Bhambri (1967), 27). Randhawa and Bhambri point out
that this is clearly an oblique invitation to stay and make
love.

Bharat Kala Bhavan, Banaras (formerly collection of Hira-
nanda Sastri from whom the final illustration to the series,
with dated colophon (Sastri (1936), fig 1.), was also
obtained).

Published: Khandalavala and Chandra (1958), col. pl. A.
Description: A bearded gallant, with Vaishnava tilak marks
and small moustache, his head protected from the rays of
the sun by a long white cloth is met outside a turreted
house by a lady who wears a transparent dress, pale yellow
trousers and a gold and red veil. The traveller's orange-red
Jama is tucked up to facilitate his walking. He carries a fan,
dagger and long sword. Behind him is a tree with large
leaves, entwined with a flowering creeper. A tree with dark
green foliage and pale grey trunk adjoins the house and
bends towards him as if in welcome.A small white staircase
leads to a half-open door topped by four turrets in yellow,
red, brown, green and pale blue. The entrance is decorated
with pale blue and white scallops. In the foreground a dark
grey piece of water. Al the top a broad band of sky; the
sun, emitting rays.

15(iii) ‘Why this hesitation, my love?’

205 x 310 mm (with border). Red border with black and
white rules, portions projecting into it.

Inscribed at the top in takri characters: madhya abhisarika
‘she who goes out to seek her lover’ and on the reverse with
a Sanskrit verse from the Rasamanjari: ‘O my slender
beauty, you, whom even the snakes could not frighten on
the way, now tremble at the mere touch of my arm. The
thundering clouds could not shake you and yet you turn
your face away at a mere word of love, What am [ to do?”’
(trans. Randhawa and Bhambri (1967), 76).

Dogra Art Gallery, Jammu (from the Basohli Raj collec-
tion, Pahda Kunj Lal, Basohli).

Published: Randhawa (1959) col. pl. 29.

Description: A bearded gallant, with Shaiva tilak marks,
wearing a white jama with brown top, sits against a blue
bolster facing his mistress in a solitary house in the coun-
try. The girl wears a mauve-blue dress and leans against an
orange bolster. Green carpet with red surround. The gallant
holds her hand while she strives to avoid his eyes. Bright
yellow wall with chocolate brown columns, green roof and
red plinth with parrot-faced ‘monster heads’ at either end.
Brilliant blue band of sky with horizontal streaks of light-
ning. Sage green background with rows of rain drops,
covering the house like a mantle but avoiding the space
protected by the two eaves. Foreground with tufted
clumps.

15(iv) The devoted husband.

173 x 285 mm: with border 210 x 322 mm. Red border with
black and red rules, portions projecting into it.

Inscribed at the top in takri characters: anakula nayaka ‘the
lover devoted only to his wife', and on the reverse with a
Sanskrit verse from the Rasamanjari: ‘O earth, grow soft.
O sun, be cool. O path, grow shorter. O breeze, soothe her.
O Dandak forest, come nearer. O mountains, get yourself
out of the way; for Sita aches to come with me to the
forest® (trans. based on Randhawa and Bhambri (1967), 96).
Bharat Kala Bhavan, Banaras, formerly Sastri collection
(Sastri 1936; Khandalavala and Chandra 1958).

Published: Khandalavala and Chandra (1958), fig. 2: also
reproduced Randhawa and Bhambri (1967), fig. 66.
Description: Rama with Vaishnava tilak marks, crown with
three lotus flowers and armed with bow and arrows is set-
ting out for the forest, indicated by a group of rocks and by
a curving row of little trees. He is followed by Sita who
gestures with her hands. Behind them is an empty house
with turrets. Yellow background of extreme pallor. At the
top a broad rim of blue sky with yellow sun, emitting rays.

15(v) The rake.

166 x 275 mm: with border 208 x 320 mm. Red border. No
projections.

Inscribed at the top in takri characters: veshyarata nayaka
adhama ‘the gallant well-versed in the ways of courtesans’
and in nagari characters in a different hand:

(1) chitra rasamanjari ‘an illustrated Rasamanjari’(2) 27
(3) dikhane waste mangai suj pravishte 10 lei he *Sent for
it for examination. Received it on the tenth day of Asu)j
(September-October).” Further inscribed with the takrn
numeral 103 and on the reverse with a Sanskrit verse from
the Rasamanjari: ‘O sakhi, I am tender like a bud of
maulsri. Pray do not leave me to suffer in the hands of that
rake, in whose heart there is no shame, nor pity, nor a trace
of fear’ (trans. Randhawa and Bhambri (1967), 101).

Bharat Kala Bhavan, Banaras, formerly Sastri collection
(Sastri (1936): Khandalavala and Chandra (1958)).
Published: Khandalavala and Chandra (1958), fig. 3.
Description: A lady in white and blue dress reclines against
a blue bolster on a bright yellow bed, set against a blackish
brown wall. A maid stands before her, her hands suggesting
that she is powerless to help. Grey carpet with orange
border. Outside the room a bearded gallant with Vaishnava
tilak marks and wearing an orange-red jama and blue sash
waits for admission. Bright yellow background.

Discussion: With nos. 4 and 10, a series of great importance
for the study of Basohli painting because of (1) its style,
which, while in general a continuation of previous Basohli
painting, firmly indicates a later stage of development, (2)
its known Basohli origin confirmed by a colophon stating
that it was commissioned by Raja Kirpal Pal and completed
at Basohli in the samvat year 1752 (A.D. 1695), (3) the
express mention in this colophon of the painter’s name,
Devidasa — the only painter to be mentioned in a Basohli
colophon in the seventeenth century and the first of only
three painters to be mentioned in any colophon at Basohli
over a period of 150 years, (4) its maintenance of the literal



interpretation of the Rasamanjari adopted in the ‘second’
version and (5) the possible light which it throws on Kirpal
Pal’s role as patron and his attitude to art and poetry.

Although the existence of a painting numbered 130 (see
(1) below) suggests that the series may have totalled at least
this number, only fifteen examples from it are at present
known. Of these, four are now in Bharat Kala Bhavan,
Banaras, three were formerly in the Central Museum,
Lahore, two are in the Dogra Art Gallery, Jammu, one in
the Chandigarh Museum, two in the National Museum,
New Delhi, one in the Metropolitan Museum, New York,
one in the Museum of Fine Arts, Boston, and one, formerly
in the Coomaraswamy collection, Boston, and now in the
Binney collection, Brookline. The three Lahore examples
(K. 31-33) were ascertained by Gupta (1922) to have been
obtained by the dealer at Basohli. The Dogra Art Gallery's
two examples are from the Basohli Raj collection formerly
with Pahda Kunj Lal (Randhawa, 1959); while the example
in the National Museum, New Delhi and the four in Bharat
Kala Bhavan were originally acquired from a dealer by the
epigraphist, Hirananda Sastri. They included the colophon
noted above. The provenance of the remaining three is
unrecorded.

The colophon, published in facsimile by Khandalavala
and Chandra (1958), but earlier transcribed and translated
by Sastri (1936), runs in Sastri's translation as follows: ‘In
order to see the creation of God and to realise the hollow-
ness of the world this (Chittarasamanjari), containing many
pictures, (which are) the wealth (i.e. creation) of mind, was
caused to be prepared by Raja Kirapala Pala. (It was com-
pleted) on the auspicious day, the seventh tithi of the bright
fortnight of Magha (January-Febrary) in the Vikrama year
(which is) counted by the eyes (two), the arrows (five), the
sages (seven) and the moon (one) (i.e. 1752, A.D. 1695) in
the town called Visvasthali (the modern Basohli) which lies
on the beautiful banks of the Airavati (the modern Ravi),
by Devidasa, who is well-versed in the art of painting.’
Note: This translation is accepted by Rai Krishnadasa,
Banaras, and Gopi Krishna Kanoria, Calcutta, as substan-
tially correct with the exception that the name of the day
(Thursday) is omitted and the suffix ‘Pal’ has been added to
the patron’s name. B. N. Goswamy further suggests that
the understood subject, Chittarasamanjari (‘the Rasaman-
jari of the heart’) is probably a mistake for Chitrarasaman-
jari (‘the illustrated Rasamanjari’) which is the word
inscribed on the top of 15(v), which Sastri noted as having
been in his possession.

Three points are perhaps significant. Although the reason
for commissioning the series is couched in religious or
quasi-religious terms, the words invoke neither Vishnu nor
Shiva and even when referring to the patron are tersely fac-
tual, mentioning him only as ‘raja Kirpal.’ This is in marked
contrast to series 19, the Gita Govinda of 1730, where the
patron presents herself as a devout worshipper of Vishnu,
famous for her virtue. It is also significant that in two cases
the gallants wear Shaiva tilak marks and in three cases
Vaishnava ones. This suggests that Kirpal Pal had no pro-
nounced religious bias at the time when the series was
projected and while revering both Vishnu and Shiva may
have disassociated painting and poetry from worship.

The opening phrases of the colophon — ‘to see the crea-
tion of God and to realise the hollowness of the world" —
may reflect the common view that art and poetry at their
best are foretastes of moksha or even means of attaining it.
Moksha (release from living through extinction in God) was
the ultimate goal of life and through the ‘release’ provided
by poetry and painting, a comparable experience might
be obtained. The subsequent reference to painting as the
'wealth' (creation) of the mind, i.e. the mind functioning at
its keenest and best, perhaps clarifies and emphasises this
function. It would imply that great art and poetry, when
properly experienced, ‘take the individual out of the world’.
They make normal anxieties, cares and preoccupations
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appear ‘hollow’. The very intensity of the experience — the
art-emotion — is itself a new kind of living and through it
the participant does indeed ‘see the creation of God'. In
this view, the ‘third’ Rasamanjari was intended primarily
for cultured, sophisticated enjoyment, a purpose which was
all the more proper and ennobling because of these philo-
sophical and religious implications.

Although in style, the series avails of previous conven-
tions, such as monster-heads at the end of plinths, a
special type of decorated portico, prominent turrets and the
matching of architectural features by wide expanses of
open country, it lacks the complicated richness of earlier
Basohli painting. Much simpler and bolder compositions
are employed and there are fewer radical distortions, less
vehement eyes, shorter figures, more roundly-shaped heads
and greater depth. In 15(), the execution is unusually deli-
cate and naturalistic, even including the insertion of a sun
with rays. A notable feature of the series is that while the
gallants are obviously modelled on the bearded gallant of
no. 10, they effect considerably longer jamas — a change of
fashion which suggests that the ‘second’ Rasamanjari was
painted at least ten to fifteen years earlier. For examples
from the ‘first’ Rasamanjari illustrating the same verses as
pictures in the present series, compare Coomaraswamy
(1926), pl. 94 (305) with (2) below and pl. 93 (303) with 15(v).

The changes in style, noted above, may be due either to
a natural reaction against the former richness, the dispersal
of the early painters or members of their families to courts
such as Mankot or Kulu or to the arrival at Basohli of a
new painter, the Devidasa of the colophon. The reasons for
providing series with colophons in the Punjab Hills are still
unclear since, on present evidence, this was far from being
standard practice. It is possible that only when the occasion
seemed especially to warrant it or in the case of a gifted
new-comer was this done.

Although Devidasa's exact antecedents are unknown, he
was almost certainly the same Devidasa who was father of
the Nurpur artist, Golu (Goswamy, 1964). In the sixteen-
nineties, Nurpur was no longer on bad terms with Basohli
and hence a Nurpur painter might well have been attracted
to the Basohli court. The changes of style noted above,
might, in that case, be due either to Nurpur influence or to
the newcomer's own lack of mastery of the Basohli idiom.
It is significant that less than twenty years later, a version
of the Rasamanjari, casting Raja Daya Datta of Nurpur in
the role of the gallant, was painted at Nurpur. This series
differs markedly in style from either of the three Basohli
versions but avails of the same standard compositions,
iconography and placing of the figures. The Nurpur artist
who painted them obviously had ready access to the
master-drawings or sketches used for the Basohli versions.
It would be the strangest of coincidences if the Devidasa
who executed the present series and was thus able to sup-
ply these models was not Devidasa of Nurpur, the father of
Golu.

Examples from the same series: (1) Sastri (1936), fig. 1;
also reproduced Archer (1952), fig. 6; Khandalavala and
Chandra (1958), fig. 1; Khandalavala (1958), nos. 1 and 2;
Randhawa and Bhambri (1967), fig. 81; Dwivedi (1969), fig.
5. Radha meets Krishna face to face. Inscribed at the top in
takri characters: sakata darasana avastha ‘seeing the lover
face to face' and on the reverse with a Sanskrit verse from
the Rasamanjari numbered 130 and the Sanskrit colophon
(discussed above). Bharat Kala Bhavan, Banaras, formerly
in the collection of Hiranananda Sastri (Sastri 1936: Khan-
dalavala and Chandra 1958).

Krishna in red dhoti with a crown and peacock feather on
his head, a cowherd’s crook and a flute in his hands and
with a long white garland, stands against a yellow back-
ground, gazing at Radha who comes to greet him. She
returns his gaze from a chamber with carpet, bolster, dark
green walls and draped curtains. Plinth with vestigial ‘mon-
ster head’. No beetle-wing cases.
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(2) Gray (1950), pl. 97 (508); listed Gupta (1922) K. 31,
131. The lonely lover, a bearded gallant on an empty bed.
Central Museum, Lahore.
(3) Listed Gupta (1922), K. 32, 132. 'Drishta nayak. An
illustration from Bhanu Datt’s Rasamanjari. The clever
nayak stealthily comes and sleeps by the side of the nayika
while she is asleep. She is seen protesting her innocence to
the maid. Basohli: late 17th century.” Central Museum,
Lahore.
(4) Listed Gupta (1922), K. 33, 132, ‘Chitra Darsana. An
illustration from Bhanu Datt's Rasamanjari. The nayika
looks at the portrait of her lover when he is away. Basohli;
late 17th century.’ Central Museum, Lahore.

For the Basohli provenance of (2)-(4), see comment to
Gupta (1922).
(5) Randhawa (1959), col. pl. 30. The married mistress
restlessly awaits her lover on a bed, while her mother-
in-law sleeps on a separate bed to the right. Chandigarh
Museum.
(6) Khandalavala and Chandra (1958), fig. 4; also repro-
duced Khandalavala (1958), no. 5. Lovers meeting outside a
room. National Museum, New Delhi.
() Randhawa and Bhambri (1967), fig. 30. The newly-
wedded husband, a gallant with beard, covers his wife’s
eyes with a hand. National Museum, New Delhi.
(8 Coomaraswamy (1926) pl. 92 (300); also reproduced
Khandalavala (1958), no. 14. Parvati addressing Shiva.
Museum of Fine Arts, Boston.
(9) Craven (1966), pl. 65. Shiva and Parvati seated on a
tiger-skin, playing pachisi; Parvati asking Shiva to return
the necklace which he has stolen from her and holds in his
hand. Metropolitan Museum, New York. Ilustration to
verse 97.
(10) Shiva and Parvati (first) walking together and (later)
lying in each other's arms on a tiger-skin. Binney collection,
Brookline (formerly Coomaraswamy collection, Boston).
Illustration to verse ] (an invocation to Shiva). A tiger-skin,
in place of the deer-skin mentioned in the verse. Red back-
ground.

16(i-if) T wo paintings from an unidentified Nayaka Nayika
series. Basohli, ¢.1695-1700.

Inscribed on the reverse in nagari characters with verses by
an unidentified Hindi poet. No beetle-wing cases.

Bharat Kala Bhavan, Banaras.

16(i) The lover caresses his mistress’s foot. 185 x 283 mm;
with border, 200 x 310 mm. Yellow border.

Description: A bearded gallant with golden dress and high
tall turban sits on a delicately patterned rug stroking his
mistress's left foot. She wears a black skirt with yellow
pleats and reclines against a dark blue bolster. Orange red
wall with three niches containing bowls and bottles. To the
left an orange red tower and to the right a green plantain
tree. Beyond is a blackish blue night sky. ‘Monster-heads’
at the end of the plinth.

16(ii) T he lover touches his mistress’s toes.

180 x 280 mm; with border 215 x 300 mm. Red border.
Description: The lover, with long side-lock but no beard,
wearing a white jama with blue trousers and sash, stands
outside his mistress’'s chamber bending forward to touch
her toes. She wears a yellow bodice and brown and green
skirt and leans against a blue cushion. Orange red carpet.
Dull green wall. On the right a green plantain tree. Black
roof and background. Vestigial ‘monster-heads’.

Discussion: Comparable in general style and idioms to no.
15, though, in contrast to the Rasamanjari, a Hindi, not a
Sanskrit text. As in 15, there is a greater use of recessions,
especially in the roof-tops, although the basic convention is
still that of a single flat plane. The illustration of courtly
love-poetry poetry may have had a special fascination for
Raja Kirpal Pal, on account of his romantic attachment to
his second rani, the Mankot princess.

Related example, perhaps from the same series: (1) Cooma-
raswamy (1914), fig. 16; also reproduced Coomaraswamy

(1916), pl. 27B; Coomaraswamy (1926), pl. 96 (309); Khan-
dalavala (1958), no. 12. The lover greeting his mistress as
she arrives at night. Museum of Fine Arts, Boston. Basohli,
c.1695. Similar size and Hindi text. Identical details and
gestures.

PHASE THREE: 1700-1765

17 Raja Medini Pal (1722-1736) of Basohli smoking with his
dog. Basohli, ¢.1730.

Inscribed on the reverse in takri characters: bilauria medani
pal ‘Medini Pal of Basohli’.

National Museum, New Delhi.

Published: Khandalavala (1958), fig. 36 where, however, the
inscription is unrecorded and the subject is identified as
Medini Pal by comparision with an inscribed portrait of him
at one time on the Bombay market.

Description: Medini Pal with Shaiva tilak marks, armpit
shadows and white jama sits on a patterned rug leaning
against a bolster on which a small hawk is perched. He
holds in his right hand a lotus blossom and a string and
rests his hand on a falconer’s glove. He holds a long hook-
ah stem in his left hand. A young servant stands with tongs
beside the hookah bowl. A black dog with long narrow head
sits before him. Plain background. Decorated roof.
Discussion: Medini Pal, born in 1714, is here portrayed as a
beardless youth of about sixteen, thus making the picture
about 1730 in date. The large expressive eye and sloping
forehead, the plain background and the architectural
ornamentation derive from the ‘first’ Rasamanjari series (4)
and must therefore be regarded as archaistic survivals from
the earlier style. For a portrait in Jammu style, confirming
the identification, see Jammu, no. 11. It is of interest that a
hawk also appears in a slightly later portrait (no. 19) and
that his son, Jit Pal, was portrayed at Jammu, also with
hawks.

18(i-vii) Seven paintings from a Gita Govinda series,
Inscribed as commissioned from the painter Manaku in
samvat 1787 (A.D. 1730) but perhaps supplemented and
completed by a second painter. Basohli, ¢.1730-1735.

For detailed colophon, see below. 18(i-v) are here regarded
as the work of the principal artist, Manaku; 18(vi and vii) as
the work of an assistant or successor. Each painting has red
borders and is inscribed on the reverse with Sanskrit verses
from the Gita Govinda of Jayadeva (fl. 1175). For the
text of this poem and translations, see George Keyt, Sri
Jayadeva's Gita Govinda (Bombay, 1947), M. S. Ran-
dhawa, Kangra Paintings of the Gita Govinda (New Delhi,
1963) and Archer (1957). As in nos. 1-5, there is a prolific
use of pieces of green beetle-wing cases for jewellery.

18(i) The poet Jayadeva bows before Vishnu.

165 x 257 mm; with red border 215 x 308 mm.

Chandigarh Museum (on transfer from Lahore).

Published: Goswamy (1968), fig. 20.

Description: The poet, Jayadeva, naked save for a dhoti, his
head shaven except for his top-knot, stands on one leg, his
hands clasped in reverence. Vishnu, four-armed and hold-
ing a mace, quoit, conch shell and lotus stalk sits on a bed
of lotus petals gazing at him. He wears an orange dhoti.
Behind them is a grey wall with murals illustrating the ten
incarnations. Red lintel. To the right a yellow door with red
blind. Background dull green.

18(ii) The deserted Krishna.

187 x 257 mm; with border 211 x 309 mm.

Chandigarh Museum (on transfer from Lahore).
Description: Krishna, with peacock-feather crown and long
white garland lies on a piece of grass casting behind him his
flute and cowherd’s stick and gazing disconsolately to the
left. He leans on his right hand which projects slightly into
the margin. To the right is an open room with red lintel and
dark grey wall, containing an empty white bed with red
frills and two mauve bolsters, one at either end. Beside the
right-hand bolster are two round cushions. Background
dark yellow. Upper rim of narrow sky.



18(iif) T he ecstasy of love.

161 x 254 mm; with border 212 x 304 mm.

Chandigarh Museum (on transfer from Lahore).

Published: Archer (1957), pl. 27. also reproduced Ran-
dhawa (1959) col. pl. 20; Goswamy (1958), fig. 22.
Description: Radha in red dress and Krishna in a golden
dhoti sit on a pale yellow hillside making love. Beside them
is a grey stream with serrated white edge. Around them are
five trees with brown, grey and chocolate trunks. Branches
of red and crimson flowers sprout from the foliage. To the
right is a courtyard with grey inner wall, slate blue blind
and red roof, surrounded by dark brown walls with white
tops. The walls thrust outwards in a sharply jutting angle.
Rim of white and blue sky. Within the courtyard are two
girl companions.

18(iv) Radha’s messenger describes Krishna sitting with the
cowgirls.

160 x 255 mm; with border 215 x 308 mm.

Victoria and Albert Museum, .M. 87-1930.

Acquired from Muhammad Hussain, 1930.

Description: Radha in mauve bodice and red skirt sits under
a tree to the left listening as her companion describes
Krishna’s love-play with the cowgirls. To the right Krishna
with orange dhoti and dark blue skin sits with a cowgirl on
either side, his arms round their necks. Two cowgirls with
tambura and cymbals sit beside them. A fifth waves a white
yak’s tail fly-whisk over Krishna's head. A sixth stands
leaning on a gold staff. Skirts and bodices dark red, mauve,
pale yellow and dark green foliage overshadowing four
smaller trees. Background a brilliant deep yellow with, at
the top, a narrow band of white and blue. In the foreground
a blackish brown stream with dotted white verge.

18(v) Radha’s messenger describes Krishna standing with
the cowgirls.

147 x 253 mm; with border 202 x 308 mm.

Victoria and Albert Museum, [.M. 88-1930.

Acquired from Muhammad Hussain, 1930.

Description: Radha seated as in 18(iv) beneath a tree listens
as her companion turns to watch Krishna standing with
three cow-girls, his arms around two of them. Skirts
and bodices dark red, blue, mauve, pale yellow and dark
green. Krishna in an orange dhoti. Deep yellow background
with mauve rocks. Triangular shaped trees. At the top a
narrow rim of white and blue. Two pairs of black bees
shaped like dragon-flies. In the foreground a narrow stream
with dotted white verge.

18(vi) Vishnu and Lakshmi on the great snake.

159 x 215 mm; with border 211 x 307 mm.

Chandigarh Museum (on transfer from Lahore).

Published: Sinha (1958), pl. 1; also reproduced Goswamy
(1968), fig. 19.

Description: Vishnu, in pale yellow dhoti, with long white
garland, lies on the white, many-headed serpent of eternity.
Lakshmi in crimson bodice and pale red skirt massages his
left foot. Beside Vishnu are his four emblems — the mace,
quoit, conch-shell and lotus. Around them is a vast expanse
of dark grey water edged by an empty sage-green field with
black verges.

18(vii) Krishna approached by Radha.

158 x 256 mm; with border 210 x 307 mm. Red border with
black and white rules.

Victoria and Albert Museum, 1.M. 89 - 1930.

Acquired from Muhammad Hussain, 1930.

Description: Radha in dark red and blue skirt and brief
brown bodice, attended by a companion in mauve and
white skirt and orange bodice, approaches a dark green
hillock surrounded by dark trees. Within the grove sits
Krishna with dark yellow dhoti and bluish black skin. He
holds a tiny flute in his right hand. A willow-type tree dan-
gles its branches. Pale yellow background with broad band
of white and blue at the top, dotted by large stars and a
crescent moon. A narrow band of grey stream in the fore-
ground. Triangular shaped trees.

BASOHLI 47

Discussion: Although this series was painted thirty-five
years later than the ‘third' Rasamanjari by Devidasa, it is of
almost equal importance for the reconstruction of the his-
tory of Basohli painting. This is because of the large num-
ber of leaves which have survived (amounting to almost
one hundred), the acquisition of over fifty of these leaves
by the Central Museum, Lahore, their subsequent exhibi-
tion which gave a forceful impression of *Basohli' painting
and for a number of years was tantamount to a definition of
it, their known Basohli provenance and the discovery by
Mehta (1938) that the series possessed a colophon which
mentioned a patroness, a painter and the samvat date 1787
(A.D. 1730). At the same time, no other Basohli series has
raised so many problems or aroused so much controversy.

Provenance. When first published by Ghose (1929), no
exact provenance was stated and the series was termed
Basohli because in Ghose's ‘experience’, a large number of
pictures in broadly the same style had come either from
Basohli itself or from Nurpur ‘adjoining it on the south-
east’. ‘In the latter case’, he said ‘the inspiration was
derived from Basohli’. Ghose did not state that the example
of the series reproduced in his article had been acquired in
Basohli and it was only in 1964 on enquiry by the present
writer that he clarified the position. He explained that dur-
ing his visit to the Punjab Hills he had acquired. in all, eight
examples at Nurpur (not Basohli), but had been informed
that it was from Basohli that they had come.

A similar mystery at first surrounded the Lahore exam-
ples and Khandalavala (1958), while considering it ‘fairly
safe to attribute them to Basohli', stated that ‘the find-spot
of the series is not known’. Subsequently, however, Gupta,
Curator of the Lahore Museum and himself the owner of
about twenty examples, divulged that the pictures had in
fact been obtained by the dealer at Basohli. As in the case
of mo. 1, the exact source was not revealed but the place
of acquisition, Basohli, was firmly attested. Since the style
of the series is a logical continuation of previous painting at
Basohli, this evidence, despite its late emergence, is
reasonably conclusive.

Colophon. This comprises the following two lines of Sansk-
rit verse in nagari characters on the face of the final picture
in the series (reproduced in original form Chakravarti
(1951), fig 1; also reproduced Khandalavala (1958) fig. 33):
(1) munivasugirisomaih sammite vikramabde guniganita-
garista (tha) malini-vrttavitta

(2) vyaracayad ajabhakta manakucitrakartra lalitalipivicit-
ram gitagovimdacitram

Despite the legibility of these lines, their correct interpreta-
tion has proved despairingly elusive (see Archer (1963)
where the many various attempts to translate them are sum-
marised). The colophon is here interpreted as meaning: ‘In
the Vikrama year corresponding to the sages (seven), the
gems (eight) the mountains (seven) and the moon (one) (i.e.
1787 or A.D. 1730), the Lady Malini who was famed for her
good conduct and was skilled in the Malini metre, who was
revered by the virtuous and was devoted to the Unborn (i.e.
Vishnu) had this picture (book) of the Gita Govinda,
graced by charming calligraphy, made by the (male) painter,
Manaku.’ For a detailed exposition of the verses and the
reasons for arriving at this interpretation, see Archer
(1963).

It is important to note, however, that unlike most colo-
phons in which the exact date of actually completing the
manuscript is noted, only the year (A.D. 1730) is given. The
causative also is employed. In other words, instead of stat-
ing that the painter Manaku completed the series on a cer-
tain date, the inscription merely says that the lady Malini
*had it made’ by him in that year. Since the colophon is in
elegantly turned verse, it is possible that it was composed
before the paintings had actually been completed. In that
case, the literal meaning would be that the series was com-
missioned in 1730 but might have been completed some
years later.
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The Patron. Although Basohli is not expressly named as the
place of execution, the fact that the text illustrated is
ardently Vaishnava in character and that a lady commis-
sioned it, lends some support to the view that Basohli was,
in fact, its place of origin. In 1730, Medini Pal was only six-
teen years old, having succeeded to the Basohli throne as a
minor in 1722. The ladies of the palace, such as his mother,
aunts or even grandmother, would therefore still have had
considerable influence. It is likely that his marriage to the
sister of Govardhan Chand of Guler took place that year
and the series may thus have been commissioned as part of
the wedding ritual and celebrations. In present-day Mithila
(Bihar), Vaishnava poems extolling the loves of Radha and
Krishna are sung at weddings, the bride and bridegroom
being urged to love ‘like Radha and Krishna' (Archer and
Bhattacharya, 1963). Ardent Vaishnavism had reached
Guler under Govardhan Chand’s father, Dalip Singh and
although Medini Pal himself is shown in portraits with
Shaiva tilak marks (thus following the practice of his father
and grandfather), it is possible that his grandmother, Kirpal
Pal's favourite rani, the Mankot princess, may have influ-
enced the palace ladies in a Vaishnava direction. It is sig-
nificant that Jit Pal, Medini Pal's son by his Guler rani, is
shown in portraits with Vaishnava tilak marks (the first
Basohli ruler after Hindal Pal (c.1673-1678) to wear them).
The choice of a ruling family with Vaishnava leanings for
Medini Pal's bride, coupled with the fact that Govardhan
Chand of Guler married Medini Pal’s sister, also suggests
that by now Basohli had become perceptibly more Vaish-
nava in outlook. Since a Basohli rani or princess was actu-
ally in a position to commission this series in 1730, a Bas-
ohli origin for it seems not unlikely. It is significant that
beetle-wing cases (unknown in Guler but widely prevalent
at Basohli) are lavishly present in it.

The Artist. Although the name of the painter commissioned
by the lady Malini to execute the series is given, the
precedent of the ‘third’ Rasamanjari is followed and no
reference to his place of birth is supplied. It cannot, there-
fore, be assumed that he was from another state. The fact,
however, that he was named at all raises some slight pre-
sumption that this was so. As already noted, series with
colophons are very rare in the Punjab Hills and a Basohli-
born artist may be expected to have been too well-known
to have warranted one. Only one artist with the name,
Manaku, has so far come to light (Goswamy, 1968), and it
is significant that his birth-place was Guler, not Basohli.
This might therefore explain why he was named. Members
of Manaku of Guler’s family were later employed at Bas-
ohli — his younger brother, Nainsukh, joining Medini Pal's
grandson, Amrit Pal and his nephew, Ranjha, actually liv-
ing on lands settled with his father Nainsukh at Basohli.
With such close family connections with the Basohli court
at only a slightly later stage, it is reasonable to presume that
Manaku of Guler was the Manaku of the present series.

Three further circumstances support this conclusion: (i)
A much later version of the Gita Govinda was executed in
Kangra style, perhaps by Manaku of Guler's younger son,
Khushala, and his nephew Gaudhu, and was given an iden-
tically similar colophon (Kangra, no. 33). This colophon
mentioned once again the date 1730 and named Manaku as
the artist. Such a repetition would be distinctly improbable
unless one and the same family was involved.

(ii)) Members of this artist family are known to have gone
on various occasions to the pilgrimage centre of Hardwar
and on at least one occasion to have accompanied the ashes
of a recently deceased Basohli ruler (Goswamy, 1968).
Manaku is recorded in a priest's register as visiting
Hardwar only once (Goswamy, 1968), but significantly
enough in 1736, the year when Medini Pal died. Since the
Basohli Raj family had originally come from Hardwar and
that was where their ashes were normally immersed, it
would be a strange coincidence if the Manaku of Guler
who visited Hardwar that year was not the Manaku of the
Basohli Gita Govinda or that his visit was totally uncon-

nected with the death of the Basohli ruler in whose reign
the series was commissioned.

(iii) Although the dates of birth of Manaku of Guler and
his younger brother are not specifically recorded, Nain-
sukh’s year of birth can be put at c.1725 on the evidence of
portraits of his first patron, Balwant Singh of Jammu and
his own appearance in one of these portraits (Jammu, no.
30). If Manaku was fifteen years older he would have been
born in ¢.1710 and would thus have been twenty in 1730,
the year when the present series was commissioned. If he
had moved to Basohli as a youth of fifteen, he could well
have acquired sufficient skill in the Basohli manner to
develop the style of the present series while availing of cur-
rent Guler idioms to give it new accents. All these circum-
stances taken together leave little doubt of the painter’s
identity.

Style. It remains to discuss style. Although only one artist,
Manaku, is named in the colophon as executing the series
for the lady Malini, two hands are unmistakably present.
The principal artist, here regarded as Manaku himself, com-
mands a bold and glowing palette and relies on the early
Basohli convention of plain flat backgrounds in strong
yellows, reds, greens and browns 18(i-v). Pieces of green
beetle-wing cases, one of the most striking characteristics
of early Basohli painting continue to be used. The treat-
ment of architecture also closely follows the style of all
three Rasamanjaris, almost the only difference being the
omission of monster heads from the end of plinths. The lin-
tels and roof-tops, in particular, preserve the same kinds of
ornamentation and have a similar angularity. Pictures invol-
ving bed-chambers exactly duplicate the methods of the
‘third’ Rasamanjari, — no. 18(ii), for example, being exactly
parallel to 15(v). Above all, a preference for spacious,
open compositions, simple settings and under-ornamented
figures, in contrast to the early vogue for fierce magni-
ficence and sparkling detail, closely accords with paintings
of the 1690-1700 period. At the same time, a new spirit is
apparent. Heads are much larger and rounder. The early
piquant sharpness has vanished. Eyes remain big but less
intense. Figures are somewhat shorter and there is a
general air of bland assurance. Even in the treatment of
nature, more complex conventions are employed for trees
and creepers. The former robust and simple formulas for
foliage are abandoned and trees are no longer rendered leaf
by leaf. When trees or human figures are shown in groups,
there is a greater blending of contours and a more relaxed
naturalism. Although painting in Guler had still to develop
its masterly command of natural posture and delicate grace,
faint influences from Manaku's native court could well
explain these new elements.

The second artist is clearly of weaker calibre (18(vi and
vii)). Although adopting much of Manaku’s manner, he
lacks his general boldness, shrinks from over-ardent col-
ours, prefers much paler backgrounds, and adopts a more
summary way of rendering the banks of streams (in con-
trast to the dotted white verges favoured by Manaku him-
self). Above all, he affects a taller, thinner type of head
with a longer and more angular nose. One can only guess
who this artist was. He can hardly have been Manaku'’s
son, Fattu, since even if Manaku was married at the age of
fifteen and had a son at once, Fattu would still be only five
in 1730. More probably, his assistant or colleague must
have come either from a different artist family of Guler, or
perhaps have been a native of Basohli itself or even of
Nurpur. It is clear that he respected and was dominated by
Manaku for the last picture in the series containing the
colophon is in his own weak hand. As to why this last pic-
ture was not painted by Manaku himself we can only spe-
culate.

Examples from the same series: For detailed references, see
Review of Literature.

19 Raja Medini Pal (1722-1736) of Basohli with a hawk.
Basohli, ¢.1735.



179 x 112 mm: with border 212 x 151 mm. Red border with
crimson and black rules.

Inscribed in takri characters: biluria medani pal ‘Medini Pal
of Basohli’,

Private collection.

Published: Skelton (1961), pl. 37.

Description: Medini Pal, clad in a white ankle-length jama,
brown turban and pink sash, stands holding a hawk in his
left hand and clasping a dagger with his right. He has a
beard and slight moustache and wears Shaiva tilak marks.
Plain yellow background.

Discussion: A portrait of Medini Pal at an age about five
years older than in no. 17. He now has a youthful beard and
also wears the long jama which had become increasingly
fashionable in the early part of the eighteenth century. The
fact that his feet and turban plume are shown projecting
into the border reinforces the Basohli attribution.

Related example: (1) Khandalavala (1958), no. 3; also rep-
roduced Randhawa (1959), col. pl. 36. The love-lorn lady.
Bharat Kala Bhavan, Banaras. Basohli, ¢.1720-1730. Similar
long tall figure holding a hawk. Plain dark background.

20 Radha and Krishna on a hill-side. Basohli, ¢.1735-1740.
225 x 160 mm.

Central Museum, Lahore.

Published: Gray (1950), pl. 101; also reproduced Khanda-
lavala (1958), no. 32.

Description: Radha, playing a vina, is seated close to
Krishna who plays his flute. The scene is a hill-side sur-
rounded by a grove of flowering trees. Parakeets, ducks,
egrets and peacocks abound. In the foreground is a swirling
stream.

Discussion: A later version of a subject brilliantly rendered
by a Basohli-trained artist at Kulu (see Kulu, no. 6). In
general style, close to no. 18, but with a more graceful natu-
ralism, lusher exuberance, and greater sense of depth.

21 Radha and Krishna watching a storm. Basohli, c.1750.
285 x 195 mm. Red border, with white rules. Two turrets
projecting into it.

Dogra Art Gallery (formerly Basohli Raj collection, Pahda
Kunj Lal, Basohli).

Published: Randhawa (1959), col. pi.34.

Description: Krishna in yellow jama sits with Radha who
wears a mauve bodice and red skirt in the top storey of a
white pavilion. Below them are two girl musicians. Qutside
is a mango tree in fruit, and a night sky with lightning.
Discussion: A picture of some importance because of its
Basohli provenance (the Basohli Raj collection). In style,
closely similar to 20 and 22 and with the same acceptance
of advancing Guler influences. At the same time, essen-
tially Basohli in its vertical-type structure with robust
ascending parallels and its continuing recourse to the early
convention of allowing details to over-flow into borders.
This primitive Basohli convention, taken over at Kulu and
Mankot, was never, so far as is known, practised at Guler.

22(i-xiv) Fourteen paintings from a ‘fifth’ Bhagavata
Purana series, Basohli, ¢.1760-1765.

From a series formerly belonging, in large part, to Mrs. F.
C. Smith, sold at Sotheby's, London, December, 1960.
Each painting is inscribed on the reverse in gurmukhi and
nagari characters with lines describing the incident.

Note: Referred to in the Review of Literature as the ‘large’
Guler-Basohli Bhagavata Purana series.

22(i) Earth appeals to Vishnu.

Size unrecorded. Red border with narrow black margin and
white rules.

Description: Vishnu, his four emblems beside him, lies on
the great snake, his consort Lakshmi massaging his left
foot. Around them are the grey waters of the primeval
ocean. To the left, assembled on a bare field, stand the
gods, headed by Brahma and including Shiva, Indra and
others. Farth, in the form of a cow, stands beside Brahma.

BASOHLI 49

22(if) The revel.

233 x 340 mm; with border 298 x 405 mm. Red border with
narrow black margin and white rules. Numbered 16.
Victoria and Albert Museum, 1.S. 3-1960.

Description: Fifteen cowherd boys clad in striped trunks
pelt each other with curds obtained from broken pots. Sage
green background. At the top a band of white and blue sky,
streaks of mauve at either end. Plain expressionless faces.
No shading. Orange, blue and crimson trunks.

22(1ii) T he submission of Kaliya.

232 x 337 mm; with border 300 x 400 mm. Red border with
narrow black margin and white rules. Numbered 68.
Victoria and Albert Museum, [.S. 38-1960.

Description: Krishna in dark mauve skin and dark yellow
dhoti stands on the bank of the river Jamuna, the snake
Kaliya wilting on the ground beside him. On the left one of
the snake’s wives offers him a lotus. To the right a second
wife approaches him with clasped hands. Each wears a
bodice and veil. Massive trees on either side. Golden sky
with, on the left, streaks of orange-red, violet, white and
crimson and, at the top, dark blue.

22(iv) The forest fire.

230 x 332 mm; with border 300 x 400 mm.

Red border with narrow black margin and white rules.
Royal Scottish Museum, Edinburgh.

Description: A picture based on 8 but with a much harsher
simplification of forms and details, fewer and less crowded
cattle, fewer bees and escaping animals, no trees and thin-
ner smoke. Two of the eleven cowherd boys are shown full
face, the rest in profile. Plain bare hillside. On the left a
pair of black buck and a civet cat and on the right a tiger (?)
dash to safety.

22(v) Krishna answers the cow-girls.

230 x 330 mm; with border 300 x 403 mm. Red border with
black margin and white rules.

Archer collection, London.

Published: Archer (1965), pl. 69.

Description: Krishna in yellow dhoti and long white garland
sits beneath a tree with thick trunk, heavy foliage and
branches with lopped ends. Before him stand seven cow-
girls dressed in orange, green, crimson, red, blue and green.
Six are shown in profile, one full-face. To the left is a group
of trees with thin trunks and dense leaves from which
spring two creepers, one with red flowers. In the fore-
ground is a grey stream. Background greyish blue sky from
which a full moon shines down. Krishna is explaining to the
cow-girls the reasons for his sudden abandonment of them.

22(vi) The dispatch of the envoy. Not illustrated.

238 x 328 mm; with border 304 x 396 mm. Red border with
narrow black margin and white rules. Numbered (1)46.
Victoria and Albert Museum, [.S. 40-1960.

Description: Krishna, seated on a white-walled verandah,
briefs his envoy, Udho, who stands before him in a dark
green jama. On either side brick walls in dark brown. In the
door a bamboo curtain with grey and crimson bands and
white criss-crossing lines. At the back, pale blue sky with
two pairs of tufted cypresses.

22(vii) T he restoration of the child.

238 x 343 mm; with border 300 x 410 mm.

Red border with narrow black margin and white rules.
Numbered 147.

Victoria and Albert Museum, [.S. 39-1960.

Description: Krishna and Balarama stand inside a courtyard
restoring the son of their spiritual preceptor to his parents.
The child in crimson jama advances to greet his father who
sits before him in a green jama. His mother seated in an
orange-red skirt has a brief, pale-coloured bodice, the
nipples showing through it. Beyond the courtyard waits a
two horsed chariot. Inside walls white and angular, outside
walls in brown brick. Background brownish-yellow with
upper rim of white and blue.
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22(vili) Kaljaman pursues Krishna.

277 x 380 mm; with border 303 x 403 mm. Red border with
narrow black margin. Numbered 175.

Victoria and Albert Museum, 1.S. 41-1960.

Description: Krishna, with four arms, pursued by Kaljaman,
the ally of the demon Jarasandha, hurries past a palace with
white walls. Kaljaman's army, composed of bearded war-
riors on elephants, horses and on foot, waits to the right.
Dark greyish-brown background. At the top a rim of dark
blue.

22(ix) Krishna rides to Kundulpur.

Size unrecorded. Red border with black margin and white
rules.

Description: Krishna in long jama and mounted on a white
horse rides through a bare and open countryside, preceded
by six courtiers on foot with spear and swords and followed
by three mounted retainers, two of them with hawks. Two
dogs accompanied by a dog-boy accompany the troupe.
Shrubs with circular leaves in the foreground. Sky with
long gashes of bright colour.

22(x) The captured Rukma. Not illustrated.

280 x 380 mm; with border 302 x 404 mm. Red border with
black rules. Numbered 207.

Victoria and Albert Museum, 1.S. 42-1960.

Description: Krishna and Rukmini, in red dresses with gold
bands, sit in a chariot drawn by four white horses facing
Rukmini’s brother, Rukma. He stands before them in yel-
low jama his hands tied together. His empty chariot with
two chocolate-coloured steeds waits behind him. Green
foreground with tufted clumps. Scarlet background with, at
the top, a curving rim of white and blue.

22(xi) Sambara receives the fish.

278 x 378 mm; with border 300 x 430 mm. Dark blue
border. Numbered 214.

Victoria and Albert Museum, 1.S. 4-1960.

Description: The demon, Sambara, with mottled grey skin, a
boar’s tusks and a long ape’s tail, sits on a dark blue throne
attended by two demon courtiers, one of them orange-red,
the other greenish black. Pale yellow floor. Grey walls.
Beyond the verandah stand two fishermen, the foremost
holding up the large fish which had swallowed Krishna's
son, Pradhyumna. Pale grey-blue sky with, on the right, a
towering cypress tree.

22(xii) T he return of the jewel.

275 x 380 mm; with border 300 x 450 mm. Narrow red
border with black margin and one white rule.

Archer collection, London.

Published: Archer (1965), pl. 71.

Description: A palace with large pale grey walls and dark
grey entrance; a doorkeeper in green jama standing beside
it. To the right a brown horse with orange saddle-cloth, a
groom in yellow jama holding the reins. To the left Krishna
in deep orange jama sits on an open terrace with white col-
umns, resting against a crimson cushion. Four courtiers sit
behind him. Before him stands Akrura, offering him the
stolen jewel. Orange red background with upper rim of blue
sky streaked with curling grey clouds. To the right a tall
cypress and tree with dense foliage.

22(xiii) T he house of the Pandavas is set on fire.

260 x 370 mm; with border 295 x 410 mm. Red border with
black margin and faint white rule.

Archer collection, London.

Published: Lawrence (1963), col. pl. 10; also reproduced
Archer and Lee (1963), pl. 73; Archer (1965), pl. 72;: Anand
(1968), fig. 10.

Description: The house of the Pandavas, seen dimly in the
background, against a dark blue night sky powdered by
stars, is surrounded by a whirling dance of red and yellow
flames. Brownish foreground with faint traces of white
smoke.

22(xiv) The arrival of the chariot. Not illustrated.

268 x 316 mm (torn and trimmed). Traces of red border.
Numbered 235.

Victoria and Albert Museum, French collection, I.S. 119-
1955. Obtained by French in Amritsar.

Published: Archer (1952), fig. 15.

Description: Krishna, crowned and in yellow dress, sits with
Kalindi in a four-horsed chariot driven by Arjuna. Kalindi,
her head veiled, wears a dark blue skirt with narrow gold
bands. Krishna and Arjuna carry bows. The chariot is
about to pass between two plum-coloured brick walls
topped by white embattlements. Inside a white-walled
palace on the left wait three crowned figures. Flaming red
background with three cypresses.

Discussion: This large series, now dispersed among various
public and private collections, illustrates the early Basohli
style in process of final eclipse by Mughal-type painting
from Guler. Specific scenes and details are frankly based
on the Gita Govinda of 1730-1735 (no. 18). 22(i) (' Vishnu
and Lakshmi on the great snake’), for example, is a virtual
replica of 18(vii); 22(vii), its courtyard forming a great
thrusting angle, is identical with 18(ii), and the scenes
where Krishna appears with the cow-girls are so similar to
those in the Gita Govinda that they must clearly have been
modelled on them. In addition, there are similar kinds of
sparse and open compositions, simplified groupings of
figures, semi-naturalistic trees and the same type of facial
idiom, employed by Manaku's assistant or colleague. At the
same time, important differences are now apparent. Pieces
of beetle-wing cases no longer impart a flashing brilliance.
The early hot colour is sternly replaced by cooler hues, and
figures generally are shown in greater detail and in more
dramatic and natural stances. Flat backgrounds persist but
in place of the former rich variety of colour, the standard
Guler idiom of a red or orange background, often pricked
by towering cypresses, makes an assertive entry. In two
respects, particular influences can be detected. 22(ii) and
(iii) have garish skies, strongly reminiscent of Mughal paint-
ing of the seventeen-fifties, with violent streaks of red,
mauve, yellow and purple and flamboyant gold-edged
clouds. And a similar garishness marks the dresses of the
cow-girls in 22(v). Above all, there is now a conscious
adoption of idioms, connected with the work of Manaku's
younger brother, Nainsukh. In 22(ix), the two dogs follow-
ing Krishna’s horse parallel those in Nainsukh's picture of
Balwant Singh proceeding through the country (Jammu,
no. 46). ‘Krishna riding to Kundulpur’ (22(ix)), is closely
modelled on Nainsukh's picture of Mukand Dev of Jasrota
on a riding picnic (Jammu, no. 48). And even the groom in
22(xii) is an exact replica of the attendant holding a screen
in Nainsukh's picture of Raja Dhrub Dev of Jasrota exam-
ining the points of a horse (Jammu, no. 35). In each of these
cases, the treatment lacks Nainsukh's own finesse, but only
a painter with access to Nainsukh’s work could have
availed of these idioms.

Such access need not have taken place at the family
home in Guler, but could well have occurred at Basohli
itself. As Goswamy has shown (1968), the death in 1763 of
Balwant Singh, his Jammu patron, freed Nainsukh for ser-
vice at Basohli and in 1763, he even went on pilgrimage
with Amrit Pal to Puri, visiting Hardwar on the way. Only
a degree of prior association with Basohli in the early
seventeen-sixties, whether at Basohli proper or at Jammu
(to which Basohli was becoming more and more subser-
vient) can explain so rapid a recruitment. Nainsukh’s influ-
ence, at one remove, is therefore one of the vital features
which, despite close similarities, firmly separates the
present series from the Gita Govinda of 1730-1735.

One further point must be stressed. Although Nainsukh
is clearly not the principal artist of the present series, it is
just possible that he himself may have painted the magni-
ficent fire scene (22(xiii)). He was already adept at night
scenes (Jammwe nos. 31, 43(1)), and in this particular pic-
ture, his feeling for the night sky with stars, the surrounding



darkness and the leaping flames, recalls his picture of a
prince sitting in a palace, high above his courtiers, presiding
at night at a fireworks' display (Jammu, no. 43).

In this view, 1750 is too early a date for the greater part
of the present series and although the Vaishnava training of
Jit Pal (1736-1757) and the influence of his mother, the
Guler rani, might well explain its original conception, it is
rather to the years 1760 to 1765 that the pictures must, more
probably, be attributed. For the speculation that the princi-
pal artist may have been Nainsukh’s nephew, Fattu, see
Archer and Binney (1968).

Examples from the same series: (1) Archer (1952), fig 23.
Krishna rescuing the sleeping Nanda. Central Museum,
Lahore.

(2) Lawrence (1963), col. pl. 9. Krishna frees the defeated
Jarasandha. Archer collection, London.

(3) Archer and Lee (1963), pl. 69. The departure for Brin-
daban. Archer collection, London.

(4) Beach (196S5), fig. 5. Krishna vanishes from Radha.
Museum of Fine Arts, Boston.

(5) Anand (1968), col. pl. opp. p.11. Krishna killing the
Bull Demon. Bharat Kala Bhavan, Banaras.

(6) and (7) Archer and Binney (1968), pls. 55a and $5b.
The cow-girls are stunned by Krishna's disappearance; the
cow-giris go in search of Krishna. Binney collection,
Brookline.

(8)-(10) Archer (1970) figs. 25-27. Krishna reclaims the
dead child; Akrura meets Krishna; Krishna and the milk-
maids. Archer collection, London.

23, li) Two paintings from a ‘sixth’ Bhagavata Purans
series. Basohli, ¢.1765.

Note: Referred to in the Review of Literature as the ‘small’
Guler-Basohli Bhagavata Purana series.

23(i) Vishnu as the Boar incarnation fighting the demon
Hiranyaksha. Illustration to the third book of the Bhagavata
Purana.

183 x 273 mm; with border 218 x 315 mm. Red border with
black and white rules.

Chandigarh Museum.

Description: Vishnu, four-armed and with the tusked head
of a boar, his body a rich deep blue, grasps the demon
Hiranyaksha by the wrist. The demon is green-skinned and
wears crimson trunks. Grey and white water swirls and
eddies around them. A row of pale pink gods look down on
the scene from a narrow strip of sky.

23(ii) Earth is harassed by demons. [llustration to the third
book of the Bhagavata Purana.

180 x 290 mm; with border 224 x 332 mm.

Bharat Kala Bhavan, Banaras.

Description: Earth, a female figure in pleated red skirt,
faces a horde of demons who gesticulate before her. Behind
her, to the right, the four-headed Brahma complains to
Vishnu who sits four-armed on a terrace. The demons are
brown, grey, blue and green. Background black.

Discussion: Part of an extensive series, now dispersed
among various public collections, and in style closely com-
parable to 22. Compare, in particular, the rendering of
demons and of Brahma and Vishnu. The tendency to natu-
ralism, however, is in places considerably more advanced
as can be seen in the fully modelled, shaded and rounded
forms of the demon horde confronting Earth. The female
figures are also softer and more gracious and their hair-
styles match those of ladies in Guler paintings of the
seventeen-sixties. As in mo. 22, more than one painter was
almost certainly involved and it is possible that much of the
series was executed by Fattu, Manaku's eldest son and
directly supervised, though not executed, by Nainsukh
after he had joined Amrit Pal in 1763.

Examples from the same series: (1)-(3). Beach (1965), figs.
1-3. lustrations to scenes from the fourth book of the Bha-
gavata Purana, including the Prachetas levelling a forest by
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setting it on fire. Museum of Fine Arts, Boston. The fire
scene is closely comparable to 21(xill).

4 and (%) Goswamy (1968), figs. 23 (Chandigarh
Museum) and 24 (Bharat Kala Bhavan, Banaras), the latter
with the same angular treatment of courtyard walls as in
18(iif) and 21(vil).

(6) Khandalavala and Chandra (1965). Col. pl. N. Priests
performing a ritual. Scarlet background with upper rim of
white and blue. Jahangir collection, Bombay.

() Randhawa (1959), col. pl. 4. The birth of a demon
horde. State Museum, Lucknow. Demons as in 22(ti).

PHASE FOUR: 1765-1835

24 Lady at her toilet. Basohli, ¢.1770.

210 x 145 mm.

Central Museum, Lahore.

Description: A princess, nude from the waist after complet-
ing her toilet, sits on a terrace, smoking a hookah while
seven maid-servants attend her. One rubs her foot with a
pummice stone, another holds a mirror, the remainder await
her orders. Behind them are three receding arches.
Discussion: Of unknown provenance but here attributed to
Basohli on account of its resemblance to other paintings
formerly in the Basohli Raj collection with Pahda Kunj Lal,
Basohli, its use of shading and recession, seen in the three
arches and comparable in treatment to that of the demons
(23(1)) and finally, the incorporation of a special idiom for
depicting the face, not in profile, but as seen from the front
(compare series 22). Further significant features are the
elongated figures and a girl, on the right, wearing a Muslim-
type hat. The picture marks a decisive break with Basohli
painting of the 1660-1765 period and illustrates the abrupt
switch to poetic delicacy and graceful naturalism which
occurred at Basohli after the arrival of Nainsukh and other
Guler painters. For evidence of the eclipse of the early
Basohli style by ‘Kangra Valley' painting, see French
(1931) and Randhawa (1958, 1959 and 1965).

25 Lady at her toilet. Basohli, ¢.1770-1780.

210 x 160 mm. Dark blue border with gold floral pattern.
Galbraith collection, Cambridge, Mass. (formerly Basochli
Raj collection, Pahda Kunj Lal, Basohli).

Published: Welch and Beach (1965), col. pl. 60 (opp. p.44).
Description: A lady in mauve skirt, nude from the waist,
stands on a stool, smoothing her hair, while a maid, nude
save for a loin-cloth, crouches at her feet. Before her stand
two maids in dark blue, green and gold dresses, one of them
holding a brilliant red cloth on a tray. Behind her are two
further maids in mauve, blue and pale yellow dresses fan-
ning her with a yak’s tail fly-whisk and holding a stool and
water-vessel. The white terrace is dominated by a low scar-
let table. Background gold with streaks of white and red.
Above it, pale blue sky with billowing white clouds.
Discussion: Like 24, a toilet scene with the same type of tall,
elongated figures and broadly similar [aces. The execution,
however, is much stiffer. The somewhat garish palette is
comparable to that employed in parts of series 22 and may
reflect provincial Mughal painting as developed in centres
such as Fyzabad and Lucknow (Oudh). Although strongly
Guler in character, the general brightness of the picture
suggests the hand of a painter working not at Guler itself
but at Basohli — a conclusion which is supported by its
provenance, the Basohli Raj collection with Pahda Kunj
Lal. Welch and Beach (1965) notice ‘an earlier painting.
similar in composition and colour and directly related to
Basohli’ which is in the Museum of Fine Arts, Boston, but
unpublished.

26 Raja Amrit Pal (1757-1776) of Basohli seated with Mian
Dalel Singh of Jammu. Basohli, c.1775.

Inscribed on the reverse in takri characters: (1) sri mian
anbrit pal baloria (2) mian dalel singh jamual ‘Sri Mian
Amrit Pal of Basohli, Mian Dalel Singh of Jammu’.
Formerly Kalia collection, London.

Description: Amrit Pal, his hand resting on a sword, sits
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with Dalel Singh of Jammu on a terrace with floral pattern
and low balustrade. Behind them is a gold background with
three flowering trees and streaks of red and at the top white
and pale blue sky. The scene is framed by an arch with
rolled-up blind.

Discussion: A picture of some importance because of its
Basohli subject, its use of flowering trees as in another
portrait of Amrit Pal noted below and the fact that the
second sitter came from Jammu and was to become in 1783
the father-in-law of Amrit Pal's son, Vijay Pal. Under
Amrit Pal, Basohli was closely linked to Jammu not only
through Amrit Pal’'s marriage to a daughter of Ranjit
Dev of Jammu, but because of mutual support in war and
politics. Dalel Singh was the younger and favourite son of
Ranjit Dev of Jammu and was killed by his brother, Brij-
raj Dev after the latter’s succession. It is possible that
Nainsukh's migration to Basohli in 1763 may have been
helped by the fact that his first patron, Balwant Singh, was
a member of the Jammu royal family, with which Amrit Pal
had such close courtly and family ties. For a series of post-
humous portraits of Basohli rulers, perhaps executed in
1780 and in similar style see Randhawa (1965), figs. 1-5.
Related examples: (1) Randhawa (1965), fig. 6. Amrit Pal
standing in a garden, his hand resting on a sword. Karan
Singh collection, Jammu (formerly Basohli Raj collection,
Pahda Kunj Lal, Basohli). Basohli, c.1770. Angular garden
plots. Flowering trees as above.

(2) Randhawa (1965), fig. 9. Vijay Pal of Basohli standing
on a terrace with flowering trees. Karan Singh collection,
Jammu (formerly Basohli Raj collection, Pahda Kunj Lal,
Basohli). Basohli, ¢.1775.

27 The music party. Basohli, ¢.1770-1780.

Approximate size: 275 x 175 mm; with border and oval sur-
round, 290 x 185 mm.

Galbraith collection, Cambridge Mass. (formerly Basohli
Raj collection, Pahda Kunj Lal, Basohli).

Published: Welch and Beach (1965), pl. 53.

Description: A lady, holding a tambura and leaning against a
cushion, sits on a terrace by a lake, attended by three maids
who stand around her and by a fourth maid who crouches
before her, pouring wine into a cup. In the foreground, four
parterres, bristling with flowers. Beyond, a lake with rows
of lotuses and three pairs of ducks. In the distance, a rolling
landscape with oval trees and swelling clouds.

Discussion: This picture has the same type of elongated
figure as 24 and 25 but in general is stiffer in execution. The
bristling parterres have much in common with those in the
portrait of Amrit Pal (Randhawa (1965), fig. 6) while the
rows of lotuses and the lake itself also derive from various
Guler conventions of the 1750-1760 period. Its stiff pallor,
however, decisively separates it from Guler painting and
the arrow-shaped floral pattern on the cushions — charac-
teristic of painting at Jammu — also connects it with a
centre further to the West. Its provenance — the Basohli
Raj collection — reinforces the conclusion that this is the
work of a painter at Basohli.

Example from the same series: (1) Randhawa (1962), fig.
42. The lady in grief. Karan Singh collection (formerly
Basohli Raj collection, Pahda Kunj Lal, Basohli). Similar
towering figures and facial idioms. Oval shape. Terrace by
a lake. Flowers thrusting from parterres.

28 The lady by a lake. Basohli, ¢.1770-1780.

275 x 175 mm; with border 290 x 185 mm. Gold border with
floral pattern. Mount late.

Victoria and Albert Museum, Manuk and Coles collection,
1.S. 12-1949.

Description: A lady in pale gold dress sits in a large low
chair, also pale gold, holding a lotus flower with long stalk
and having her feet manicured by a crouching maid. White
carpel with black floral pattern. Pale green rug. Three girl-
musicians in pale pink, pale blue and pale yellow dresses
play drum and tamburas. Above them loom two towering
maids in white and pale yellow dresses, holding a bottle,
garland, dish and cloth. A further tall maid in green stands
behind her waving a white fly-whisk. To the right are

seated two maids in pale grey and fawn. Above the lady
and dominating the picture by its pallid presence is an
expanse of pale grey water, sharply marked on the further
side by fang-like inlets and by a gold hill with thinly scat-
tered trees. Orange red clouds surmounted by blackish
grey.

Discussion: Identical in style, idioms and over-all pallor with
27. The maids, however, revert in costume to the female
attendants in 24, and wear transparent skirts over tightly fit-
ting trousers. Their faces also conform to the earlier type
seen in that picture. A feature of the painting is the low,
large chair in which the lady is seated and the cushion with
floral arrow-head patterning, details which re-occur in the
two examples noted below. For a similar type of chair, see
Nurpur, no. 33.

Examples from the same or a related series: (1) Randhawa
(1962), fig. 60. Lady in distress., Karan Singh collection,
Jammu (formerly Basohli Raj collection, Pahda Kunj Lal,
Basohli). Basohli, ¢.1770-1780. Similar parterres with thrust-
ing plants as in 26. Crouching maid. Blank hill-side. Full
moon.

(2) Randhawa (1962), fig. 65. Lady grieving for her lover.
Karan Singh collection, Jammu (formerly Basohli Raj col-
lection, Pahda Kunj Lal, Basohli). Basohli, c.1770-1780. A
frail flowering tree as in (1). A peacock, symbolising the
lover, approaching the lady. Similar maids. Pale back-
ground.

29 Raja Vijay Pal (1776-1806) of Basohli with ladies.
Basohli, c.1800.

Mis-inscribed on the reverse in Persian characters: amrit
pal basohliwala.

Formerly in the Basohli Raj collection, Pahda Kunj Lal,
Basohli.

Published: Randhawa (1968), fig. 1.

Description: Vijay Pal and six of his ladies are seated,
crowded together on a terrace, which is supported by a
stone pedestal in the form of a gigantic lotus flower. A
flight of stone steps leads up to it. A male attendant waves
a fly-whisk. Below, in the courtyard, are two palace retain-
ers, a fountain with two ducks strutting and a pair of danc-
ing girls performing to the accompaniment of five male
musicians.

Discussion: A scene of conjugal intimacy, perhaps inspired
by comparable paintings of Raja Bhup Singh (1790-1810) of
Guler, dallying with his rani and her ladies (Guler, nos. 59,
62). The subject can be identified as Vijay Pal of Basohli
by comparison with Randhawa (1965), fig. 9, where he
appears much younger but with similar features. This latter
portrait, formerly in the Basohli Raj collection and now in
the Karan Singh collection, Jammu, has the same type of
flowering trees as 26, and is of possibly the same date,
c.1775. Although the strutting ducks, striped rugs and
courtyard fountain derive from Guler painting of the last
years of the eighteenth century, the huge lotus pedestal is
unknown in other schools of painting and may have been
prompted by an actual construction at Basohli. The dancing
girls and musicians are conventional types, perhaps based,
at several removes, on studies by Nainsukh.

Related example: (1) Randhawa (1958), fig. 3, p. 19. Bhupat
Pal paying homage to the Emperor Shah Jahan. Basohli Raj
collection, Pahda Kunj Lal, Basohli, Basohli ¢.1800. Similar
in style to 29.

30 The demon Kumbhakarna asleep. From a Ramayana
series of drawings in sanguine. By the painter Ranjha. Bas-
ohli, dated 1816.

215 x 325 mm.

Inscribed on the reverse in nagari characters with Hindi
description of the scene and on the front with the number
533. Bharat Kala Bhavan, Banaras.

Description: The giant Kumbhakarna lies in an open pavi-
lion with three arches, fanned by two maids. A third maid
stands to the left. In the foreground three large water pots.

Discussion: This series, at present comprising 702 drawings,
has a Sanskrit colophon summarised by Khandalavala



(1958) and published in full by Goswamy (1971) who trans-
lates it as follows: ‘In the vikrama samvat, calculated by
Rama (three), Rishi (seven), Vasu (eight) and Bhu (one) i.e.
1873 (A.D. 1816), in the dark half of the month of Shravan,
on Wednesday the 7th, in the town of Basohli, during the
reign of Sri Raja Bhupendra Pal, the learned Sudharshan,
born in the family of Kashmiri (Brahmins), composed,
according to his best understanding, this bhasha (collection
of pages) of the (Valmiki) Ramayana for being visually ren-
dered into paintings. He composed this bhasha for the artist
Ranjha who gave visual form to the verses. This rendering
of the katha (story) of the Ramayana is blessed by Rama
himself; it enables all to cross the world of misery and
absolves them of a multitude of sins. May (this bhasha) be
conducive to the prosperity, happiness, long life and well-
being of the whole world.’

‘Although the series bears some resemblance in composi-
tion and style to the Nala Damayanti drawings (Kangra nos.
49, 50), the facial types are, in general, decadent. Indeed, as
stressed by Khandalavala, ‘the earlier delicacy is on the
wane' and there is 'a tendency to be slovenly when the
compositions are complicated’. It is difficult therefore to
feel that the artist of the Kangra Nala Damayanti drawings
and paintings — the latter in the Karan Singh collection,
Jammu and formerly with Pahda Kunj Lal — could have
been the artist of this series (Goswamy, 1969).

Of Ranjha, little is known except that he was the youn-
gest son of Nainsukh and, as such, may have been born
about 1750. He was probably reared and trained as an artist
in the family home at Guler. He does not seem to have
immediately joined his father at Basohli, since it was his
elder brother, Gaudhu and his cousin, Fattu, who accom-
panied Nainsukh's ashes to Hardwar in 1778. If Ranjha had
been living at Basohli with his father when the latter died,
he would presumably have joined this pilgrimage. In a
priest’s entry of 1827, which was recorded when he himself
was on pilgrimage, he is noted as being a native of Guler

BASOHL! 33

but settled in Basohli on lands given by Amrit Pal. It is
likely that his father, Nainsukh, was the original recipient
of these lands but that, of his four surviving sons, Ranjha
was judged the one best fitted to continue his {ather’s occu-
pancy. Taking this to be the case, Ranjha's residence in
Basohli may be assumed to cover the years 1778 to ¢.1827.
The year of his death is unrecorded but, as Goswamy has
suggested, the pilgrimage of 1827 must have been made in
his very old age and it is unlikely that he long survived it.
Since there is no record of his ashes being brought to
Hardwar or Khurukshetra, it is possible that he died while
on it.

During the half century covered by his life at Basohli, the
state was ruled by three rajas — Vijay Pal (1776-1806),
Mahendra Pal (1806-1813) and Bhupendra Pal (1813-1834).
Of these, only Mahendra Pal is known to have been an
active patron of painting since it was under him that the
palace was embellished with romantic and erotic murals
(Kahan Singh). For reasons given above, however, the
Guler tradition of poetic love-painting seems to have estab-
lished itself in Basohli in the last quarter of the century.
How far Ranjha himself contributed to this type of Basohli
painting can only be surmised. Of Bhupendra Pal as a pal-
ron, nothing is known. He succeeded to the throne when
only seven years old and it is significant that the colophon
of the present series does not name him as patron but
merely says that the text, with Ranjha’s illustrations, was
prepared in his reign. If the series was undertaken at the
instance of the royal house, it is possible that the patron
was once again a lady, in this case the Jasrota rani of
Mahendra Pal who acted as Regent first for Bhupendra Pal
and later for her grand-son, Kalyan Pal. For a further dis-
cussion of the series, see Goswamy (1971).

Examples from the same serles: (1) Goswamy (1968), fig.
42. The court of Ravana. Bharat Kala Bhavan, Banaras.
(2)-(4) Goswamy (1969), three figures at pages 96 and 97.



PAINTING IN BHADRAWAH

[. INTRODUCTION

GEOGRAPHY

A moderately-sized state, twenty miles long by fifteen
miles wide, bounded on the south by Basohli, on the south-
west by Bandralta, on the west by Chanehni, on the north
by Kashtwar and on the east by Chamba. Capital: Dugha-
nagar; later, ¢.1710, Bhadrawah, ‘also called Nagar, i.e. ‘‘the
town". being the only town in the state’ (HV 11, 615).

SCENERY

Vigne (1842): ‘Budrawar lies in the midst of the prettiest
country 1 had seen in the mountains, with the exception
of Kashmir. It is called Budrikar by the Kashmirians and
Budar by the natives of the hills. The path from Dodah is
continually on an ascent on the left bank of the Budrawar
stream, until it opens upon an amphitheatre whose lower
grounds are covered with rice-fields, whilst the flats and
easy slopes around it were much cultivated, thickly studded
with villages, which were usually overshadowed by noble
deodar-trees and seemed to be altogether in a much better
state than those 1 had usually seen in other parts of the
mountains. 1 thought the town was nearly twice as large as
Kishtawar and containing between two and three hundred
houses. A great proportion of all these mountain towns are
Kashmirians who have fled thither to avoid the exactions of
the Sikh governors of their native country.

*The direction of the principal bazaar, or street, is south-
weslerly, and upwards toward the castle, which commands
the town. It is a large square fort, chiefly built of large
blocks of slate clay, that hardens by long exposure to the
sun and air, and is found in the vicinity. It is altogether a
stronger-looking place than most of the hill forts, but is
commanded from the wooded eminences behind it.

‘Surrounded on all sides by mountains and producing but
little more than is necessary for seed and their own con-
sumption, the inhabitants of such a place as Budrawar will
not take the trouble to transport any surplus they may
chance to have to other places, unless they are sure of
some extraordinary profit.

‘Budrawar Proper extends only from Dodah to the
snowy range behind the former town. It does not lie in
either of the principal paths through these mountains.
Those who travel to Ladak do not pass through it, and it is
visited only by itinerant pedlars and merchants, who supply
the inhabitants of the hill districts with the produce of the
plains. The bazaar seemed to be well supplied. It contained
about 1wo hundred and fifty shawl-looms, but their produce
is of inferior quality. It is celebrated for the manufacture of
very prettily carved combs, cut from the wood of the byr-
apple, or jujube.

‘In the summer time Chumba may be reached in four or
five days by a lofty pass over the surrounding mountains,
and Bisuli is altainable in about the same time by another
pass, called Chatru Dhar. Both were closed by snow when
I was there in January 1839° (1, 194-197).

Drew (1875): ‘When we had descended more than 5,000 feet
we reached the valley of Bhadarwah. This is a nearly flat-
bottomed valley, a mile in width; in length it extends thus
open for about four miles, above and below narrowing so as
10 leave hardly any space between the hill-slopes. The hills
which bound it are the ends of spurs from the forest ridges.
Some of these spurs have bits of cultivated ground at dif-
ferent levels and in some places we noticed traces of
former cultivation — terraced ground overgrown with
young pines, of twenty years’ growth or more.

“The town of Bhadarwah is a busy and, for such a coun-
try, a comparatively large place. | estimate that there are

600 or 700 houses and about 3,000 inhabitants. It is built
almost entirely of deodar wood; the frame-work of the
houses is altogether of wood; only between the double
plank-walls the spaces are filled in with stones, sometimes
laid loose and sometimes cemented with mud: most of the
houses have a sloped shingle-roof. There is a curious plan
of building up pillars for the corners and sometimes for the
middle supports, of the houses and the temples. Square
slabs of wood a few inches thick are placed upright in pairs,
one pair being surmounted by another at right angles and so
on alternately.

‘Bhadarwah has an open market-place, a long straight
street leading to the Fort, two or three other bazaars, two
mosques and a large temple. The waters of one of the
streams come through the very middle of the town and
branches from it are brought through all the streets. Both in
among the buildings and all round the place fruit-trees are
growing — apple, pear, mulberry, apricot, and cherry and
there are poplars and a few chinar or plane trees.

‘These characteristics, combined with the presence of
numbers of Kashmiri people who live in the town, have
gained for it the name “*Chota Kashmir,” or Little Kashmir,

*‘More than half of the inhabitants of Bhadarwah itself
are Kashmiri; these quite throw into the shade the original
Hindu inhabitants: they have adopted almost all kinds of
employment, numbers of them are shopkeepers, and num-
bers more are occupied in making shawls, on orders from
Amritsar and Nurpur. Some Kashmiris have land and culti-
vate it themselves; some, indeed, do this for half the year
and follow shawl-weaving for the other half — during the
long snowy winter. Around are several villages of Kash-
miris; but here, outside the town, they are much outnum-
bered by the Bhadarwahis, the older inhabitants. | could
not find out al what time so many Kashmiris settled here,
but, from the absence of any distinct tradition on the sub-
ject, we may conclude that it was at least three or four
generations ago.

*An elevation of 5,400 feet above the sea gives the place
at this time of the year an agreeable temperature, that
makes it a favourite with many. Sometimes Gurkhas from
the British regiment at Bakloh, bringing their wives and
families, spend their leave at Bhadarwah, where they can
get the advantages of fine air and cheap living.

‘On a spur, some 300 feet above the town, is the Fort, a
square building of combined wood and stone, with bastions
of masonry work. Near by are some remains of the former
residence of the old Rajas. The Rajas of Bhadarwah were
Mian Rajputs; they were allied, as to caste, with the fami-
lies that ruled over Basoli and Kulu. This old family was
dispossessed about the year 1810 by the Chamba family,
who thus combined Bhadarwah and Chamba. These others
held it for twenty or thirty years only, when, through two or
three stages of transfer, it fell into the hands of Gulab
Singh, of Jummoo’ (103-105).

RELIGION

In contrast to most other states, religion in Bhadrawah
centres on a snake-god, Basak Nag, who is believed to have
dwelt originally in Kashmir but on the rise of Vishnu wor-
ship to have fled to Bhadrawah and found refuge in a lake
on the top of Kund Kaplas, the highest peak in Bhadrawah.
He is said to have been welcomed as her brother by the
goddess Kali, until then the presiding deity of the state,
and, under the name of Bas Dev, to have been recognised
as patron divinity of Bhadrawah and made its first Raja.
HV explain that according to the Bhadrawah family chron-
icle all charters issued by the rulers are written in the name
of Bas Dev. Basak Nag is said to owe his precedence over
his elder brother, Mahl Nag and younger brother, Savar
Nag, lo Kali's manoeuvring the weather so that Basak Nag
saw the sun rise before they did. "The three brothers agreed



that whichever of them should first see the sun in the morn-
ing. should be king of the valley. Their sister, Kali, who
liked Basak Nag best, managed to conceal the sun from her
other two brothers and thus it came about that Basak Nag
became the first Raja of Bhadrawah.” They add: 'The
explanation of the legend may possibly be that Bhadrakali
is a personification of the thunderstorm. Not only would
this account for her name, meaning 'the blessed black one’,
and her attributes — the trident, mace, the tabor and cup —
taken as symbols of thunder, lightning and rain; it would
also explain her close association with the Nagas, her
brothers. who (as snake-gods) are also givers of rain and
causers of storms. Moreover, it explains how the Devi
could conceal the sun from her other brothers, so that it
was visible only to her favourite brother whose abode is
believed to be on the highest mountain summit in Bhadra-
wah’ (I, 616 - 617).

The following temples are recorded: (1) in Bhadrawah
town, a shrine to Basak Nag with, behind it, a shrine to
Kali, ‘the oldest shrine in the state’, (2) in two villages
between the foot of the Padari pass and Bhadrawah town,
shrines to Baski (Basak) Nag, (3) in a third village on the
same roule. a shrine to Santan Nag, (4) in a village near
Chintah, ‘picturesquely situated in the midst of stately
deodar trees’, a shrine to Savar Nag, the youngest of the
three brothers, ‘much dreaded because of his bad temper’.
All these temples are in the form of simple square cells
built of layers of stone alternating with wooden beams, sur-
rounded by a verandah and covered with a conical wooden
roof in contrast to the stone shikhara temples to Vishnu
and Shiva, found in other states and almost certainly intro-
duced from the Punjab Plains. HV stress that ‘in Bhadra-
wah no such temples are found — the only Vaishnava
temple of the valley having been built very recently (nine-
teenth century?) in Bhadrawah town’.

[I. HISTORICAL NOTES

SOURCES

Anon. Punjab States Gazetteers, XXIIA, Chamba State,
1904 (Lahore. 1910).

Drew, F. The Jummoo and Kashmir Territories (London,
1875).

Hutchison, J. and Vogel, J. P. History of the Panjab Hill
States (Lahore, 1933), 11, 614-628.
An unusually detailed account because of Bhadrawah's
close involvement with Chamba and HV's intimate
knowledge of the Chamba archives. Supplies, in some
cases, facts of a kind unique in Punjab Hill State his-
tories (see reigns, vi, vii).

Vigne, G. T. Travels in Kashmir, Ladak, Iskardo (London
1842).

REIGNS AND PORTRAITS

With Bhadu. an offshoot from Basohli: all three states
along with Kulu, being descended from a parent stem at
Mayapuri (Hardwar). Clan-name, Bhadrawahia. Family
suffix, Pal. Suffix of younger sons, Chand.

¢.1580-¢.1620 NAG PAL (i)

Son of Bishambhar Pal.

Tributary to Mughal emperor Akbar. Attended Mughal
court. Built the temple of Basak Nag at Bhadrawah. Two
images: one of the Nag, one of himself. Both worshipped.

¢.1620-¢.1660 BHAKT PAL (i)

Youngest son of Nag Pal, his three elder brothers having
died childless.

Invaded by Bhupat Pal (1598-1635) of Basohli and made tri-
butary, ¢.1628.

Sons: Dhrub Pal. Rup Chand. Kimat (Man) Chand.

BHADRAWAH 5§

c.1660-¢.1690 DHRUB PAL (i)
Son of Bhakt Pal
Sons: Abhaya Pal, Jai Chand, Kalyan Chand.

¢.1690-¢.1707 ABHAYA PAL (iv)

Son of Dhrub Pal.

Dughanagar. the capital, washed away in a great flood.
Sons: Medini Pal, Manik Chand.

¢.1707-¢.1735 MEDINI PAL (v)

Son of Abhaya Pal.

Founded the town of Bhadrawah (one mile west of Dugha-
nagar) and made it the capital.

c.1735-¢.1770  SAMPAT PAL (vi)

Son of Medini Pal. Born 1710.

Built a fort at Rantagarh (named it Medinipur).

Wars: Invaded by Basohli and Kashtwar. Possibly also
interfered with by Chamba. With other states, became tri-
butary to Jammu ¢.1750.

Marriages: Jammu, Jasrota.

Sons: Fateh Pal, Jhagar Chand, Bhup (Bhupal) Chand,
Sangar Chand. Kundan Singh.

Daughters: Suratu (married Abhaya Chand (1747-1750) of
Kangra); Darasanu (married Prithvi Singh (1770-1805) of
Nurpur); Naginu (married Raj Singh (1764-1794) of
Chamba); Tholu (married in Jasrota).

¢.1770-¢.1790 FATEH PAL (vi)

Son of Sampat Pal. Born 1732.

Jammu: With death of Ranjit Dev (1735-1781), supremacy
of Jammu over Bhadrawah and Kashtwar transferred by
Jammu to Chamba.

Chamba: Exacted full subservience from Bhadrawah 1783,
the latter being required to maintain a Chamba garrison and
not to aid or ally with Basohli, Bandralta or Kashtwar.
Assisted Chamba in an invasion of Kashtwar, 1785. Fateh
Pal deposed by Raj Singh (1764-1794) of Chamba c.1790
and exiled to Chamba for life. His brother, Bhup Chand,
married to Atharbanu. a Chamba princess.

Son: Daya Pal.

Portraits: (1) Fateh Pal seated. Chandigarh Museum,
Mankot Raj collection. Jammu, ¢.1760.

(2) Fateh Pal seated smoking on a terrace; behind him an
attendant with peacock feather fan; in the background a
lake and curving hills. Inscribed on the reverse in Persian
characters: sri raja fateh pal bhadrawahia and in takri
characters: sri raja phate pal bhandaruia. Prince of Wales
Museum, Bombay. Chamba ¢.1780.

Portrait of his second brother, Bhup (Bhupal) Chand. Under
Fateh Pal, a leading influence in Bhadrawah state affairs.
Commanded the Bhadrawah force sent to aid Chamba
against Kashtwar, 1785. Married in Chamba. Governor or
Regent of Bhadrawah on behalf of Chamba, c.1794. Acted
briefly as actual Raja of Bhadrawah, ¢.1795. Later, follow-
ing disagreements, arrested, brought to Chamba and con-
fined there for life. One son: Pahar Chand.

(1) Fig. 41 (Chamba). Bhup (Bhupal) Chand of Bhadrawah
in audience at Chamba. Fitzwilliam Museum, Cambridge.
Chamba, c.1785.

¢.1790-1810 DAY A PAL (vii)

Son of Fateh Pal. Born 1756.

Succeeded his father, ¢.1790, temporarily deposed by
Chamba, c.1794, succeeded by his uncle, Bhup (Bhupal)
Chand (ix), but again restored lo power, c.1795, under
Chamba over-lordship. Bhadrawah invaded by Kashtwar.
¢.1805 and despite Chamba aid. defeated. capital burnt and
tribute exacted. Due 1o internal dissensions, Daya Pal
driven out of Bhadrawah and retired to Dinanagar (Punjab
Plains near Guler), c.1810.

1810-1821 PAHAR CHAND (ix)

Son of Bhup (Bhupal) Chand (see viii, ix).

Began by accepting Chamba over-lordship. Later. ¢.1820,
recruited Pathan mercenaries and rebelled. Repulsed
Chamba forces, sent under the Chamba Wazir Nathu, but
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later, 1821, crushed by Chamba forces, aided by a Sikh
army sent by Maharaja Ranjit Singh. In exchange for sur-
rendering the Rihlu border area adjoining Kangra to Ranjit
Singh (Goswamy (1965) g.v.), Chamba allowed by the Sikhs
to incorporate Bhadrawah permanently in Chamba terri-
tory. Pahar Chand exiled to Amritsar.

1821-1833 Bhadrawah administered as part of Chamba (xi)

1833-1844 ZORAWAR SINGH (xii)

Younger brother of Raja Charat Singh (x, 1808 - 1844) of
Chamba. Appointed Governor of Bhadrawah with the
designation of Chota Raja. Repulsed an attack by Zorawar
Singh Kahluria, Jammu Governor of Kashtwar (xii, q.v.).
1836, Bhadrawah thus remaining part of Chamba. Due lo
intrigues in Chamba, following death of Charat Singh in
1844, Zorawar Singh, a possible claimant to the succession,
left Chamba and Bhadrawah and retired to Jammu. Died
1845.

Son: Prakim Singh.

Portraits: (1) Zorawar Singh with servant. Bhuri Singh
Museum, Chamba. Chamba, c.1840.

(2) Listed Gupta (1922), D.67, Zorawar Singh. Central
Museum, Lahore. Chamba, ¢.1840.

1844-1846 PRAKIM SINGH (xiii)

Son of Zorawar Singh.

Succeeded his father as Governor of Bhadrawah.
Bhadrawah invaded and annexed by Raja Gulab Singh
(1820 - 1857) of Jammu, 1845.

Later, following the first Anglo-Sikh war and Jammu-
British negotiations, part of Bhadrawah east of the river
Ravi was returned to Chamba, the remainder becoming a
permanent part of Jammu, 1846.

IMPLICATIONS FOR PAINTING

Personality of rulers

No Bhadrawah ruler emerges from the records with any
very distinctive trait of character but the fact that the royal
house adhered with great tenacity to its very local form of
primitive religion sets it in sharp contrast to the family of
its neighbour, Kashtwar, which adopted Islam and to those
of its two other neighbours. Chamba and Basohli, which
adopted Vaishnavism. The absence of Vaishnavism at the
Bhadrawah court could well explain the lack of any strong
tradition of painting there, since, in the case of most Hill
states, painting and Vaishnavism were intimately con-
nected.

Relations with other states
Basohli. As an offshoot from Basohli and its immediate

neighbour, Bhadrawah was not unnaturally exposed to con-
tacts from it. These do not seem, however. to have led to

any strong development of painting. On the other hand. the
worship of Devi in Basohli may have received some slight
impetus from Bhadrawah with its cult of Kali and Basak
Nag. Although only two invasions of Bhadrawuh by Bas-
ohli are reported — one in the early seventeenth century,
the other about a century later — some awareness by Bas-
ohli of the wilder culture rampant in its offshoot may be
presumed.

Jammu. As with other states in the ‘Jammu’ group, Bhadra-
wah came under Jammu influence in the mid-cighteenth
century. Raja Sampat Pal (vi) marrying a Jammu princess
and the state being drawn into the Jammu orbit. Visits by
Bhadrawah rulers to the Jammu court could explain the
inclusion of Bhadrawah rulers in Jammu portrait sets,
Granted a predisposition to foster painting, the Bhadrawah
court could have profited by Jammu example.

Chamba. From about 1780 until its final eclipse in 1846,
Bhadrawah was under the almost total domination of
Chamba — Bhup (Bhupal) Chand, brother of Fateh Pal
(vii), marrying a Chamba princess and the Bhadrawah court
being required to supply Chamba with armed forces as and
when demanded and to adjust its policies to Chamba
requirements. Members of the Bhadrawah royal house
were also detained in Chamba at the whim of the Chumba
rulers. From 1821 to 1846, Bhadrawah was wholly adminis-
tered from Chamba. In these circumstances it is unlikely
that any independent school of painting could have deve-
loped or flourished at Bhadrawah after 1780 — any portrai-
ture of members of the royal house being far more probably
carried out at Chamba (q.v.).

Kashtwar, Chanehni, Bandralta. Relations not such as to
suggest any strong cultural influences.

IIT1 ano IV. PAINTING

No paintings securely connected with Bhadrawah have
so far come to light — the five portraits noted above being
products of either Jammu or Chamba.

As in the case of Chanehni, Bhadu, Lakhanpur and
Kashtwar. Khandalavala (Pahari Miniature Painting (1958).
91) surmises that a sub-style of Basohli painting may have
developed at Bhadrawah but cites no examples.



PAINTING IN BHADU

I. INTRODUCTION

GEOGRAPHY

A small state, ten miles long, bounded on the west by
Samba. on the north-west by Mankot, on the north and east
by Basohli and on the south by Jasrota. Capital: Bhadu
(Padhu, Padova), Padu (Drew), Buddoo (Forster).

SCENERY

Drew (1875): “The plain at the foot of the hills, being for the
most part capable of cultivation is thickly peopled. But
when we are once on the hills themselves we meet with vil-
lages rarely and these are but small; scatiered hamlets and
scattered houses denote how scarce is land that can be
made fit for tilling; sometimes in little nooks and sometimes
on steep hill-sides are terraced patches of ground, whose
owners either cultivate them from the nearest village, or
have made their solitary home close by.

‘A village in these parts is a collection of low huts, with
flat tops, mud-walled, mud-floored and mud-roofed. The
floor and walls are neatly smeared with a mixture of cow-
dung and straw. The roofs are timbered either with wood of
one of the acacias or with pine.

‘The larger villages and the towns have a double row of
shops, what is called a bazaar, each of which consists of
such a hut.

‘Of the towns in the outer hills there are none besides
Jummoo of any great size and there are only one or two
others that can be said to be flourishing, for the poverty
and thinness of the population of the country around is
against them. Since, however, some towns and some other
places show features of interest, we will proceed to visit a
few and note what appeared worthy of observation’ (83-84).

Notes of Padu that it ‘is a place a few miles from
Balawar, of name because it also was the seat of a separate
ruler’ (85).

RELIGION

Unrecorded in detail but a temple to Harihar Mahadev is
noted (HV, Il 632). An early ancestor, Daulat Pal, is said
to have renounced the throne in favour of the religious life,
become an ascetic and is regarded by the Bhadu Rajas as
their family deity.

II. HISTORICAL NOTES

SOURCES

Drew, F. The Jummoo and Kashmir Territories (London,
1875).

Forster, G. A Journey from Bengal to England (London,
1808).

Gupta. S. N. Catalogue of Paintings in the Central
Museum. Lahore (Calcutta, 1922), 55.

Hutchison, J. and Vogel, J. P. History of the Panjab Hill
States (Lahore, 1933). 11, 629-637.

REIGNS AND PORTRAITS
With Bhadrawah, an offshoot from Basohli (which. in

turn, was an offshoot from Kulu). Clan-name, Bhadwal
(Bhadawal). Suffix, Pal.

c.1600-c.1635 ABHIMAN PAL (1)

Contemporary of Raja Bhupat Pal (i. 1598-1635) of Basohli.
With Bhadrawah, subjugated by Basohli, forced to pay tri-
bute but a little later {reed.

c.1635-¢c.1660 MAN PAL (i)

c.1660-c.1690 CHATTAR PAL (iii)
Son of Man Pal.

c.1690-c.172S UDAYA PAL (iv)
Son Chattar Chatar Pal.

¢.1725-¢.1745 PURAN PAL (v)
Bhadu made triburary by Raja Jit Pal (1736-1757) of Bas-
ohli.

c.1745-¢.1750 HAST PAL (vi)

¢.1750-¢.1790 PRITHVI PAL (vii)

A contemporary of Raja Amrit Pal (1757-1776) of Basohli
and of about the same age. Freed of tribute by Amrit Pal
but treated by Raja Ranjit Dev (1735-1781) of Jammu as an
appendage of Basohli — Basohli itself coming under
Jammu over-lordship and Amrit Pal spending much of his
time at the Jammu court. Forster (1808), visiting Bhadu on
11 April, 1783, described it as ‘the village of Buddoo; the
residence of a petty chief. tributary to Jumbo'
(1, 272). In the later part of his reign, harried by the Sikhs.

¢.1790-¢c.1830 JAI SINGH (viii)

Son of Prithvi Pal.

Made tributary to Maharaja Ranjit Singh (1780-1839) of
Lahore, c.1808. Superceded ¢.1820 by Raja Suchet Singh
(younger brother of Raja Gulab Singh (1820-1857) — at
first Govenor for the Sikhs, later, after 1846, independent
Raja of Jammu). Bhadu was merged with Mankot and Ban-
dralta in Suchet Singh’s fief.

c.1830-c.1860 AUTAR SINGH (ix)

Son of Jai Singh.

On Suchet Singh’s death. 1844, Bhadu was incorporated in
Jammu, Autar Singh having previously settied at Tilokpur
near Kotla (Kangra).

Portrait: (1) Listed Gupta (1922) D.56. Central Museum,
Lahore.

c.1860-1876 UMED SINGH (x)

Noted by Gupta (1922): *Ummed Singh Bhadawal was one
of the rulers of Tilokpur in the Kangra district. He died in
1876° (55).

Portrait: (1) Listed Gupta (1922), D.57, Central Museum,
Lahore.

IIT ano IV. PAINTING

Although a sub-style of Basohli painting is surmised by
Khandalavala (Pahari Miniature Painting (1958), 91) to
have probably’ existed at Bhadu, no paintings actually con-
nected with Bhadu have so far come to light. The two port-
raits, listed by Gupta (1922), are of nineteenth-century
members of the family after they had left Bhadu, and
settled at Tilokpur (Kangra).



PAINTING IN BHAU

A small state, north of Jammu, north-west of Bhoti, west
of Chanehni and east of the river Chenab.

Capitals: Saharanpur until possibly the seventeenth cen-
tury; later Kaleth, near the river Chenab.

Founded by a member of the Jammu family. who re-
treated there, after a brief period as Raja of Kashmir.
Named after one of his descendants. Bhau Dev, from
whom the family obtained its clan-name, Bhauwal.

Noted by Kahan Singh as being in frequent conflict with
Jammu but stoutly maintaining its independence until the
early nineteenth century when it was invaded by the Sikhs
and was made tributary to Maharaja Ranjit Singh (1780-

1839) of Lahore. At Ranjit Singh's instance was annexed by
Raja Gulab Singh (1820-1857) of Jammu in about 1820 and
incorporated in Jammu State, the Bhau Rajas being then
exiled to Riasi a state west of the Chenab.

No other historical details recorded.

No paintings or portraits from Bhau or portraits of Bhau
rulers have so far come to light.

SOURCE

Hutchison, J. and Vogel, J. P. History of the Panjab Hill
States (Lahore, 1933), ii, 575-576.



PAINTING IN BHOTI

I. INTRODUCTION

GEOGRAPHY

A small state, barely fifteen miles long by ten miles wide,
bounded on the south-west by Jammu, on the west by the
Chenab river, on the north-west by Bhau, on the north-east
by Chanehni and on the south-east by Bandralta. Capital:
until 1840, Krimchi (Kiramchi), six miles north of
Udhampur. three miles west of Bali; after 1840, Udhampur.

SCENERY

Hutchison and Vogel (1933): ‘Bhoti State seems to have
been an ancient principality embracing most of the tract
now included in the Bhoti ilaga, a part of the Udhampur
tahsil of Jammu. The capital was at Krimchi. The site of
the former town is now waste, but there are ruins which
testify to the fact that a town once stood on the spot. This
is also in keeping with local tradition, which ascribes the
founding of the town to one Kechak. There are also three
or four large and ancient temples which are believed to date
from the time when the place was inhabited . . . The present
village of Krimchi stands on the other side of the Delok
Nala, near the fort, which is on a hillock, but is now in
ruins. Inside the fort is a large “*green’’ and the ruins of the
ancient palace. which was the residence of the Rajas’ (Il,
576-577).

Kahan Singh (1912) confirms that the town (nagar) of
Krimchi, six miles north of Udhampur, was founded by
Kechak. an ancestor of the Bhoti family. The present vil-
lage of Krimchi is on the opposite side of the Devak Nala
to that on which Nagar (the first Krimchi) formerly stood.
He adds that the site of Nagar is marked by ruins which
show that a town once stood there.

RELIGION

Unrecorded.

I1. HISTORICAL NOTES

SOURCES

Drew, F. The Jummoo and Kashmir Territories (London.
1875).

Gives notes on Bhoti and refers to the village of Balli as
a staging post close to Krimchi on the route from Jammu
via Bhoti to Chanehni and Kashtwar.

{ Bali (Balli) was founded by Balwant Stngh, grand-uncle
of Bhupal Singh, whose descendants took to cultivation
and came to be known as Balials (KS).}

Gulam Muhi-ud Din alias Bute Shah. Tarikh-i-Panjab
(compiled Hijri 1264 (A.D. 1848) from genealogies sup-
plied in ¢.1830 by a Kashmiri pandit). British Museum
MSS. Or. 1623, pp. 1080-1084.

Gives genealogies of Hill Rajas starting in each case with
the present ruler (i.e. in ¢.1830) and working backwards.
States that the present Raja of Bholi (Bhoti?) is Jai Singh,
his father was Bahadur Singh and his grand-father Bhu-
pal Singh.

|Goswamy has suggested that Bholi is probably a mis-
take by the Urdu copyist for Bhoti — the two names
being distinguishable only by a small sign on the top
of the second compound letter which could easily have
been inadvertently left out while copying (communica-
tion. 1968). |

Hutchison, J. and Voge!, J. P. History of the Panjab Hill
States (Lahore, 1933), |1, 576-577.
No rulers listed ‘since the family chronicle was unavail-
able at the time.’ States that Bhoti may always have been
dependent on Jammu and that it came under the control
of the Sikhs at about the same time as Jammu (i.e. 1820),
tribute being paid until 1834 when ‘the state was finally
annexed and a jagir granted to the family' (11, 577).

Kahan Singh Balauria. Tawarikh-i-Rajputan-i-Mulk-i-
Panjab (Jammu, 1912). Gives details of Bhoti rulers from
Bhupal Singh to Himat Singh.

REIGNS AND PORTRAITS

With Bhau, an offshoot from a Jammu chief who ruled in
Kashmir. Clan-pame, Bhatial. Suffix, Singh. Muhi-ud Din
and Kahan Singh followed, except where otherwise stated.

c.1730-¢.1770  BHUPAL SINGH (i)

Contemporary with the Persian, Nadir Shah, 1739,

Sons: Bahadur Singh, Labh Singh.

Portrait of second son, Labh Singh

Acted as Wazir to his brother, Bahadur Singh (KS).

(1) Fig. 2 (Bhoti). Wazir Labh seated with Bahadur Singh
at Nagar. Victoria and Albert Museum, L[.S. 259-1955.
Bhoti, dated 1791.

c.1770-¢c.1810  BAHADUR SINGH (ii)

Son of Bhupal Singh.

Marriage: unrecorded.

Sons: Jai Singh, Tara Singh, Labh Singh.

Portraits: (1) Fig. 1 (Bhoeti). Bahadur Singh with musicians
and attendants. Jehangir collection, Bombay. Bhoti, dated
1788.

(2) Fig. 2 (Bhoti). Bahadur Singh seated with Wazir Labh.
Victoria and Albert Museum, 1.S. 259-1955, Bhoti, dated
1791.

(3) Fig. 3 (Bhoti). Published Archer (1952), fig. S1.
Bahadur Singh with his sons, Jai Singh, Tara Singh and
Labh Singh. Victoria and Albert Museum, L.S. 179-1951.
Bhoti, c.1791.

(4) Fig. 5 (Bhoti). Bahadur Singh riding with Wazir Samtu
and retainers. Chandigarh Museum. Bhoti, ¢.1793.

(5) Fig. 4 (Bhoti). Bahadur Singh standing with Wazir
Samtu. Welch collection, Cambridge, Mass. Bhoti, dated
1793.

c.1810-¢.1830 JAI SINGH (iii)

Son of Bahadur Singh. Born ¢.1780.

Tributary of Gulab Singh (1820-1857) of Jammu.

Marriage: His daughter (born ¢.1815”) to Bhupendra Pal
(born 1806, ruled 1813-1834) of Basohli, subsequently
mother of Kalyan Pal (born 1834) of Basohli.

Son: Himat Singh.

Portrait: (1) Fig. 3 (Bhoti). Jai Singh with his father,
Bahadur Singh and brothers, Tara and Labh Singh. Victoria
and Albert Museum, 1.S. 179-1951. Bhoti, ¢.179). Aged
about ten years.

c.1830-(1834) c.1860 HIMAT SINGH (iv)

Son of Jai Singh.

Deposed on annexation of Bhoti state by Gulab Singh of
Jammu, c.1834.

Granted a jagir at Malbauri, near Jammu town (KS).

Drew states: ‘Kiramchi and the tract of country near and
round it used to be under a Raja or a Mian of the Pathial
(Bhatial) tribe of Rajputs, who was tributary to Jammu,
paying it yearly 2,000 rupees and giving the services of
some ten horsemen. About the year 1834 Gulab Singh, hav-
ing made up his mind to possess the place, refused the tri-
bute and sent a force to besiege the fort. What now remains
of the fort is a well-built wall of sandstone and a dry tank.
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It is on a rocky mound in a commanding position behind
the town’ (87).

1834-1857 GULAB SINGH OF JAMMU (v)

A new town, Udhampur, founded by his eldest son, Udham
Singh (died 1842). For portraits of Udham Singh, see
Archer, Paintings of the Sikhs (London, 1966) figs. 55, 56.

1857-1885 RANBIR SINGH OF JAMMU (vi)
Udhampur further developed.

IMPLICATIONS FOR PAINTING

In view of Bhoti's general subservience to Jammu in the
eighteenth century, Jammu painting is likely to have been
the chief source of stimulus for painting in Bhoti.

[II. PAINTING: REVIEW OF

LITERATURE

1926
Coomaraswamy, A. K. Catalogue of the Indian Collec-
tions in the Museum of Fine Arts, Boston: Part V, Rajput
Painting (Boston, 1926).
PL. 125. *An unidentified prince, perhaps a Raja of Suket’.
Here identified as Bahadur Singh of Bhoti with Wazir
Labh. Bhoti, ¢.1791. See no. 1(1).

1952
Archer, W. G. Indian Painting in the Punjab Hills (Lon-
don, 1952).
Fig. 45. Mis-identified as a Bhotial figure of ‘Mian Tedhi
Mighalau Bhotia’. For a revised interpretation, see Mankot
(reign, vi) and Jammu no. (18).
Fig. 51. '‘Bahadur Singh with children’. See no. 3.

1958

Khandalavala, K. Pahari Miniature Painting (Bombay,
1958).
No. 83. Bahadur Singh of Bhoti with courtiers and musi-
cians. Due to a mis-reading of ‘Bahadur Singh’ as ‘Bahadur
Sena’ in the takri inscription, mis-ascribed to Suket, third
quarter of eighteenth century. See no. 1.

On the strength of this mis-reading, proposes a similar
Suket attribution for Archer (1952), fig. 51. See no. 3.

1961
Skelton, R. Indian Miniatures from the I5th to 19th cen-
turies (Venice, 1961).
Pl. 78. Connected by Skelton with Coomaraswamy (1926),
pl. 125; Archer (1952), fig. 51 and Khandalavala (1958), no.
83: but following Khandalavala, ascribed to Suket. See no.
6.

1965
Khandalavala, K. and Chandra, M. Miniatures and Sculp-
tures from the Collection of the late Sir Cowasji Jehangir,
Bart.’
Pl. and no. 90 re-publishing with takri inscription, though
not facsimile, Khandalavala (1958), no. 83. Discussed, see
no. 1.

IV. PAINTING: CATALOGUE
AND RECONSTRUCTION

1 Raju Bahadur Singh (c.1770-¢.1810) of Bhoti with
musicians and attendants. Bhoti, dated 1788.

225 x 363 mm. Margin yellowish brown.

Inscribed on the reverse in takri characters: samvat 165
chaitra pra (vishte) 27 sri raje bahadur singh ji da chitra lik-

hya ‘In the year A.D. 1788 on the twenty-ninth day of chaji
(March-April) this picture of Sri Raja Bahadur Singh was
painted’.

Jehangir collection, Bombay.

Published: Khandalavala (1958), no. 83; also reproduced
Khandalavala and Chandra (1965), pl. and no. 90.

Description: Raja Bahadur Singh (c.1770-¢.1810) of Bhoti
sits smoking a hookah attended by two servants, one with a
peacock-feather fan, the other holding his sword. He faces
a group of five courtiers in pale brown, pale yellow and
white jamas, three of them standing. two seated. On the
right are two male musicians, one with tambura, the other
in deep yellow jama with an orange-red drum. Pink rug with
deep chocolate brown stripes. In the front a low balustrade:
at the back three windows with views of flowering trees
and a hillside. Grey walls. Crimson blind.

Discussion: A picture which has led to some confusion
because of an unfortunate mis-reading of the inscription.
When first publishing the picture in 1958, Khandalavala
read the word singh as sena (a suffix of the Suket royal
family) and this mis-interpretation was repeated when the
picture was re-published in 1965 (Khandalavala and Chan-
dra, pl. and no. 90). On this occasion, the two authors found
it ‘difficult to say what the date, 165, was meant to rep-
resent’ but reading Bahadur Singh as Bahadur Sena, they
identified him as Bahadur Sen, younger brother of Raja
Bhikam Sen (1748-1762) of Suket and ascribed the picture
to Suket, c.1760. As Goswamy has since shown (private
communication), this date must obviously refer to the
Dogra Shastri samvat, the Hill era, according to which
101 (Dogra Shastri) corresponds to 1781 (Vikram samvat).
Dogra Shastri samvat 165 is accordingly 1845 (Vikram sam-
vat) or A.D. 1788. For an exposition of the various Hill
eras, including Dogra Shastri samvat, see HV, I, 8. Since
Bahadur Singh is designated Singh' and not ‘Sena’ in the
inscription (photographed by the Prince of Wales Museum,
Bombay, February, 1966 and personally read and agreed by
the present writer with Dr. Moti Chandra) and since the
date, 1788, is too late for the subject to be Bahadur Singh of
Suket, brother of Bhikam Sen (died 1762), the case for con-
necting this picture with Suket falls to the ground.

For identifying the subject as Raja Bahadur Singh of
Bhoti, the following considerations are relevant: (1) the
date of the picture, 1788, which falls within the estimated
years of Bahadur Singh of Bhoti’s reign, c.1770-c.1810 (KS
and Muhi-ud Din), (2) the fact that the same figure as in 1is
shown in 2, not only seated with a figure, named Labh, who
is known to have been the younger brother and Wazir of
Bahadur Singh of Bhoti (KS) but at a place, Nagar, which is
the name of the old capital of Bhoti and (3) the fact that in 3
he is portrayed with three sons, the eldest of whom is
named in the inscription as Jai Singh, the known heir and
successor of Raja Bahadur Singh (¢.1770-c.1810) of Bhoti.
In all these circumstances, Bahadur Singh of Bhoti must be
accepled as the central figure in this group of portraits (1-5)
and since they all concentrate on his personal activities and
are also in a distinctive style, Bhoti must be regarded as
their place of execution.

This conclusion is strongly supported by the Jammu-like
manner in which they are painted. As at Mankot, where
subservience to Jammu in the second half of the eighteenth
century led to Jammu-like portrait scenes, the present pic-
ture resembles, though in coarsened form, the intimate
portrait studies (1746-1763) of Raja Balwant Singh of
Jammu. executed for him by his retained artist, the painter
Nainsukh of Guler. In this connection, compare Jammu no.
30 ‘Balwant Singh with courtiers and musicians’, especially
the treatment of musicians, rug and blind, and Jammu no.
34 ‘Balwant Singh inspecting a horse’, where the same type
of striped carpet is introduced. The time-lag of almost forty
years between Nainsukh's pictures and the present group
may perhaps be explained by the provincial character of the
Bhoti court and its comparative unimportance as a state
within the Jammu orbit.

Related example: (1) Coomaraswamy (1926), pl. 125 (530).
Raja Bahadur Singh of Bhoti seated with Wazir Labh.



Museum of Fine Arts, Boston, Bhoti, ¢.1791. Same figures
as in 1 and in the same general style. For identification of
Wazir l.abh, see 2. Pose as in 1.

2 Raja Bahadur Singh (c.1770-¢.1810) of Bhoti with Wazir
Labh. Bhoti, dated 1791.

255 x 193 mm; with border 304 x 230 mm. Red borders with
black rules.

Inscribed on front in top border in takri characters: (1) sri
maharaja bahadur singh (2) wazir labh; and on the reverse
in takri characters: (1) samat 168 saun pra (vishte) 7 eh
chitra likh (2) samat 168 saun pra (vishte) ehe chitra nagar
labh de dere bathe de likheya. (1) *In the (Dogra Shastri)
samvat year 168 (A.D. 1791) on the seventh day of the start
of sawan (July-August), this picture was painted’. (2) 'In
the (Dogra Shastri) samvat year 168 (A.D. 1791), on the
seventh day of the start of sawan (July-August) this picture
was painted while sitting in the house of Labh at Nagar'.
Vicloria and Albert Museum, 1.S. 259-1955.

Description: Raja Bahadur Singh of Bhoti. a plump figure in
white turban and jama and slate-blue waist-band and sash,
sits on a broad bed with pale yellow sides conversing with
his younger brother and Wazir. Each has a leather sword
band and sling. A pink rug with chocolate-brown stripes is
spread beneath them. Plain green foreground. Dull pink
wall above which appears a mango tree and view of
greyish-blue sky with curly grey and white clouds.
Discussion: Principal figure as in 1 but with a longer and
more thinly pointed beard, Similar striped rug. Nagar
(town) was the name given to the capital of Bhoti (Krim-
chi).

3 Raja Bahadur Singh (c.1770-¢.1810) of Bhoti sitting with
his children. Bhoti, c.1791.

185 x 248 mm; border trimmed.

Inscribed in rfakri characters on the green background
above the heads of the three seated children from left to
right: (1) sri miye je singh (2) miye tara singh (3) miye labh
singh (1) ‘Sri Mian Jai Singh’ (2) ‘Mian Tara Singh’ (3)
‘Mian Labh Singh': and on the reverse in Persian charac-
ters in red ink: bahadur singh aur larke ‘Bahadur Singh and
his sons’.

Victoria and Albert Museum, Rothenstein collection, I.S.
179-1951, formerly Jammu Raj collection, from which it
passed 1o Mansuram Raina. a family priest, thence to his
widow, Durgi Raina of Pacca Danga, Jammu, and thence
to a *German’ dealer (Imre Schwaiger?) from whom it came
on the Indian or London art-markets. For details. see
Jammu: Reigns and Portraits xxi, Pratap Singh (informa-
tion, Sansar Chand Sharma).

Published: Archer (1952), fig. S1.

Description: Raja Bahadur Singh of Bhoti, a corpulent
figure in white turban and jama and slate blue waist-band.
sits holding a hookah and leaning against a deep golden yel-
low cushion with bluish-grey sprigs. Beside him on a white
rug patterned with pink sprigs are seated three young boys
all in white jamas — the one nearest to him on the left
wearing a pink cap with red stripes, the middie one holding
a cup and wearing a dark blue cap with white spots, the one
furthest from him on the right having a plain white cap.
Below them is a little girl with anklets and curly black hair
standing in a dark blue robe. Pink carpet with dark choco-
late brown stripes. Pale green background. On either side
tall attendants in white jamas and turbans — the one to the
left waving a peacock-feather fan, the one on the right hold-
ing a long pair of white tongs.

Discussion: Similar in composition to no. 1(1), Bahadur
Singh exactly as in no. 2. The fact that Jai Singh is seated
by his side and is referred 10 as 'Sri Mian,” in contrast to
the other two children who are noted as plain ‘Mian,’
implies his superior status as eldest son and heir-apparent.
Like 1 and 2, the picture is notable for its pale colours and
severely geometrical arrangement, suggestive once again of
Jammu influence, though of a simple kind (Jammu q.v.).

4 Raja Bahadur Singh (¢.1770-¢.1810) of Bhoti with Wazir
Samtu. Bhoti, dated 1793.

BHOTI 6l

Pink border with red rules.

Inscribed on the front in takri characters (1) over Bahadur
Singh: sri raja bahadur singh and (2) over the standing cour-
tier: samtu wazir: and on the reverse in takri characters:
(1) ghasitu khatre () (2) samat 170 saun pra (vishte) | ehe
chitra likh *In the (Dogra Shastri) samvat year 170 (A.D.
1793) on the first day of the start of Sawan (July-August)
this picture was painted’; and in Persian characters:
bahadur singh wazir samdu and in English: Bahadur Singh
Wazir Shedear.

Welch collection, Cambridge, Mass.

Description: Raja Bahadur Singh of Bhoti, a huge figure of
enormous girth, stands in an open landscape smoking a
hookah, held for him by an attendamt with red and white
conical cap. He wears a pink jama with red stripes. A long
sword hangs at his side. He faces on the left Wazir Samtu.
a man with dark brown skin, blue trunks, red shoes and a
white cloth loosely draped from his left shoulder to his right
hip. Open landscape in dull green. streaked with three lines
of trees. In the sky curly white and grey clouds as in 2.
Discussion: A picture whose easy informality once again
suggests the relaxed intimacy of portraiture under Raja Bal-
want Singh of Jummu. Bahadur Singh. as large as Falstaff
or Orson Welles, is shown with solid amplitude while Wazir
Samtu, perhaps a successor of Wazir Labh, appears before
him in a state of semi-undress. The fact that Bahadur Singh
should be portrayed in one picture informally seated at his
younger brother and Wazir's house and in another inter-
viewing a second Wazir who is far from formally attired,
raises a strong presumption that these portraits are pro-
ducts of Bhoti, his home state and are the work of an artist
on intimate and familiar terms with the patron.

5 Raja Bahadur Singh (c¢.1770-c.1810) of Bhoti proceed-
ing through the country. Bhoti, c.1793.

228 x 347: with borders 245 x 372 mm. Dark blue border
with faint floral scrolls.

Inscribed in takri characters on the face of the picture: (1)
top mounted figure on the left: wazir samtu (2) mounted
figure on the left immediately below him: mive samrath
singh (3) lowest mounied figure on the left: roch singh.
Chandigarh Museum.

Description: Bahadur Singh of Bhoti in a white jama
mounted on a white horse is proceeding through a golden
yellow landscape, preceded by a large posse of retainers
armed with swords. He carries a hawk and has a quiver full
of arrows at his waist. At the head of the party is a tall
figure in long white jama standing beside a saddled horse
and raising his left hand as if in greeting. To the right.
below the horse. is a group of four musicians, two of them
beating drums, one clashing cymbals and the fourth perhaps
playing on a flute. One of the retainers wielding a huge
green fan on a long pole turns to face Bahadur Singh, while
a footman striding beside him raises a peacock-feather fan.
Behind Bahadur Singh come the three figures named in the
inscriptions — all of them dressed in white jamas. Wazir
Samtu and Roch Singh carrying long. thin lances. the cen-
tral figure (Mian Samrath Singh) riding a black horse.
Dominating the foreground is a large white dog with brown
patches, perhaps the favourite animal of Bahadur Singh.
Further landscape streaked with lines of trees. Grey sky
with rising sun.

Discussion: Although the picture is uninscribed with the
name of the central rider, he is clearly the same Raja
Bahadur Singh of 14. It is significant that Wazir Samtu of
4 is included. this time ceremoniously clad. The picture is
remarkable for its golden yellow background, bold white
dresses. lightly herded retainers and large dog and is clearly
a local version of a standard type of processional portrait,
best exemplified by ‘Balwant Singh hunting partridges’
(Jammu, no 46). The decline in sensitivity of drawing, grasp
of composition and gradation of colouring is perhaps to be
explained by its late date and more provincial origin.

6 A court figure listening to music. Bhoti, ¢.1793.
211 x 256 mm. Red border trimmed leaving only a black
inncr line.
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Private collection.

Published: Skelton (1961), pl. 78.

Description: An unidentified figure in pink jama and turban
sits against a bright orange cushion smoking a hookah on a
terrace. Behind him is a youth with fly-whisk. Two musi-
cians, in pink and yellow sit before him with drum and
tambura. White carpet with dark blue stripes. In the back-
ground an open landscape streaked with lines of trees as in
§. In the sky curly clouds as in 2 and 4.

Discussion: As observed by Skelton, similar in style to 1,
1(1) and 3 — the chief figure having something of the far-
ouche quality of Wazir Labh in no. 1(1).

7 Horse and groom. Bhoti, ¢.1790-1795.

171 x 275 mm. Trimmed.

Inscribed on reverse in takri characters: (1) chamani
(meaning unclean) (2) ghori haraja 'Haraj horse’.

Victoria and Albert Museum, Gayer-Anderson collection,
1.S. 276-1952.

Description: A chestnut stallion with green and orange
saddle-cloth and mauve girth-band, three of its legs stuined
orange-red, stands on a narrow piece of dark green sward.
A groom in long white ankle-length jamui leads it by a white
rope. Pale green background. At the top a band of slate-
blue sky. The horse is painted on one sheet of puper. the
groom on another. the two sheets being joined together.
Discussion: Like other Bhoti pictures, this horse study is
derivative from Jammu painting with which it shares the
device of joining two sheets of paper together. For exam-
ples of this practice. see Jammu, nos. 3§, 38, 48. The sub-
ject, & horse led by a groom, also appears in "Ruja Balwant
Singh inspecting a horse’ (Jammu, no. 34) and in Bhoti, no.
§, where the same Lype of long white ligure stands beside o
similar riderless horse. The picture’s general roughness of
execution makes it more likely that it was done at Bhoti. i.e.
at some distance from Jaummu rather than under the imme-
diate influence of Nainsukh or his descendants.



PAINTING IN CHAMBA

INTRODUCTION

GEOGRAPHY

A large state, sixty-five miles long and fifty miles wide.
bounded on the south by Kangra, Guler and Kotla, on the
sotth-west by Nurpur and the Punjab Plains, on the west
by Basohli and Bandralta, on the north-west by Bhadrawah
and Kashtwar, on the north and north-east by Kashmir, on
the east by Lahul and on the south-cast by Bangahal and
Kulu. Capitals: Brahmor (Brahmapura) until A.D. 930;
Chamba itself from then on.

SCENERY

Vigne (1842): ‘Chamba may be visited either {from Nurpur
or Bisuli. On the way from Nurpur. six miles distant, is the
noble hill-fortress of Taraghur or Satara Gurh. Thence to
Chuwari it is about five miles more. in a straight line, and
thence again the natives call it twelve kos to Chumba. In a
straight line it may be ten or eleven miles: but a long and
lofty pass is to be ascended in the way, whose summit,
about 8.000 feet in height. lies equidistant from Chuwari on
the one side and the Ravi, which runs beneath Chumba, on
the other.

‘T'he path winds amongst the picturesque banks and in-
equalities on its summit: and the fir-trees with which they
are covered intercept the splendid prospect of the plains (o
the south and the wall of the Himalaya to the northward:
different views of which are enjoyed in perfection from the
open spaces on either side of the mountain. A coarse gneiss
is found on the ridge, which is covered with snow from
December to April and the large town of Chumba appears
in the valley at its foot, situated at the confluence of the
Ravi and the Sal — the latter a small stream which flows
from the eastward. Chumba is surrounded on all sides by
stupendous mountains.

‘1 approached Chumba from Bisuli and left it by the
route | have just described. The march {rom Bisuli is per-
formed. with baggage, in three days. There are also two
paths from Bisuli: one ascends the right bank of the Ravi
and the other. on the second day, rises over the hills. 1
preferred the latter. as it is somewhat shorter: and the
magnificence of the scenery amply repaid me for a little
extra fatigue. The [irst march from Bisuli winds amongst
precipices formed in the sandstone strata. from a less to a
greater height of 300 feet above the river. The summits of
Montserrat itself are not more curiously shaped. or boast a
more interesting formation than these strata: although they
are but a miniature representation of that wonderful mass
of conglomerate: as in many places the shingle and red
gravel may have been disturbed, were we to judge merely
by the freshness of their appearance, bul a few years ago,
1 found no shells or remains of any kind.

‘The village cottages were whitewashed and thatched.
with a neatness that would not have disgraced those of
England: thick topes, or clumps of mango trees, were plen-
tiful around them: and the whole aspect of the country told
favourably of the Rajah’s government.

'On the second day's march the halt was at Bari. From
the summit of the pass above i1, the whole horizon was
bounded. on the north, by that part of the snowy range
which lines the western bank of the Chunab, as it descends
through the Ponga valley and forms a division between the
dominions of Ladak and Chumba. lts distance is about fifty
miles. and it appears (o be elevated several thousand feet
above the limit of the forest and is called simply the Pala
Dhuara — ‘the Shepherd’'s Mountains’. The intervening
country is occupied by the long ridges and valleys, that
slope from 1t downwards towards the Ravi and by vast
swelling mountains, rising directly. with one unbroken

sweep, from the very beds of the rivers that flow between
them: their sides and rounded summits covered with jungle,
but interspersed with villages, to be delecied only in the
distance by the litile plateaux of cultivation which are
almost invariably extended around them.

‘When crossing the summit, | met a marriage procession.
The bridegroom was journeying to the house of the bride.
altended by a band of music and numerous friends
apparelled in the gayest colours and carrying the bride-
groom in a kind of open sedan. As they wound down the
mountain-path 1o the village of the bride, which was situ-
ated at an yimmense depth below. their wild notes floated to
the opposing bank and. multiplied by surrounding echoes,
rose softened into bursts of actual harmony, than which
nothing could have been more in unison with the splendid
scenery around.

‘A very lofty and snowy cone rises with great majesty,
at what appears 10 be the south end of the valley of the
Ravi. distant but a very few miles from Chumba. The Ravi
sweeps by it from the eastward. then turns and passes the
town from north to south and continues in that direction for
four or five miles after leaving Chumba. which is situated
upon its north bank. The principal source of the Ravi is the
little lake of Muni-Mys. Muni usually signifies a ruby, or a
jewel and it might be here used in that sense. on account of
the bnlliancy of the water or as a term of veneration. | was
told by the natives that it signified avalanche. Mys may be
4 corruption of Mahesh, which may signify the god Siva.
Muni-Mys is situated on the mountains of Burmawur. It is
considered by the Hindus to be a holy place and visited as
such.

“The pathway from Bisuli descends upon the valley of
the Ravi. about four miles below Chumba. It is very nar-
row, but all the available places are well cultivated.
Chumba is a picturesque place and to me was a particularly
interesting one. having never, the Rajah assured me. been
visited by any other European traveller. The town is built
around a rectangular mydan, or green, about S00 paces in
length and about 80 in breadth and stands about 3.000 feet
above the sea. The houses, about 1,000 in number. are low
and built of woad. the roofs being of the same material.
The population, at a guess, may be from 4,000 to 5.000. The
palace of the Rajahs rises from an eminence overhanging
the green and is of the same construction as the other
houses, excepting that its foundations are of stone and that
it is far more extensive’ (1. 150).

HYV (1933): *At the time of its greatest expansion, the state
also included the entire mountain fringe to the south of the
Dhaula Dhar. called Rihlu and Palam. as far as Bangahal
and also Padar and Bhadrawah in the Chinab Valley and
was then about double its present area. In shape the state
is more or less of a rough oblong. contracted towards the
north. The greatest length, from south-west to north-cast. is
about 70 miles: and the greatest breadth. from south-east to
north-west, about 50 miles. The average length may be put
al 65 miles and the average breadth at 50 miles. Within this
area are comprised a small portion of the Bias Valley: a
section of the Ravi Valley, which is the Chamba Valley
Proper: and a similar section of the Chinab Valley, called
Pangi and Chamba-Lahul. The territory is wholly moun-
lainous. with altitudes ranging from 2,000 to 21,000 feet
above sea-level: the inhabited area reaching to 10,000 feet’
(1, 268).

Visited by W.G.A. with M. S. Randhawa and Mulk Raj
Anand, March 1960. We were then struck by the fact
that the snow-covered Dhaula Dhar mountains effectively
sealed off the state from Kangra and that even Basohli,
Nurpur. Bhadrawah and Kashtwar could only be reached
by crossing high passes. For the rest, it was the vast scale
of the scenery which chiefly impressed us — the huge hills
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descending in great steep slopes to narrow valleys far
below. The polo-ground (chaugan) and rest-house (formerly
the Superintendent’s residence) had changed little since
visited by French (Himalayan Art. 1931).

RELIGION

Although two temples 1o Shiva are among the earliest in
Chamba town, the largest and most celebrated temple. the
Lakshmi Narain. is a temple 10 Vishnu. Vigne (1842) gives
the following popular account of its origin: ‘Chumba is
entirely inhabited by Hindus and the great glory of the
place is its famous idol of Lakshmi Narayan, or Vishnu and
his wife: the idol, though clothed in what appear to be
female robes, being intended for Narayan or Vishnu. The
Rajah informed me that the abode of this idol was origi-
nally at Mount Abu, the Guru Sikr, or Saint’s Pinnacle, in
the Dekkan. The shape of the stone temples, which are
numerous in Chumba. are the same as those at Abu in
general configuration: they resemble the top of a plantain-
fruit, from which, perhaps the idea may have been taken.
The carving of the ornaments is belter at Chumba than al
any other place 1 saw in the Alpine Panjab. Sixteen broth-
ers of a former Rajah of Chumba (such was the Rajah’s
story to me) went to bring the Devi alive to Chumba. Fif-
teen out of the sixteen perished, on account of the resis-
tance that was made. The Devi courted the friendship of
the sixteenth and came with him willingly to Chumba.
There, however, he soon made himself obnoxious, by
obtruding himself into the Chumba zunanas. A Musalman
fakir, Shah Mahdar, who was also a traveller and has his
shrine upon many a hill in the north of India, chanced to
arrive at Chumba. The married men of the town went to
him and implored his interference in their behalf, against
the newly imported divinity. The latter used to ride as usual
through the air upon his garuda (a Kite) and the fakir com-
manded the bird 10 watch and give the alarm when the Devi
was coming forth for the next (ime. Lakshmi Narayan
advanced his foot and the garuda uttered a cry, for which
the enraged Devi transfixed him with an arrow. A pillar,
that might pass for an imitation of the Doric, is placed in
front of the temple and upon it is the gilt figure of the bird,
as large as an eagle, transfixed with the arrow. This part of
the fable is no doubt invented in order to prove that the god
must now and for ever remain at Chumba, as he cannot
move away without the garuda. Such is the reverence in
which the idol is held, that | have been present when the
Rajah and every person in his court ¢ceased their conversa-
tion, arose from their seats and muttered a prayer whilst the
bell was ringing at the shrine: precisely in the same way as
I have heard the ‘oracion’ of the Spaniards walking on the
Paseo al Seville, when the convent bells rang the signal for
vespers' (1, 158-159). For sharply differing accounts of its
origin, see HV [, 285-286.

The Gazetieer emphasises that in the pre-Muhammadan
period (i.e. pre-14th century), grants to temples by means
of copper plate deeds have ‘a distinct Shaiva character’. It
adds that while “two of them mention the erection of a
temple to Vishnu, in the general formulae of the grants, the
first place is given to Shiva. Rama is only quoted as an
example of filial piety. Krishna is never spoken of. The pre-
valence of Shaivism is also borne out by the stone inscrip-
tions, three of which record the founding of a Shiva temple.
On the fountain-stones we usually find figures worshipping
a linga . . . In the later copper-plates, on the contrary,
Ramu has become the designation of the supreme diety’
(Gazetteer, ST).

Under Raja Balabhadra Varma (1589-1641), the most
profuse grants to a temple were made to the Lakshmi
Narain temple, Chamba town. The later emphasis on Rama
is further shown by the fact that although Shiva and Devi
have the largest number of worshippers in the villages,
Chamba Rajputs in general adhere to Rama rather than to
Shiva.

Although the worship of Vishnu predominates in
Chamba town — Rama. Sita, Lakshmana and Hanuman
being especially celebrated — Chamunda Devi (the Devi as
goddess of war) also has special temples in Chumba town
and in Churah (Chamba-Basohli border). Two temples, in
or near Chamba town, are also dedicated 1o the Devi —
one of them the Champavati, containing an image of Durga
killing the buffalo-demon Mabhishasura. Three further
important Devi temples are the Lakshana at Bramaur. the
Shakti at Chatrarhi and the Kali at Mirkula. Among other
figures, the Shakli temple at Chatrarhi contains o row of
cross-legged figures. of which nine represent the nava gra-
has i.e., the sun. moon, the five planets — Mars, Mercury,
Jupiter, Venus and Saturn — the eclipse-demon. Rahu and
the comet Ketu (Gazetieer 47).
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REIGNS AND PORTRAITS

According to tradition, the ruling family of Chamba is
directly descended from Vishnu through Rama and Rama’s
second son, Kusha. Clan-name, Chamial (Chambial).
Family suffix, Varman (until mid-sixteenth century): later
Singh. Hutchison and Vogel (HV) are followed. unless
otherwise stated.

1559-1641 BALABHADRA VARMAN (SINGH) ()

Renowned for piety and acts of ruinous charity. Super-
seded by his son, Janardan, 1613-1623. Much trouble with
Nurpur. leading 10 assassination of Janardan. re-emergence
of Balabhadra and occupation of Chamba by Nurpur,
1623-1641. A period of contacts with Mughal imperial court
and domination by Nurpur.

1641-1664 PRITHVI SINGH (i)

Grandson of Balabhadra Varman. Son of Janardan. Born,
1623.

Smuggled out of Chamba at birth and reared in Mandi.
Returned 1641 and with aid of Mandi and Suket assisted
Mughal armies in suppressing a revolt by Jagat Singh of
Nurpur. Recognised by Mughal emperor, Shah Jahan, as
Raja of Chamba.

Internal affairs: A period of quiet consolidation. Built the
Brahmor Kothi.

External affairs: Allied with Sangram Pal (1635-¢.1673) of
Basohli and. at Mughal instance, finally defeated Nurpur
and regained Chamba state, 1642, Friction with Basohli on
account of claims to territory, 1642-1648. Decided by Mug-
hal Governor in Chamba's favour but not implemented.
External contacts: Pilgrimages to Allahabad, Banaras and
Gaya. Regular visits to Delhi (court of Shah Jahan). Fav-
oured by the emperor. Supposedly very handsome. Sccretly
inspected by ladies of the imperial palace.



Religion: Obtained from Shah Jahan in 1645 a stone image
used as a weight in the imperial palace, Dethi and installed
it as Raghubir (Rama), the family deity of the Chamba
rajas.

Marriage: A Basohli princess, daughter of Sangram Pal
(1635-1673) of Basohli and sister of Kirpal Pal (Gazetteer).
Sons: Chattar (Shatru) Singh, Jai Singh, Indar Singh, Mahi-
pat Singh, Raghunath Singh, Ram Singh, Shakat Singh. Raj
Singh.

Portraits: (1) Fig. 2 (Mankot). Prithvi Singh scated at a
window eating betel. Prince of Wales Museum, Bombay.
Mankot, ¢.1660-1680. Grey cusped archway. Yellow back-
ground. Red border.

(2) Goelz (1954b), fig. 5. also reproduced Khandalavala
(1958), no. 63: Randhawa (1967), fig. 1. Prithvi Singh seated
on a striped rug holding a flower. Bhuri Singh Museum,
Chamba. Chamba, ¢.1760 (perhaps from an earlier original).
ldentified by local royal tradition as Prithvi Singh.

(3) Goeltz (1954a), (ig. 11; also reproduced Khandalavala
(1958), no. 65; Randhawa (1967), fig. 2. Prithvi Singh seated
on a sprigged rug holding 4 flower and facing left. Bhuri
Singh  Museum, Chamba. Chamba, ¢.1760. Captioned
‘Umed Singh’ but same person as in (1)-(2).

(4) Ohri (1969), fig. 7. The young Prithvi Singh holding a
fish. Wooden panel from the Brahmor Kothi. Bhuri Singh
Museum, Chamba. Chamba, ¢.1700.

Portraits of second son, Jai Singh: Acted as Wazir for his
elder brother, Chattar Singh.

(1) Khandalavala (1958), no. 46. Jai Singh seated with
Shakat Singh (seventh son of Prithvi Singh). Inscribed at
the top in takri characters: (1) chambal mian jai singh (2)
chambal mian shakat singh. National Museum, New Delhi.
Chamba, ¢.1680.

Portraits of fifth son, Raghunath Singh: (1) Fig. 3
(Chamba). Raghunath Singh seated with Sirdar Singh of
Kashtwar. Archer collection, London. Chamba, ¢.1680.

1664-1690 CHATTAR SINGH (ii)

A period of gradually declining Mughal influence and
greater Chamba independence.

Internal affairs: Employed his brother, Jai Singh, as Wazir
throughout the reign.

Wars: Regained land from Basohli, 1666. Expanded into
Kashtwar at the expense of Maha Singh. Leagued with
Dhiraj Pal of Basohli, Raj Singh of Guler and Kirpal Dev
of Jammu to resist Mughal inroads, 1690.

External contacts: Defied an order of the emperor
Aurangzeb to demolish all Hindu temples, 1678. Began to
boycott the imperial court. Allied with Kulu to annex part
of Lahul.

Marriages: A Chamba princess (Chattar Singh’s daughter)
married to Bidhi Singh of Kulu, ¢.1680.

Sons: Udai Singh, Lakshman Singh.

Portraits: (1) Fig. 1 (Chamba). Chattar Singh attended by
courtiers pouring liquor into a dish. National Museum,
New Delhi. Chamba ¢.1680.

(2) Fig. 2 (Chamba). Chattar Singh visiting a shrine to
Rama. Private collection. Chamba, ¢.1680.

(3) Goetz (1954b), fig. 6; also reproduced Khandalavala
(1958), no. 64; Randhawa (1968), fig. 1: listed Vogel (1909),
D.111. Chattar Singh smoking. Bhuri Singh Museum,
Chamba. Chamba, c¢.1750. ldentified to Vogel as Chattar
Singh by Raja Bhuri Singh of Chamba. Same person as in
(1) and (2).

1690-1720 UDAI SINGH (iv)

Son of Chattar Singh.

Jai Singh continues as Wazir until death in ¢.1696. After
this a period of disintegration. HV comment: *Udai Singh’s
reign began auspiciously. The young Raja was well-read
and accomplished, the people were happy and contented
and the country was prosperous’ (1, 309).

Following the Wazir, Jai Singh’s death, troubles, however,
started. Goelz comments: ‘After Jai Singh’s death, ¢.1696,
the administration disintegrated. Udai Singh, self-willed,
100k 1o evil ways, spent his day in debaucheries and sensual
pleasures and at last appointed as his wazir a barber with
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whose daughter he had fallen in love. Probably in 1708 he
was removed from government and his cousin Ugar Singh
(son of Mahipat Singh, fourth brother of Chattar Singh)
made regent. Bul after a month Udai Singh re-asserted him-
self so that Ugar Singh had 10 flee to Jammu. At last his
rule became so intolerable that a conspiracy of nobles and
officials was formed and he was cut down, together with
his brother. Lakhshman Singh, in 1720' (Goetz (1953), 141).
External affairs: Udai Singh, with help of Siba. Bilaspur
and Mandi. re-instated the young Dalip Singh of Guler
(threatened by rajas of Jammu, Bhadu and Basohli) in
¢. 1695 but the war with Jammu and Basohli dragged on
until 1708 (Goetz).

Marrieges: Four ranis (all, together with eighteen maid-
servants, committed sati at his death): his daughter married
Raja Shamsher Sen (1727-1781) of Mandi (HV, 11, 390).
Sons: None.

Portraits: (1) Fig. 4 (Chamba). Udai Singh smoking.
National Museum, New Delhi. Chamba, ¢.1690.

(2) Udai Singh smoking. Inscribed at the top in takri cha-
racters: chabial raja udai singh. National Museum, New
Delhi. Chamba, ¢.1750 or later. Plain sage-green back-
ground. Same person as in (1).

(3) Udai Singh seated, holding a hawk. Inscribed at the
top in Persian characters: raja udai singh chambavala.
Chandigarh Museum, Lambagraon collection. Chamba,
¢.1710. Pale yellow background. Green jama with white
stripes.

1720-1735 UGAR SINGH (v)

Son of Mahipat Singh. fourth brother of Chattar Singh.
From c¢.1708 had lived in exile in Jammu — at first
incognito, later at court. On death of Udai Singh. installed
as Raja with aid of Raja Dhruv Dev of Jammu.

Wars: Dhiraj Pal of Basohli attacked Chamba. ¢.1722 but
was killed in battle.

Sons: Umed Singh, Sher Singh.

Character: "Ugar Singh was popular at first but as years
went on the feelings of the officials towards him underwent
a change and they decided to depose him and raise Dalel
Singh (0 the throne’ (HV, 312).

Note: Dalel Singh, son of Raghunath Singh (fifth brother of
Chattar Singh) and his rani, a Jammu princess, had lived in
Jammu with his maternal uncle. He had then been banished
1o Lahore by the Mughal Governor due to his suspected
intrigues against Ugar Singh. On feeling in Chamba turning
against Ugar Singh, ¢.1735, a new Mughal Governor sup-
plied Mughal troops to enable Dalel Singh to depose him.
In the fighting, Chamba town was burnt by Ugar Singh who
escaped bul died of wounds in Kangra.

Portraits: (1) Fig. 10 (Jammu). Ugar Singh with ladies.
Victoria and Albert Museum, London. Jammu, ¢.1730.

1735-1748 DALEL SINGH (v

Son of Raghunath Singh, fifth brother of Chattar Singh.
Superseded Ugar Singh’s two sons — Umed and Sher
Singh.

As a precautionary measure induced the Mughal governor
1o confine them for thirteen years at Lahore where he him-
self had been confined by Ugar Singh. Ruled well but on
a change of Mughal governor and under pressure from
Basohli and Jasrota accepted Umed Singh as rightful heir
and resigned the throne. After abdication remained in
Chamba and later became a sadhu. A period of quiet stabil-
ity and beneficent rule.

Marriage: His duughter to Bajai Dev of Jammu.

Sons: None.

Character: Pious.

Portraits: (1) Fig. 20 (Jammu). Dalel Singh seated smok-
ing. Chandigarh Museum. By Fauju. Kangra, ¢.1760 (after a
Jammu original).

1748-1764 UMED SINGH (vii)

Son of Ugar Singh (v). Confined in Lahore by Mughal
Governor 1735-1748. )

External affairs: Availed of Mughal collapse and anarchy in
the Punjab Plains, ¢.1750, to re-acquire Rihlu, a southern
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portion of Chamba bordering Kangra but lost to the
Mughals (c.1580). With lapsing of Mughal authority, came
increasingly into the orbit of Jammu (under Ranjit Dev, the
paramount power in the northern hills). Employed a Jammu
official, Aklu, as Wazir. Married a Jammu princess (sister
of Ranjit Dev). Although restored to the Chamba throne
with the aid of Basohli and Jasrota. was attacked by Bas-
ohli and forced 1o cede two districts, ¢.1760. Border friction
with Kangra. Attacked by Kangra, 1752. Worsening rela-
tions. 1760 onwards.

Marriages: Jasrota. Jammu.

Son: Raj Singh.

Character: Just ruler. Able administrator. Dies aged 39.
Religion: The image of Raghubir is installed in the Kan-
chandi palace, Chamba.

Architecture: Built two palaces: (1) within Chamba town,
the Khanchandi (Akhand Chandi). extended by Sri Singh
and now known as ‘the new palace’ (French, Mittal); (2) a
garden palace south of Chamba town, the Rang Mabhal,
extended by Raj, Jit, Charat and Sri Singh. now known as
‘the old palace’ (French, Mittal). Added a wing to the Kothi
at Brahmor, ¢.1760. Built the Chamunda temple of Devi-
ri-kothi in Churah (Chamba-Basohli border area).

Portraits: (1) Fig. 20 (Chamba). Umed Singh seated smok-
ing. Central Museum, Lahore. Chamba, ¢.1750.

(2) Fig. 21 (Chamba). Umed Singh seated holding a rosary.
Central Museum. Lahore. Chamba, ¢.1760.

(3) Miual (1967), 29, fig. A. Umed Singh seated smoking.
Mittal collection. Hyderabad. Chamba, ¢.1760.

(4) Craven (1966), fig. 62. Umed Singh smoking. Welch
collection, Cambridge, Mass. Chamba, ¢.17585.

1764-1794 RAJ SINGH (viii)

Born 1755 (Goetz, HV). Son of Umed Singh. Succeeded at
age of nine.

Minority 1764-1773

Regency of the Queen Mother, the Jammu rani (second
wife of Umed Singh). Subjected to influence of Raja Ranjit
Dev (1735-1773) of Jammu. Continued administration of’
Chamba by the Jammu Wazir, Aklu.

Majority 1773-1794

External affairs: The ‘Jammu rani’ dies ¢.1774. Raj Singh
reacts against Jammu, removes and imprisons Aklu. the
Jammu Wazir. Ranjit Dev counters by directing Amrit Pal
(1757-1776) of Basohli 10 invade Chamba. Chamba town is
captured by Amrit Pal and held for three months. Raj
Singh, with aid of Ramgharia Sikh mercenaries, ejects him,
1774. 1782, Raj Singh invades and conquers Basohli and
realises one lakh of rupees (the cost of previous Sikh help).
Reaches an understanding with Jammu (Brijraj Dev),
1781-1787. "By posing as a loyal vassal of Jammu and treat-
ing the expulsion of Aklu and then the defeat of Basohli as
mere internal quarrels within the framework of the Jammu
empire, Raj Singh could maintain himself in the favour of
Brijraj Dev and take over practically the whole sphere of
Jammu influence in the interior Himalaya' (Goetz (1953),
147). Kashtwar invaded and occupied by Chamba forces
under Jit Singh (aged ten), 1785. Kashiwar's subordination
to Chamba confirmed (see Chattar Singh, iii). With aid
from Jammu, Chamba regains the Pathiyar fort captured by
Ghamand Chand (1761-1773) of Kangra. Treaty of friend-
ship with Kangra. 1788. but later, 1793, cession of Chamba
border area of Rihlu demanded by Sansar Chand (1775-
1823) of Kangra. Raj Singh killed in batile at Nerti (Rihlu
taluk), but border area retained. Bhadrawah occupied by
Chamba, 1783. Bhadrawah's subordination to Chamba con-
firmed. Fateh Pal (¢.1770-¢.1790) of Bhadrawah rules as a
Chamba vassal: deposed by Raj Singh ¢.1790 and deported
to Chamba. Bhup (Bhupal) Chand. younger brother of
Fateh Pal, marries a Chamba princess, Atharbanu (HV, 11,
626), has a son in 1789, succeeds as Raja of Bhadrawah, but
is deposed by Jit Singh and deported 1o Chamba. Dies in
Chamba. Bangahal (since 1750 part of Kulu) annexed by
Chamba, 1778. Abortive alliance with Mandi and Bilaspur
to annex Kulu, 1786. Foiled by rise to power of Kangra.
Marriages: Raj Singh 10 Naginu, daughter of Sampat Pal
(¢.1735-1770