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I t is with great pleasure that we present an exhibition, to which this  

catalogue is devoted, of important, classical rajput and Mughal paintings. 

aptly referred to as indian miniatures because of their small scale and 

fine, jewel-like quality, these images were painted for royal patrons of various  

kingdoms within rajasthan and the Punjab Hills. The distinguishing characteristic  

of this particular group is the impressive number of pages that belong to  

the most revered, iconic sets of indian painting, be it the guler Gita Govinda 

of 1775, the nurpur Ragamala of circa 1690, or the Shangri Ramayana of circa  

1700-10, to name a few. Several in the collection have even been ascribed to 

known master indian artists. not only are these folios prized for their attributions, 

but also, for their esteemed provenance, which in many cases, such as the Stuart 

Cary welch Collection and various indian royal Collections, adds a special historic 

component. beyond their art historic value, the pictures serve as spectacular 

reminders of a culture that extolled the pleasures of life, poetry and religion.

although diverse in style, the collection’s connecting thread is the inspired 

beauty with which the paintings, both rajput and Mughal, have been imbued. 

one notes, in studying this selection, an undeniable aesthetic continuity, even 

if Mughal art is generally categorized as imperial, and rajput as local. whether 

in the personification of religious epics and poetry, or in the representation of 

court life, artists managed to convey their subjects in an intimate, luxurious, and 

often emotive manner. each captures different, yet equally important aspects 

of indian culture: the beauty of the local landscape, the grandeur of palace life, 

and the powerful emotional component that links Hindu religion with the human 

experience (particularly in the case of rajput art). Their expressive way with color, 

and fine, studied rendering of figures and nature have been used to poignant 

effect throughout, giving one a window into the rich, multi-faceted delights of 

spiritual and secular india. it is my sincere hope that this exhibition will be as 

enjoyable to the viewer as it has been for us to assemble.

CarlTon roCHell
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indian paintings have been variously described: as layered objects in which one thing,  

or thought, is gently laid upon another; like schist rocks, foliated and iridescent; like a 

couplet in Persian or a doha in Hindi, terse but meaningful; like a great floral carpet that 

lies rolled up but can be spread out endlessly, revealing new things with each mellow 

unfurling…a painting presents to us a layered world of meaning. one needs to, thus,  

make an effort to receive from it all the riches that reside within.
b.n. goSwaMy

“

”
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illustratiOn tO a Shahnama of firdauSi: 
anushirvan stages a MOCk Battle fOr the Chinese envOys

iran, Shiraz

circa 1560

opaque watercolor and gold on paper

Folio: 16⅝ by 11 in. (42.2 by 27.9 cm)

image: 11¾ by 8⅜ in. (30 by 21.3 cm)

recto and verso inscribed with the text of the Shahnama in nasta’liq

 

1

anushirvan (r. 531-579) is considered the greatest Sasanian emperor of 
Persia, known not only for his military acumen, but also for his interest in 
arts, literature, and philosophy. His reign brought about a golden age 
during which the Persian empire became more centralized; fair taxation 
and justice systems were established, the welfare of his people was 
improved, and prosperity came through war and trade. it was under 
the Shah’s leadership, in fact, that the Silk road became a major trade 
route, uniting india and China with the western world. 

given his prominence in Persian history, anushirvan appears in various 
literary contexts, including the Shahnama or “book of Kings” written 
by Firdausi circa the late tenth century. This history of the empire from 
the beginning of time contains both mythical and factual elements, in 
some cases making it difficult to determine whether or not the events 
described actually took place. Here, ambassadors sent by the emperor 
of China have arrived bearing a message of peace for the Shah. 
although he and his troops are equipped for conflict, having heard 
rumors of an impending invasion, anushirvan is pleasantly surprised by 
their good will. in lieu of the fight for which he had prepared, he stages 
a mock battle, attended by emissaries from far and wide, all of whom 
will bear witness to and spread word of the emperor’s greatness. 

interestingly, this particular scene from the Shahnama is seldom 
illustrated. in this rare example, the painting’s elaborate composition 
is centered around anushirvan on horseback, spear and shield in hand. 
on the left, the Chinese ambassadors watch on with admiration. a 
young boy has even climbed a tree to get a better look. on the right, 
the Shah’s troops and visiting dignitaries are gathered with a camel, 
also observing the impressive spectacle. Columns of story-telling poetry 
are woven into the picture itself. 

when compared with similar manuscripts from mid to late sixteenth 
century Shiraz, a period known as the city’s artistic apex, the fine quality 
of this page is notable.1 

provenanCe

Spink & Son ltd., london

Private Japanese Collection

 1 See Tan (2012), no. 23. other folios from the same series are found in the arthur M. Sackler Museum at 
  Harvard university, the los angeles County Museum of art, the british Museum, and the David Collection, 
  Copenhagen.
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PrinCe MuhaMMad sa’id hunting 

South india, Deccan

circa 1720

opaque watercolor and gold on paper

Folio: 12⅛ by 8¼ in. (30.8 by 21 cm)

image: 8¼ by 6½ in. (21.1 by 16.4 cm)

recto inscribed with identifying inscriptions in nasta’liq and seal

 

2

Majestically seated on the back of a white steed, Prince Muhammad 
Sa’id is out hawking in the jungle. He is bedecked in a splendid jama, the 
fabric of which is decorated with a gold foliate pattern, and a matching 
turban. in his left hand, the prince holds the horse’s reigns, while his 
gloved right is held up to support a falcon. Frolicking beside him, a 
playful and loyal saluki dutifully follows the two attendants depicted in 
the lower left corner of the image. These men, dressed in striking white 
robes that stand out against the green of the lush landscape, carry 
various objects needed by the prince on his leisurely journey: a hookah, a 
sack, and a cloth, all meant for recreation along the way. 

although a horizon line is often used to give a sense of perspective, 
the artist here has purposefully cropped it out of his composition. in 
so doing, he conveys the enclosed sense of the jungle. This technique 
is evident in other indian hunting imagery as well, revealing to the 
viewer just how lush the landscape is in which the hunt takes place.2 
animals including birds, cheetahs, gazelles, and hares abound, 
running throughout the hills and rocks that are depicted in the upper 
section of the whimsical scene. However, the artist has not completely 
romanticized nature; in the upper right hand corner, a vignette 
depicting a tiger attacking his prey, his paw wrapped around the 
gazelle’s neck, is an interesting addition to an otherwise idyllic image. 

a special feature of this painting is that both the seal and inscription 
specifically identify the prince, who unfortunately remains an unknown 
historical figure.3

 

provenanCe

Private Collection, england, 1968-2013

 2 See losty (2013), pp. 28-9, no. 14.
 3 ibid.
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a lady Being led tO Bed 

north india, Mughal

1680-90

opaque watercolor and gold on paper

Folio: 15¼ by 10¾ in. (38.6 by 27.5 cm)

image: 10¼ by 6⅝ in. (26.1 by 16.8 cm)

Verso with rectangular calligraphic panel containing  

four lines of nasta’liq script against a gilt floral ground

 

3

lit only by the soft light of candles positioned throughout the 
composition, the pavilion glows in the dark of night. beautifully 
illuminated attendant figures have been painted from a variety of 
angles, creating a thoughtfully balanced image. Two of them, turning 
their heads and bodies inwards as if in intimate conversation with her, 
lead the princess towards the bed which is being prepared. with her 
arms draped over their shoulders and her head held low, she appears 
in need of their support. Musicians trail behind them, only partially 
included within the frame as if to suggest that there may be others 
following. a servant with a candle faces into the courtyard, and another, 
whose back is to the audience, holds a lantern in one hand while 
gesturing with the other towards the empty terrace bed that had clearly 
been meant for the princess and her absent lover. in Mughal tradition, 
the scene in which a princess is led to bed is common; however, more 
typically, a prince awaits her there.4 

This image is the work of an artist who has mastered the use of space 
and light by creating contrasts between highlight and shadow, and 
implementing a geometric sense of perspective. His detailed figures 
wear garments made from different fabrics, but the same diaphanous, 
sheer gown, delicately trimmed in gold, covers each. notable in and 
of itself is the sophistication of the pavilion; foliate inlay decorates the 
walls, niches contain glass vessels, an elaborate gold textile hangs 
sumptuously over the far doorway, and a rich brocade carpet covers 
the floor. Shielding the bed from the elements, a striking red canopy 
(shamiana) is held in place by taught strings that terminate outside the 
painting, directing the viewer’s imagination outside the borders to the 
evening beyond.

provenanCe

Colnaghi, london, 1979

lloyd Collection, london, 1979-2011

published

Falk, T. and Digby, S., Paintings from Mughal India, P. & D. Colnaghi & Co.,  

(london, 1979), no. 31.

 4 See losty (2011), no. 4 for cited examples of this subject, both with and without the attendant prince.
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a lady Being led tO Bed 

west bengal, Murshidabad, Mughal

circa 1770

opaque watercolor, gold and silver on paper

image: 10¾ by 10¼ in. (27.4 by 26 cm)

 

4

as in the previous example, this dark yet richly colored scene portrays  
a woman being led to bed by her ladies in waiting, her head lowered  
in melancholy. She clutches their arms for support as she returns  
to her chambers, trailed by female musicians who had undoubtedly  
been commissioned to play upon the arrival of her lover. a pair of 
servants clears an untouched feast from the bed in the background, 
and another lights the way inside with a torch. Hanging ominously 
overhead, thick clouds suggest an impending storm, possibly the  
cause of her forsaken rendezvous. 

Despite the somber mood of the moment, the details of this elegant 
painting are exquisite; the gold-striped, diaphanous gowns, the 
beautifully delineated, colorful architectural details, and the lush 
gardens with fountains compare to the style of mid-eighteenth century 
Mughal and provincial painting from Murshidabad. 

The revival of Mughal art during the eighteenth century came with the 
renewed royal patronage of Muhammad Shah (r. 1719-48). although his 
tenure was not long, re-inspired artists excelled in his court, creating 
luxurious, fine quality works. Following the sacking of the capital by 
iranian invaders in 1739, these artists returned to provincial regions in 
rajasthan and the Punjab Hills, where they continued to paint in the 
“provincial Mughal” style. often, examples of their work such as this 
were of very fine, if not imperial, quality. 

provenanCe

Colnaghi oriental-Michael goedhuis ltd., london, 1982

lloyd Collection, london, 1982-2011
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an equestrian POrtrait Of a nawaB riding a gray stalliOn 

uttar Pradesh, possibly oudh, Mughal

Signed by Muhammad reza-i Hindi

dated 1177 aH/1763-4 aD

opaque watercolor and gold on paper

Folio: 12 by 9 in. (30.5 by 22.8 cm)

image: 11 by 8⅛ in. (28.1 by 20.6 cm)

recto signed and dated at mid-right, and verso with four lines of nasta’liq 

 

5

astride his dappled gray horse, a nawab of bengal is portrayed in the 
most regal manner. Seated in an upright posture, he holds the reins in 
his left hand while stroking the soft mane of his beloved steed with his 
right. Despite the finery of his horse’s foliate gold trappings and saddle, 
the nawab, himself, is more simply attired in a pale green robe and 
white turban. He is unadorned by any jewelry, but a sparkling dagger is 
nestled under the dignitary’s forearm.

The artist, Muhammad reza-i Hindi, is known for his beautifully detailed 
compositions, as evidenced in the present painting in which both 
the man and his horse have been rendered with a unique sensitivity. 
Their individualized and fine features, strong against a silvery-gray 
background, showcase the painter’s skillful brushwork and powerful use 
of color. His talent is especially apparent in the tactile, life-like quality 
he has given to each fold of fabric, strand of hair, or fold of skin. 

although not much is known about the artist himself, the same 
distinguishing style is evident in other works that have been attributed 
to him, fifteen by signature and several others stylistically.5 The present 
nawab appears in several of his paintings that date to the 1760s, 
suggesting that he was a main patron, of significant means, during that 
time. it is not clear whether reza-i Hindi was of indian or Persian origin, 
yet undoubtedly both cultures bore influence on the artist’s work. 

provenanCe

acquired by John Forbes (1743-1821) of bellabeg, aberdeenshire, an officer in the east 

india Company stationed in bombay and bengal from 1765-79, or by his nephew Sir 

Charles Forbes, also an officer in the east india Company, stationed in india until 1811

by descent to Col. Sir John Forbes, bt., D.S.o., D.l., (6th bt, 1901-84)

Sotheby’s, london, December 10, 1962, lot 12

Maggs bros., london

Sotheby’s, london, December 17, 1969, lot 13

Christie’s, london, april 29, 1970, lot 131a

Private uK Collection since 1970

 5 For a painting from the same album in the collection of the british library, depicting the identical nawab, see 
  Falk and archer (1981), p. 126, no. 211; and losty and leach (1998), no. 26. For other examples of Muhammad 
  reza-i Hindi’s work, see also; a Portrait of emperor Muhammad Shah from the benkaim Collection, now in  
  the Cleveland Museum of art Collection 2013.347.a; a Portrait of a Scribe in the David Collection 15/2002;  
  and a Portrait of a lady on a Terrace from the edwin binney 3rd Collection in the San Diego Museum of art.
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CeleBratiOns in the PalaCe Zenana

west bengal, Murshidabad, Mughal

1770-80

opaque watercolor and gold on paper

Folio: 14¾ by 13 in. (37.5 by 24.5 cm)

image: 7½ by 4½ in. (19 by 11.4 cm) 

 

6

at the center of this lively composition, a mother cradles her newborn 
on a terrace divan, beneath the protection of an elaborately decorative 
tent replete with colorful textiles. She is surrounded by offerings of 
food and drink, which have been brought by the multitudes of women 
who have assembled in the palace zenana (harem) to celebrate her 
child’s birth. in addition to nourishment, gifts of jewels lie in trays 
scattered across the floor, and hookahs and fabric-wrapped pillars 
enhance the celebratory sense of occasion. Musicians create a festive 
ambiance, and abundant candlelight from lanterns on the ground, walls 
and roof casts a warm glow across the evening sky. 

although the image itself is quite small, it is replete with finely delineated 
figures, which the artist has beautifully individualized despite their 
diminutive scale; each of the women, of varying ages, has a different 
garment, posture, and even skin tone. of particular charm is the 
pairing of a white-haired, elderly woman with her youthful counterpart, 
who stand outside the terrace wall. another unusual feature of the 
composition is that the tent strung across the top of the painting 
suggests that the author’s vantage point is from within a separate 
palace area, where he captures the scene before him unbeknownst to 
his subjects. 

given its opulence and overall jewel-like quality, there is no doubt that 
this was an image made in homage of a very special nawab’s child’s birth. 

provenanCe

Claude and Françoise bourelier Collection, France
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a PrinCe CliMBing tO his BetrOthed

north india, Mughal 

Second half 18th century

opaque watercolor and gold on paper

Folio: 13⅛ by 8½ in. (33.3 by 21.6 cm)

image: 12¼ by 8⅛ in. (31.1 by 20.6 cm)

 

7

in the dark of night, conspiratorial maidservants accompany their mistress 
who waits in a roof pavilion for her betrothed. The rapunzel-like scene 
is charming; the women hold candles to light the prince’s way, and 
drop a rope for him to climb. eager to meet his beloved, the prince has 
ridden through the night, and his horse and groomsman watch on as 
he ascends the moat-surrounded palace wall to his lovely bride-to-be. 
Most effectively, the artist depicts the reflection of the bright moon in the 
misty, ethereal water below, highlighting his ingenuity. 

although not a common subject, other versions of it are known. Some 
of the most romantic, showing a prince’s clandestine arrival by water, 
were painted in Kishangarh.6 one, from lucknow, shows the princess 
descending a rope to her lover and his waiting horses so that they can 
elope.7 Finally, another later painting from Kotah shows the prince climbing 
with gusto to an awaiting heroine in an almost comical composition.8

 6 See Sotheby’s March 21-22, 1990, lot. 91; and Sotheby’s, new york, September 16, 1999, lot. 162.
 7 See Markel (2010), p. 38, no. 158. 
 8 See welch (1997), pp. 208-9, no. 67. 
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illustratiOn tO a raSikapriya series

rajasthan, Mewar

attributed to the artist Sahibdin

1630-35

opaque watercolor with gold on paper

Folio: 10⅞ by 8⅝ in. (27.6 by 21.9 cm)

image: 9⅞ by 7⅛ in. (25 by 18.1 cm)

Verso inscribed royal bikaner Collection with an inspection date of VS. 1751 (1695 C.e.) and noted in pencil 

“seen by archer 2-2-54,” and recto inscribed with five lines of Devanagari at center top

 

8

The master artist of Jagat Singh’s (r. 1628-1652) court, Sahibdin, is 
known for being the first to successfully combine the best Popular 
Mughal and indigenous rajput elements in painting. although the 
hybrid style was a natural byproduct of the newfound positive relations 
between the udaipur court and Mughal emperors under Karan Singh (r. 
1620-28) and his son, Jagat Singh, no painter had yet achieved such an 
outstanding interpretation of the format. while retaining the charm of 
the rajput palette and figural type, Sahibdin subtly incorporated more 
sophisticated Mughal design in his work including: taller compositions, 
more complex architectural features, and more populated and 
naturalistic landscapes. although prolific throughout his tenure in 
udaipur, Sahibdin’s first Rasikapriya series, to which the present 
painting belongs, is undoubtedly one of his most celebrated legacies.9 
another set of closely related yet less inspired Rasikapriya images, also 
credited to him and his atelier, was completed simultaneously or shortly 
following the first group.10

a favored subject in udaipur, the Rasikapriya is devoted to themes of 
love, using Krishna and radha in the roles of hero and heroine. Here, 
Krishna is regally poised beneath the white frame of a pavilion, which 
is decorated by unusual bird-shaped supports. a woman offers him 
a golden vessel while her companions look on, enjoying the flavor of 
the betel leaves that they are chewing. although Mughal influence 
is evident in the transparency of Krishna’s garments, decorative 
architectural details and generally softened figures, more traditional 
elements dominate this particular folio. Sahibdin has juxtaposed color 
for a striking effect throughout, including the use of a white horizon 
line, typical of early rajput painting, for perspective. The artist’s 
signature round pots and stylized plantain tree, often depicted in his 
earlier work, are also present.11

provenanCe

royal bikaner Collection

william K. ehrenfeld Collection

 9 For folios from the same series, see ehnbom (1985), pp. 110-11, no. 48; losty and galloway (2008), nos. 25 and 
  26; and ehnbom (2014), pp. 56-7, no. 18.
 10 eighty of the hundred-and-ten images belonging to the second Rasikapriya series are in the collection of 
   the government Museum, udaipur. For examples, see Topsfield (2002), pp. 64-65, nos. 35-37.
 11 ibid., p. 64.
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illustratiOn tO a Gita Gauri:
shiva feeds Parvati in a fOrest grOve

rajasthan, udaipur

circa 1720

opaque watercolor with gold on paper

Folio: 11⅜ by 9¼ in. (28.9 by 23.4 cm)

image: 10½ by 8¼ in. (26.7 by 20.9 cm)

recto inscribed with two lines of Devanagari at center top,  

and verso numbered ‘9’ and marked by collector’s stamp

 

9

The narrative quality of this vertical folio is wonderful. Clockwise from 
the upper left corner, a series of vignettes portray various scenes from a 
moment in Shiva and Parvati’s love story; indra flying on the back of his 
elephant, airavata; Kama, the god of love, shooting an arrow towards 
Shiva who is in conversation with urvashi, leader of the apsaras, along 
with another from her troop; a dark and luxuriously decorated lair with 
heavy foliate garlands marking its entrance; Shiva feeding delicacies 
to Parvati, undoubtedly as an overture to lure her to the awaiting 
bedchamber; and ardhanarishvara, the physical union of Shiva and 
Parvati, male and female. 

it has been suggested that in this particular folio, instead of the gods 
conspiring to romantically match Shiva and Parvati, the couple is at this 
point recovering from a lovers’ quarrel.12 within the yellow top border, 
an inscription implies that Parvati has taken the form of urvashi who 
timidly incites her lover to make the first move towards taking the form 
of ardhanarishvara.13 

Similar in format to the popular Gita Govinda and Rasikapriya series, 
both of which tell Krishna and radha’s amorous tale, the Gita Gauri is 
the great love story of Shiva and Parvati. This particular series of circa 
1675-80 is noteworthy for its well-populated backgrounds, animated 
figures, and bold palette, accented by starry skies and white flowers 
scattered throughout.14  

provenanCe

Collection of Kumar Sangram Singh of nawalgarh, painting no. b-45

george P. bickford Collection, acquired before 7th February, 1964

Private new york Collection

exhibited

on loan to the Cleveland Museum of art, February 7, 1964-September 12, 1980

 12 See Tan (2013), cat. no. 39. given that the happy couple is shown together in previous folios from the same  
  series, at this stage it is not a tale of match-making, but one of reconciliation.
 13 ibid. The Devanagari inscription has been translated to read, “urvashi is shyly telling Mahadeva (Shiva)  
  to take the form of ardhanarishvara. [She says to Shiva] the bed is decorated with a torana (arch) of flowers.  
  i am not so brave [so] you take the first step.” 

 14 For folios from the same series, see Topsfield (2002), p. 93, fig. 56 for one in the late Kumar Sangram Singh  
  Collection, Jaipur; Museum of Fine arts boston 66.124; and one in the edwin binney 3rd Collection in the  
  San Diego Museum of art.
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IllustratIon to the SurSagar of surdas: repentant KrIshna 

Rajasthan, Mewar

circa 1720

Opaque watercolor and gold on paper

Folio: 14⅞ by 10 in. (37 by 25.4 cm)

Image: 13 by 8⅝ in. (33 by 21.9 cm)

Recto inscribed with four lines of Devanagari at center top

 

10

This delightful image portrays the child Krishna being delivered by 
a gopi to his adoptive mother, Yashoda, whose chores have been 
interrupted by his return. Seated against a substantial mauve bolster, 
she reaches her hand out lovingly, wrapping it around his small wrist, 
while she listens to the animated woman relay her story. It was not 
uncommon that the ever-patient Yashoda was forced to listen to 
complaints of her son’s mischief, as he had a propensity for the theft 
of milk and butter. Although they protested, the gopis were never 
truly angry with the young blue-skinned god, and were always eager 
to forgive his impish games. In the bottom left corner, on the banks of 
a lotus-filled pond, the poet Surdas has been included in the painting, 
singing his poem and keeping the beat with his hands. The artist has, in 
this manner, united himself with the great Hindi author.

Surdas, a blind poet (c. 1483-1563), wrote the Sursagar (Sur’s Ocean) 
as a devotional to Lord Krishna. His songs present a vivid description 
of Krishna’s childhood, while also giving insight into daily life in Braj, 
Krishna’s childhood village and the story’s setting. The Sursagar was 
a subject favored by Mewar artists who sought to imbue their pages 
with the same eloquence and ardor that the author conveys in his 
written word. Although several sets are known from the region, this 
folio belongs to a particularly refined group, influenced by the style 
of Sahibdin (see cat. no. 8).15 The artist’s skill is evident in the overall 
refined use of color and composition, as well as his lovely treatment of 
the trees and foliage.16

 15 See Goswamy, Losty and Seyller (2014), p. 84.
 16 For other pages from the same series, see ibid., pp. 84-5, no. 40; Pal (1978), pp. 102-3, no. 28; Goswamy and  
  Smith (2005), pp. 68-9, no. 19; Sotheby’s, New York, September 21, 1995, lot 121; Sotheby’s, New York,  
  November 14, 2002, lot 17; Yale University Art Gallery 2001.138.28; Cleveland Museum of Art 1984.65;  
  Chicago Art Institute 2004.454 and one in the collection of the Gujari Mahal museum at Gwalior.  
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IllustratIon to a ragamala serIes:
gandhar ragaputra of dipak raga

Rajasthan, Kotah

circa 1770-75

Opaque watercolor, gold and silver on paper

Folio: 13¼ by 9½ in. (33.7 by 24.1 cm)

Image: 7⅛ by 4⅞ in. (18 by 12.4 cm)

 

11

The ascetic holds his hand up as is if to warm himself by the golden 
brazier. Various gold platters, pan and fruits are set out on the bare 
tiled pavilion, indicating the morning meal after-prayers. The dawn sky 
is a dramatic mix of vibrant orange and oily grey, with a flock of white 
cranes active in the trees below. A female attendant offers a long white 
shawl to her guru who is clad in an orange dhoti and blue shawl that 
covers his bare torso.

Rajasthani ragamala series are normally thirty-six pages, however this 
series is unusual for its large size. These highly finished, charming 
and meticulously rendered paintings are outstanding images of their 
period. They follow a distinct and standard iconography, but in most 
cases the iconography does not correspond to the common musical 
text. In all of these works, the artist (incredibly, it seems that one artist 
is responsible for all known pages, currently totaling eighty-four) has 
concerned himself with presenting a sense of atmospheric mood. 

Given that fourteen pages are held by the Museum of Fine Arts, 
Boston, the series has been so-called the Boston ragamala series. In 
comparison to the Desakar ragini page, the present painting is similar 
in composition, both works portraying a figure seated within a walled 
pavilion beneath a distinctive sky.17 Many others from the series, 
identified by the silver-flecked border, are held in various private and 
public collections including The Metropolitan Museum of Art, Denver 
Museum, Cleveland Museum, Rietburg Museum, San Francisco Asian 
Art Museum, Art Gallery of New South Wales,18 the Sidhu Collection, 
the Binney Collection,19 and the Ford Collection.20

provenance

Thikur of Dilwara, Akashah Singh, Ajmer

Doris Wiener, New York, 1968

Robert and Bernice Dickes Collection, New York

 17 See Cummins (2006), p.160, pl. 89.
 18 See Pal (1997), pp. 181-290, nos. 184 and 188. 

 19 See Goswamy and Smith (2005), pp. 90-91, no. 30.
 20 See Pal (2001), pp. 184-185, no. 101; and Bautze (1991), pp. 106-110, nos. 37 and 38.
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KrIshna Watches radha taKIng her evenIng Bath 

Rajasthan, Kotah

circa 1770

Opaque watercolor and gold on paper

Folio: 17⅞ by 12 in. (37.7 by 30.7 cm)

Image: 10¾ by 8⅜ in. (27.2 by 21.3 cm)

Verso inscribed with a Hindi verse and a note that the value is 8 rupees
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Krishna stands with flower in hand, hoping to gain entrance to 
Radha’s chambers where a bed awaits on an upper roof terrace. He 
gazes longingly, as if he can see his beloved, engaged in her evening 
cleansing ritual, through the wall and shady tree that separate them. 
She stares in his direction, as if she, too, is aware of her lover’s presence 
on the other side of the barrier. Holding a beautifully decorated cloth 
overhead, which falls diaphanously around her unclad body, Radha 
waits for her maid to return with more water to complete her bath –  
a most alluring sight for her lover to behold. A soft glow is cast over  
the entire scene by the low-setting sun.

When compared to paintings from the Boston ragamala, the similarity 
between facial features, palette and architectural details is striking. 
Although not from the same series, it seems quite likely that the present 
painting can be attributed to the hand of the Boston ragamala artist.21

provenance

Rudolf van Leyden (1908-83), Bombay

Colnaghi Oriental-Michael Goedhuis Ltd., London, 1982

Lloyd Collection, London, 1982-2011

published

Archer, W.G., Indian Painting in Bundi and Kotah, (London, 1959), fig. 1.

 21 Compare with cat. no. 11 for an image of Gandhar Ragaputra of Dipak Raga from the Boston ragamala series.
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an IllustratIon to a BaramaSa serIes: the Month of Savana

Rajasthan, Kotah

circa 1760

Opaque watercolor on paper

Folio: 12⅜ by 8¼ in. (31.5 by 21 cm)

Image: 9⅝ by 5⅞ in. (24.5 by 15 cm)

 

13

The feminine energy of the Teej Festival, a celebration devoted to 
Parvati worship and the coming of the monsoon rains, is on display in 
this rich and vibrant composition. Traditionally, women seeking marital 
bliss and prosperity make offerings to the goddess united with Lord 
Shiva at this jubilant time of year. Amongst other forms of revelry, the 
festival is celebrated by erecting swings in courtyards, and parading 
an idol of the deity through the streets until, at the celebration’s 
culmination, she is submerged in water.

The group of colorfully clothed and veiled women at the bottom of 
the painting head toward the river, ready to set their clay figure loose. 
From an upstairs terrace, Krishna appears amused by a young woman 
who swings with abandon, while Radha reaches her hand down as if 
communicating with a group of delighted onlookers below. It is another 
image of Krishna and Radha, this time in loving embrace against a deep 
green forest at the top of the composition, which serves to emphasize 
the joy of blissful union, the main prayer made by women to Parvati 
during this time. Peacocks perch atop roof turrets, birds sit in tree 
branches, lotus flowers abound in the water, and blossoms burst forth 
under the lightning-streaked night sky on this special evening, echoing 
the joyful spirit of the occasion.22 

provenance

Claude and Françoise Bourelier Collection, France

 22 For other examples of this subject, see British Museum 1999,1202,0.5.5; and Archer (1959), no. 20. 
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an equestrIan portraIt of Maharana arI sIngh of MeWar

Rajasthan, Mewar

By the artist Jiva

dated 1763 

Opaque watercolor and gold on paper

Folio: 19 by 14¼ in. (48.3 by 36.2 cm)

Image: 18 by 13¼ in. (45.7 by 33.7 cm)

Verso inscribed with four lines of Devanagari at center top 
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If the Mewar economy began its serious decline under Jagat Singh II (r. 
1734-51), it was in shambles at the end of Ari Singh’s (r. 1761-73) tenure. 
While his predecessor was known for his hedonistic and self-indulgent 
habits, this Maharana was even less favored given his tempestuous 
moods and quick temper. It is not surprising that by the conclusion of 
his reign, many of the best Mewar artists had left the court in pursuit of 
wealthier benefactors. However, until that point, painting commissions 
continued under his patronage as a reminder of the glory of Udaipur 
and its ruler. 

An avid rider, Ari Singh is often depicted on horseback. Sometimes, he 
is at the center of a large, impressive procession, while at others, he is 
shown in a singular equestrian portrait. Here, his bravery and prowess 
are on display as he and two mounted sardars close in on a bear that 
is ferociously attacking one of their hunting party. They surround him 
from all sides, spears ready to plunge, while dogs and huntsmen follow 
on foot, eager to join in the action. Attention is drawn to the Maharana, 
in particular, by a concentration of gold decoration seen in his horse’s 
mane, his garments, and a nimbus encircling his head, denoting 
his divine authority. Judging from the composition, the scene takes 
place not too far from the Lake Palace (Jag Niwas), which has been 
prominently depicted in the background.23

One of the more remarkable artists working during Ari Singh’s reign, 
Jiva is best known for having captured Udaipur’s natural landscape  
at its finest; he beautifully intersperses dark and light areas of tall plants, 
flowering lotuses, and trees and rocks in a sophisticated, signature style.24

provenance

Sotheby’s, London, October 8, 1979, lot 125

Dr. William K. Ehrenfeld Collection

 23 See Topsfield (1980), pp. 116-117, no. 165 for a related painting of the Maharana Ari Singh Hunting Bear,  
  also dated 1763, in the collection of the National Gallery of Victoria.
 24 For a related painting, also by Jiva, and commentary on the artist, see Losty (2010), no. 13.
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raWat goKal das celeBratIng holi In the Zenana 

Rajasthan, Devgarh

Signed Bagta

dated 1808

Watercolor and gold on paper

Folio: 17¼ by 23¾ in. (43.8 by 60.3 cm)

Image: 15¾ by 22¾ in. (40 by 57.8 cm)

Verso inscribed with two lines of Devanagari at center top 
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This large format portrait by the esteemed painter, Bagta (active 
1761-1814), is a wonderful depiction of the Holi ceremony in India, also 
known as the festival of colors or the festival of love. Symbolic of good’s 
victory over evil, the holiday is celebrated by participants playfully 
throwing color, both in powder and liquid form, at friends and strangers 
alike; everyone is fair game. For the greatest impact, some even carry 
dye-filled syringes. In this way, the beginning of spring is heralded as a 
light-hearted and joyful occasion, filled with food, drink and merriment.

Unlike other renditions of the scene, Bagta has left colored powders 
neatly in vessels throughout, leaving focus on the ruler and his 
accompanying courtesans and musicians. Instead of depicting the 
colorful chaos that will ensue, only the ruler playfully fires water towards 
the group of attendants, marking the beginning of the festivities. 
The figures’ individualized features are striking against the white 
architectural background, as is the variety of textiles used for their 
garments. Each face, each body, each skin-tone and each fabric is 
unique; all have been precisely observed and beautifully rendered. 

It was under the patronage of Rawat Gokal Das, outside the confines of 
the Udaipur court, that Bagta’s style reached its apex.25 In fact, he was 
considered the finest painter working in all of Rajasthan during the early 
years of the nineteenth century.26 His skillful portraiture, individualizing 
even the least important figures in a painting, is noteworthy. Not only 
are his compositions dynamic, and his use of color bold, but also 
he explores new brushwork techniques that give his work a more 
expressive quality. Although the figure-filled landscapes, for which 
he is best known, highlight the artist’s range of skills, the present 
composition is an exceptional and rare representation of females in the 
Devgarh court.27

provenance

Acquired at Bushnells Auction, May 1991

Private American Collection 1991-2012

Bonhams, New York, March 19, 2012, lot 1211, and cover illus.

 25 See Guy and Britschgi (2011), p. 178 for a more complete discussion of Bagta’s style.
 26 See Beach and Singh II (2005), p. 60. 

 27 For examples of Bagta’s most renowned landscape paintings, see ibid., cat. nos. 68 and 69.



 48 classical indian paintings

the elephant chanchal gaj 

Rajasthan, Udaipur

circa 1762-5 

Opaque watercolor on paper

Folio: 12⅛ by 17⅜ in. (31 by 44 cm)

Image: 10½ by 15¾ in. (26.5 by 40 cm)

Recto inscribed with a single line of Devanagari at top
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Named by inscription as Chanchal Gaj, the elephant’s youth and vigor 
are emphasized in this animated portrait. It is noted that he had entered 
the royal stable at Udaipur during the reign of Pratap Singh II (r. 1751-
54), but the painting, itself, undoubtedly belongs to a group of elephant 
portraits commissioned by Marahana Ari Singh (r. 1761-73), roughly 
ten years later. Set against a stark blue background, the animal strides 
forward while his handlers run ahead, gazing back at him nervously. 
Aptly, his name translates to “energetic.” Given the animal’s short tusks, 
and the heavy chains around his ankles, it is clear that he has not yet 
been fully trained. Even the keeper riding him sits further back than usual 
to work with the seemingly less than predictable creature. 

It was common for rulers to commission portraits of favored animals in 
their stables. Although many show the Maharana mounted on a favorite 
elephant or horse, examples such as this, depicting only the animal and 
trainers, were also typical.28 This style was especially prevalent during 
Ari Singh’s tenure.

 28 For additional elephant portraits, see Topsfield (1980), pp. 128-130, nos. 191-195.
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Maharana jagat sIngh II In processIon WIth attendants
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With colorful evidence of the Holi festival splattered across their formerly 
white jamas, attendants surround the Maharana Jagat Singh II (r. 1734-51) 
who is proudly mounted on a large elephant.29 There is little question 
that this party is en route from a celebration, and that their spirits are 
high. Dancing girls and musicians lead the way, the loyal entourage 
carries the ruler’s golden parasol, chaudri, hookah and other regalia, and 
the raja himself holds the hookah’s pipe to his mouth. Seated behind 
him, a man dressed in orange is likely a family member, given his more 
elaborate garb and pride of place. Both the elephant and his riders are 
bedecked in elaborate jewels, befitting the ‘Sun King’ standard.

Although the Udaipur Court was slower than neighboring kingdoms 
to assimilate Mughal and European style in their paintings, in the late 
seventeenth century, a shift occurred. Increasingly, rulers commissioned 
portraits, palace scenes and documentation of their leisurely pursuits 
that took on larger formats as if to add import to their subjects. Under 
the rule of the pleasure-seeking Jagat Singh II (r. 1734-1751), shown 
here, the Mewar economy flailed; yet, despite financial concerns, artists 
were even more in demand to memorialize the grandeur of the once 
affluent court. Many portraits of a prosperous–looking Jagat Singh were 
painted, most highlighting his propensity for amusement.30

provenance

Spink & Son Ltd., London, 1980s

Estate of Henry Ginsberg, London

 29 See Topsfield (1990), p. 42. He suggests that Jagat Singh’s preferred processional mount was the elephant  
  instead of the horse. 
 30 For other images of Jagat Singh, see ibid., p. 43, no. 10; and Topsfield (1980), p.124, no. 180.
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Maharana sarup sIngh throWIng a spear Into the trunK  
of a papaya tree on jagMandIr Island 

Rajasthan, Mewar

Attributed to the artist Tara

circa 1844-45

Opaque watercolor with gold on paper

Folio: 13½ by 20 in. (34.5 by 50.5 cm); Image: 10⅞ by 17⅛ in. (27.7 by 43.7 cm)

Verso inscribed in Devanagari with the name of the Maharana, 

the event and all the other participants, and the Mewar royal inventory number 8/27 
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Tara Chand, the painter known simply as Tara, began his court career under the 
patronage of Jawan Singh (r. 1828-1838) and continued through the subsequent reigns 
of Sardar Singh of Bagor (r. 1838-1842) and Sarup Singh (r. 1842-61). The first work 
attributed to the artist is dated 1836, although the apex of his career was undoubtedly 
in the latter years while working in the court of Sarup Singh.31 It was there that his style, 
which tended toward the conservative, was pushed in a bold direction. Encouraged 
by the ruler, who was artistic in his own right, Tara explored the use of larger formats, 
and European naturalism to a degree. He employs the same crisp lines, brilliant 
use of space, restrained sense of order, and striking use of color as classic elements 
seen throughout his work. It is for this distinctive style that Tara’s painting has been 
distinguished as the last great chapter of Mewar art.32

In the present composition, Tara depicts two spears, creating a wonderful sense of 
narrative; the group has gathered for the spectacle in the gardens of the summer 
palace on the island of Jagmandir in the Pichola Lake, a respite used frequently by 
Sarup Singh’s court. The perspective is from above, as is typical of Tara.33 Beautifully, 
mango, lemon and other trees surround them, displaying the lush yet manicured palace 
grounds. The Maharana holds a spear high, his body twisted to highlight the throwing 
motion. Behind him, the court, all specifically named in the inscription, are neatly 
arranged in rows to watch the acumen of their leader who throws his spear perfectly 
into the trunk of a papaya tree. They include, Sardar Singh, Ravat Isari Singh, Dal Singh, 
Indra Singh, Human Singh, Sadul Singh, Chandji, Devi Singh, Rasaluji, Chauhan Hamirji, 
Chundavat Samratji and Pancholi Akhe Nath (holding the peacock feather morchhal).34 
Skillfully, the geometric planes in the composition have been arranged to draw focus 
to Sarup Singh. Given the presence of Sadul Singh, the ruler’s nephew who was 
imprisoned and died in 1845, it is possible to date the work prior to that year.35

provenance

Mewar Royal Collection

British Rail Pension Fund, 1970s-1994

Sotheby’s, London, April 26, 1994, lot 55

American Private Collection, 1994-2010

published

Cimino, R. M., Life at Court in Rajasthan: Indian Miniatures from the Seventeenth to the 

Nineteenth Century, (Florence, 1985), no. 83 (p. 112 for a transliteration of the inscription).

Topsfield, A., Court Painting at Udaipur: Art under the Patronage of the Maharanas of Mewar, 

(Zurich, 2002), fig. 228.

 31 For a related painting by Tara from the same period, also depicting Maharana Sarup Singh of Mewar, in the collection 
  of the Metropolitan Museum of Art, see Topsfield (2004), pp. 256-7, no. 109.
 32  See Topsfield (2002), pp. 252-256.
 33  See Guy and Britschgi (2011), p. 193 for a more complete discussion of Tara’s style. 
 34  See Cimino (1985), p. 84, no. 83.
 35  See Topsfield (2002), pp. 252-256.
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IllustratIon to a ragamala serIes: rag vinod hindol Sut

Punjab Hills, Nurpur

circa 1690

Opaque watercolor on paper

Folio: 8¼ by 8¼ in. (21 by 21 cm)

Image: 6⅞ by 6⅞ in. (17.5 by 17.5 cm)
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Seated under a pavilion set against a chocolate-colored background, 
a couple gazes fondly at one another, illustrating the raga devoted to 
erotic expectation. The man holds a flower in his raised right fingers, 
offering it to his companion, while his left hand gently grabs her wrist. 
To their left, a tall and stylized cypress tree is painted against a vivid 
marigold yellow background, indicating sunlight. The overall modern, 
graphic feel of the composition is striking; the artist has completely 
disregarded the use of perspective, using large swaths of color and 
arranging the elements as if to make the entire scene appear flat. In its 
simplicity, it is a powerful image. 

Only until recently, this ragamala series had stylistically been ascribed to 
an atelier in Basohli, given its similarity to an earlier seventeenth century 
ragamala series from that region.36 There is little question why. The 
Basohli school had developed a bold style, most notable for its strong 
colors, abstract forms, and overall intensity, during the reign of Raja 
Kirpal Pal (r. ca. 1675-95). Although the present painting certainly fits the 
Basohli aesthetic, current scholarship ascribes the set to the neighboring 
area of Nurpur instead.37 By the end of the seventeenth century, Pahari 
artists had begun to use likenesses of specific rulers as ragas, and it is 
Nurpur royalty that has been identified in this particular set.38

 

 36 See Glynn, Skelton and Dallapiccola (2011), p. 47. See ibid., pp. 50-1, no. 6 for a page from the circa 1680  
  Basohli ragamala series. 
 37 Ibid., p. 47. 

 38 For folios from the same series, see ibid., p. 33, fig. 10 and pp. 46-9, nos. 4 and 5; and Galloway (2000), p. 76.,  
  no. 34.
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IllustratIon to a Bhagavata purana serIes:
KardaMa prepares for hIs ten thousand years of penance

Punjab Hills, Guler

Attributed to Manaku

circa 1740-1750

Opaque watercolor and gold on paper

Folio: 7½ by 11½ in. (19.1 by 29.2 cm.)

Image: 7 by 11⅛ in. (17.8 by 28.3 cm.)

Verso inscribed with a single line of unrelated Devanagari and numbered ‘30’ in the center
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The lack of a definitive inscription on the verso makes the identification 
of the scene difficult. However, it is likely that this page shows Kardama 
at the start of his ten thousand years of penance.39

Kardama begins his penance by the Saraswati River, seated on a 
leopard skin in the manner of an ascetic.40 Dressed for ritual practice, 
Kardama’s powerful frame is draped with a sheer white shawl across his 
upper arms and chest. His purple dhoti is embroidered with gold floral 
motifs and finished with a gold hemline, and his forearms are marked 
with Vaishnavite red triple lines. With thumb and forefinger joined as if 
holding a mala, Kardama’s left hand is raised to his chest while his right 
hand presses against his right thigh. 

The use of vibrant and flat fields of color to define the background and 
cloudless sky is typical of Manaku’s evolving style that developed under 
his father, Pandit Seu.41 The two fields of color are cleverly divided by 
the dense canopy, with the only sense of perspective provided by the 
green wash extending just beyond the base of the trees. In the center 
of the composition, the tree trunks are thick and gnarled, framing and 
protecting the son of Brahma. In contrast to these heavy forms, the river 
is depicted with wispy silver lines that define its current, and soft foliage 
on its low banks.

This extensive series has been widely published and variously dated with 
much debate. Most recently, the suggested date of 1740-50 for the series 
has been reasserted.42 Other pages from the album are in the collection of 
the Lahore Museum, number seven of this group portraying an identical 
image of Kardama walking by a river with similar trees in the right corner.43

provenance

Doris Wiener, New York, 1978

Robert and Bernice Dickes Collection, New York

 39 Canto 3, verses 21-24. Compare with another page from the series showing an older Kardama doing  
  penance by the river on a similar leopard skin in Fogg (1999), no. 65.
 40 See Cummins (2006), p. 118, pl. 64. Manaku seems to have been determined to show the full shape  
  of the leopard skin despite the subtle inclusion of a receding landscape by the bank of the river. This 
  flat perspective of the leopard skin follows an earlier model established in the Basohli school, found in  
  the so-called Tantric Devi series (circa 1680) of Bhairava Enthroned, Museum of Fine Arts, Boston.  
  Also, the composition closely relates to a painting in the Columbia University collection, Kamod Ragini,  
  Northern India or Deccan, circa 1620-1640, which depicts a young yogi seated on a leopard skin in a  
  landscape with flowering trees in the background. 

 41 Fischer (2007), p. 131.
 42 Ibid., pp. 131-132.
 43 See Aijazuddin (1977), pp. 12-13; and Goswamy (1986), nos. 83, 112, 136, 157-159, 174 and 190.
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IllustratIon froM the dIspersed shangrI ramayana serIes:
hanuMan leads raMa and laKshMana to sugrIva
BooK Iv (kiShkindhakanda)

Punjab Hills, Bahu or Jammu

circa 1700-1710

Opaque watercolor and gold on paper

Folio: 8⅞ by 13¾ in. (22.5 by 35 cm)

Image: 7½ by 12⅝ in. (19 by 32 cm)

Recto inscribed with Devanagari at center top 
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The most beloved Epic poem in Hindu culture is the Ramayana; it is a story in 
which good triumphs over evil, and in which the concept of Hindu dharma is 
exemplified by the various characters and their emotional journey. 

Although the exact origin of the famed Shangri Ramayana series is not certain, 
it is considered to be one of the most important Pahari Ramayana manuscripts, 
produced at the court of Jammu or Bahu during the early part of the 
eighteenth century.44 Divided into four distinctive stylistic categories, the series 
was undoubtedly painted over the span of several years, by various highly 
skilled artists whose inter-relation remains unknown.45 The painter or painters 
associated with Style III, to which the present image is ascribed, are noted for 
their particular skill in rendering animals such as bears and monkeys.46 This 
painting represents the height of the style, and the artist’s abilities.

Set against a vivid yellow background, flanked on either side by abstract pink 
mountains, Hanuman, in the guise of an ascetic, leads Rama and a dubious 
Lakshmana to Surgriva, the monkey king. A narrative sense of their journey 
between Mount Rishyamuka and Mount Malaya is conveyed by the space 
between the rocky formations. At the composition’s left, the brothers are 
depicted climbing down the mountain with their weapons in hand. Surgriva 
sits atop a peak on the right, staring imperiously at the travelers who approach, 
unsure of their ability to help him recapture his kingdom. Each figure, with the 
exception of three monkeys of lesser status, is beautifully dressed in a variety of 
voluminous clothing. Their faces display complex shading, an indication of the 
painter’s superior skill. In addition to his crown and elaborate jewels, Surgriva 
wears a red and blue sash, like the one wrapped around Hanuman’s shoulders, 
connecting the two despite his loyal subject’s human appearance. 

Other pages from the series, striking for their use of color and sparse, yet 
bold compositions, are known in various private and museum collections.47

provenance

Royal Mandi Collection

Private European Collection, acquired in 1969

 44 The distinction of “Shangri Ramayana” derives from the fact that a majorityof the pages were found in the family 
  of Shangri rulers. 
 45 See Archer, vol. I, (1973), pp., 322-329, for a discussion on the stylistic differences between his four categories of  
  the Shangri Ramayana.
 46 See Pal (2004), p. 53. Similarities exist between paintings in the style III category and those in styles I and II, which  
  could suggest more concurrent dating. In particular, the pectoral definition of the brothers as well as the treatment  
  of Hanuman’s left palm in the present example is reminiscent of features seen in style II paintings from the set. 
 47 For folios from the same series, see Goswamy and Fischer (1992), no. 31; Mason (2001), no. 29; and Pal (2004), no. 18.
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IllustratIon from a Ragamala serIes:
Raga Vangala BhaiRaVa PutRa

Punjab Hills, Chamba

circa 1690

Opaque watercolor, gold and silver on paper

Folio: 8½ by 6 in. (21.6 by 15.2 cm)

Image: 7⅛ by 4½ in. (18.1 by 11.4 cm)

Verso inscribed with Devanagari and collector’s seal bearing the inventory number “2511”
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Combining art, music and poetry, ragamala paintings are a series of 
images that connect to the primary musical modes of Indian song. 
A raga or melody relates to a specific mood or emotional state, and 
is ascribed to a particular season and time of day during which it 
should be sung. These various melodies, in turn, correlate to a set 
of six male ragas, each with, depending upon the region, five or six 
raginis or wives, and in some schools, eight ragaputras or sons. Their 
imagery symbolizes the intended feeling that has been assigned to 
each phrase of music. Intense yet relatable, the paintings incorporate 
divine iconography with scenes from everyday life, animals, and 
human figures, making the albums hugely popular for use in musical 
celebrations of every kind.48 In fact, in the Pahari region by c. 1700, it is 
thought that every Rajput ruler whose court had a tradition of painting 
commissioned his own set upon taking the throne.49

Here, shielded by the branches of a gracefully flowering tree, a woman, 
clad in a midnight blue lengha and red choli, beats a large drum. The 
rhythm of her instrument accompanies her male counterpart whose 
legs are bent and arms outstretched in a dance-like gesture. He wears 
a diaphanous sheer white angarkha over a striped pyjama, and a scarf 
billows around his back. Both are adorned by elaborate gold jewelry 
that stands out against the solid blue background.50

Of note is a stamp on the painting’s verso, signifying its place in the 
Royal Mandi Collection where it is thought that the series was rebound 
in 1841. Previously ascribed to Bilaspur, the artist of this ragamala 
group has been re-identified as having worked for the Chamba court by 
Catherine Glynn.51

provenance

Royal Mandi Collection

 48 See Glynn, Skelton, and Dallapiccola (2011), p. 17.
 49 Ibid., p. 34. 

 50 Ibid. 
 51 Ibid. For other known folios from the same series, see ibid., nos. 7-9; Losty and Galloway (2008), no. 35; 
  Sotheby’s, New York, March 29, 2006, lots 164-173; and Christie’s, South Kensington, June 10, 2013, lots 2-7.
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IllustratIon to a BhagaVata PuRana serIes:
KrIshna lIftIng the mountaIn govardhana

Punjab Hills, Guler

School of Manaku

circa 1740

Opaque watercolor and gold on paper

Folio: 8¼ by 11⅞ in. (20.9 by 30.2 cm)

Image: 6⅜ by 10 in. (16.3 by 25.4 cm)

Recto inscribed with one line of Devanagari verso at center top
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At the center of this impressive painting, blue-skinned Krishna stands 
with his right arm gracefully stretched upwards. Although he exerts no 
effort, the god’s extended little finger supports the weight of an entire 
mountain. On either side, both divinely empowered by Krishna, his 
brother, Balarama, and his step-father, Nanda, hold raised shepherd 
goads to aid in supporting the mass.52 Reverently kneeling at his feet 
and standing behind his brother, a group of gopas (cow herders) shows 
their gratitude for this incredible feat. Cows, only partially depicted, 
also look on in wonder from behind a tree.

An iconic story in Hindu mythology, Krishna lifting Mount Govardhana 
is a beloved subject that is prolifically depicted in Indian painting.53 
Legend tells that after having convinced the locals of Vraja to cease 
their offerings to Indra, Lord of Storms, in favor of worshipping Mount 
Govardhana where he was able to receive their contributions himself, 
Krishna incurred his rival’s wrath. Indra, as punishment for the gopas’ 
and gopis’ disloyalty, sent a severe storm to the area. In response 
to their pleas, Krishna miraculously raised the mountain like a giant 
parasol, sheltering his followers for seven days from the massive 
deluge. The entire group, including Indra, was left in awe of Krishna’s 
highly celebrated miracle. 

The numerous folios belonging to this series, which have been 
attributed to Manaku and his followers, vary slightly in size and style 
due to workshop participation.54 

provenance

Dr. Alice Boner (1889-1981), Zurich, Switzerland, acquired before 1961

 52 Upon his birth, Krishna’s father, Vasudeva, entrusted the child to Nanda, head of the gopas, and his wife,  
  Yasoda. The blue-skinned god was raised by them, together with his brother, Balarama.
 53 A Basohli image of this scene, later yet similar in composition, is in the collection of the Yale University Art  
  Gallery 2001.138.38. 

 54 For folios from the same series, see Fisher and Goswamy (2009), pp. 258-261, nos. 105-108.
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IllustratIon to a mahaBhaRata serIes:
DRauPaDi anD the FiVe PanDaVa BRotheRs

Punjab Hills, Basohli

1730 - 40

Opaque watercolor and gold on paper

Folio: 7¾ by 12⅛ in. (19.6 by 30.8 cm)

Image: 6⅜ by 10½ in. (16.2 by 26.6 cm)
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“The Great War of the Bharatas,” a war between the sons of the Pandava 
family and those of the Kaurava family, is detailed in the Mahabharata. 
This epic poem tells of the families’ feud over the kingdom of 
Hastinapura, intricately narrating the Pandavas ultimate victory. 

Here, the artist has divided his painting into two distinct sections by the 
use of bold background colors and strong architectural lines. Inhabiting 
the right half of the image, the five Pandava brothers, Arjuna, Bhima, 
Nakula, Sahadeva, and Yudhisthira, stand with their communal wife, the 
great beauty Draupadi.55 Diminutive in comparison to her husbands, 
Draupadi is adorned with jewels, and her hands and feet are painted 
with henna, suggestive of a special occasion.The bare-chested men, 
too, wear festive silk sarongs, identical sets of jewels, and large crowns. 
Prominent against a solid moss-green background, the group faces 
outwards, with hands raised and eyes focused on a single point outside 
the page. It is as if they are unaware of the king, identified by inscription 
as Aruroha, who is majestically seated on a divan under a pavilion within 
the left section of the painting. 

Another painting from the same dispersed Basohli series depicts 
Draupadi and Ashvatthaman.56 A similar rectangular format, palette, 
architectural style, and powerful geometric composition, as well as wide 
red borders, are echoed in both pages. It is most interesting to note 
the artist’s choice to divide the space in half in each image in order to 
convey a complex narrative within a single folio – an unusual yet clever 
design. The overall influence of the Guler artist Manaku is obvious when 
comparing the present example to his Gita Govinda series from 1730.57

provenance

Doris Wiener, New York, late 1960s/70s

 55 Draupadi’s hand in marriage was won by Arjuna, the Pandava brother who displayed his archery skills in a  
  arduous contest set up by her father, the king, in his quest to find an appropriate suitor. Given the polyandrous 
  nature of the Pandava family, she was wed to all five brothers, and bore a child to each of them. 
 56 See Dehejia, (1999), pp. 336-7, no. 83. 

 57 Ibid., p. 337.
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IllustratIon to a gita goVinDa serIes:
radha and KrIshna In a Bower

Punjab Hills, Guler

Attributable to a Master of the first generation after Nainsukh

circa 1775

Opaque watercolor heightened with gold on paper

Folio: 6⅞ by 10⅝ in. (17.5 by 27 cm)

Image: 6⅛ by 10 in. (15.6 by 25.4 cm)

Recto inscribed with five lines of Devanagari verso at center  
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Lying on a soft bed of leaves, scattered within the clearing of a verdant 
forest glade on the banks of the Yamuna River, Krishna and Radha make 
love. Their passion is reflected in the beauty of the flowering trees and 
deep green foliage that surround them, providing shelter for their moment 
of intimacy. The artist has wonderfully conveyed the sensuality of the scene; 
the lovers gaze magnetically into each other’s eyes while Radha wraps her 
legs around her blue-skinned partner’s waist. He has masterfully delineated 
each detail, creating not only a harmonious composition imbued with 
emotion, but also one that exudes grace and elegance. 

Based on the great lyric poem by Jayadeva, the Gita Govinda tells the tale 
of Krishna and Radha’s volatile romance. The emotional range of the story 
is vast, paralleling the universal experience of love; the main characters 
face desire, hope, pride, disappointment, anger and reconciliation.58 It is 
thought that the story represents not only the human experience of love 
and longing, but also humanity’s quest and struggle for unity with Divine 
grace. Visually, each painting in the series correlates the state of nature with 
the mood of the particular moment being depicted. This is evidenced in 
the lush landscape that captures the joyfulness of this scene.

Although the line drawings were completed by the master, Nainsukh, 
himself, it has been suggested by Archer that this series, known as the 
second Guler Gita Govinda of circa 1775, was in fact completed by 
Gaudhu, Nainsukh’s son, and his cousin Khushala, Manaku’s son, following 
the death of Nainsukh in 1778.59 It is thought that the series was finished for 
the wedding of Sansar Chand to the daughter of Kishan Singh of Suket in 
1781, and reached Tehri Garhwal in 1829 as part of a dowry.60

The present painting is one of the most prized (given its blissful mood) 
in a set best known for its brilliant painterly quality, exquisite detail and 
enchanting storyline.61

provenance

Doris Wiener, New York, 1985

Stuart Cary Welch Collection

Sotheby’s, London, May 31, 2011, lot 66

 58 See Mason (2001), p. 192.
 59 See Beach, Fischer and Goswamy (2011), pp. 699-702. This claim by Archer is based on style, and the fact 
  that Khushala was Sansar Chand’s favorite artist.
 60 Ibid., p. 689.
 61 For other paintings from this series see Dye III (2001), p. 350, no. 151; Mason (2001), pp. 192-194, nos. 82 & 83;   
  Archer (1973), vol. II, pp. 205-208, nos. 33(i) – 33(vii); Goswamy and Fischer (1992), pp. 320 – 331, nos. 130 – 137;  
  Sotheby’s, New York, March 22, 2002, lot 52; Sotheby’s, New York, September 16, 2010, lot 85; and Sotheby’s,  
  March 24, 2011, lot 91.



 72 classical indian paintings

IllustratIon to a gita goVinDa serIes:
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Another image from the alluring second Guler Gita Govinda series of 
circa 1775, this scene represents a more disconsolate moment in the 
love story. Rumors of Krishna’s unfaithfulness have reached Radha who 
is deeply wounded by them. She broods in despair while he, despite 
his dalliances, pines for her and the perfect union they had found in the 
bower. Here, beautiful Radha sits with her back to Krishna, rejecting 
his overtures, and stubbornly gazing at the ground in a melancholy 
manner. Both her confidante who stands in front of her, and Krishna 
who kneels behind, extend their hands towards Radha in an appeal, yet 
their efforts appear to be in vain. 

Noteworthy in this series, in particular, is the manner in which nature 
parallels the mood of the moment. Here, one lone tree blossoms in a 
hopeful manner, yet the remainder of the landscape appears barren in 
comparison to the lush foliage used in the previous painting from the same 
set (cat. no. 25). In the background, bright orange clouds and an orange-
tinged hillside suggest a setting sun. Even the branches of the left-most 
tree droop and weep, as if reflecting Radha’s sadness in each leaf. 

Just as the previous page is exquisite for its abundant and fine detail, 
the present is equally so for its elegant restraint.62 

provenance

American Private Collection

 62 For others in the series, see note for previous lot, cat. no. 24.
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IllustratIon to a Ramayana serIes:
sugrIva taKes rama and laKshmana to the mountaIn cave 

Punjab Hills, Kangra 

circa 1800

Opaque watercolor and gold on paper

Folio: 9⅞ by 13½ in. (25.1 by 34.3 cm.)

Image: 9 by 12¾ in. (23 by 32.4 cm.)
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When Sita was abducted by the demon Ravana, she was transported in a 
flying chariot to his island fortress on Lanka. In order to provide clues of 
her whereabouts to her beloved Rama, she threw her shawl and jewels out 
of the chariot to five monkeys that she spied below. The scene depicted 
here shows Rama and his brother, Lakshmana, traveling on the back of 
their simian ally, Hanuman. Awaiting them on the mountains in the center, 
and again at the mouth of the cave, the monkey-king, Surgriva, and his 
entourage present the items that Sita had dropped to Rama. The monkeys 
explain the circumstances surrounding Sita’s possessions, and vow to join 
the brothers in their battle with Ravana in order to rescue Sita.63

The artist has used variations in scale to delineate the individual scenes of 
the continuous narrative. The figures on the left side of the composition 
are smaller and almost diminutive against the massive mountains. 
The mountains are layered and taper to the right, framing the second 
scene. Here, the figures are larger, and their distinct facial expressions 
are discernable. Another interesting and novel stylistic element of the 
painting is the treatment of the brothers’ leaf-style caps. While in flight 
on Hanuman, the leaves of their hats are ruffled above their ears by the 
wind, but later, when seated before Surgriva, they are shown as neat 
dome caps. Beautifully composed, the massive-scale, barren, pink and 
grey mountains that dominate the composition are balanced by delicate, 
leafy trees and blossom sprigs, thriving in their valleys and crevices. This 
is a most effective and unusual landscape interpretation. It is by 1800 that 
Kangra artists have become overwhelmingly infatuated by nature, making 
the Ramayana, in which Rama extolls the virtues of blossoming spring, a 
perfect vehicle for their expression.64

Other pages from this series are known in various collections.65 Also, 
a very closely related scene recently attributed to Kangra is in the 
collection of the Philadelphia Museum of Art.66

provenance

Maharaja of Tehri-Garhwal Collection

Doris Wiener, New York, 1975

Robert and Bernice Dickes Collection, New York

 63 Kishkindhakanda, Book IV, sarga 6, verses 1-13.
 64 See Pal (1978), p. 207. 

 65 See ibid., p. 207, no. 78; Wiener (1974), no. 30; Galloway (2006), no. 53; Losty and Galloway (2008), no. 37;  
  and Christie’s, New York, March 27, 2003, lot 216.
 66 See Kramrisch (1986), p. 143, no. 132; and Philadelphia Museum of Art 1976-74-1. 
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rama and sIta enthroned wIth laKshmana and hanuman

Punjab Hills, Chamba

circa 1790
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Folio: 7¾ by 11 in. (19.7 by 27.9 cm)
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Rama and Sita are enthroned at Ayodhya, basking in their moment 
of ultimate triumph. Brilliantly, the artist has set the figures against a 
vivid orange background that serves to heighten the overall emotion 
of the scene.67 Their faithful companions, Lakshmana and Hanuman 
(who aided with the rescue of Sita from her kidnapper, the evil Ravana), 
appear reverent in the company of the newly crowned King Rama and 
his dutiful wife. Offering a large lotus flower, Hanuman bows slightly, his 
swirled tail reflecting his joy at their reunion. Behind the couple, Rama’s 
younger brother, Lakshmana, waves a cloth and a morchhal, symbolic 
of the blue-skinned deity’s regal status. Both face the central couple, 
thereby turning the viewer’s focus inward towards them. 

The final scene in the Ramayana, this jubilant culmination of Rama’s 
arduous journey, is a prolific theme in all styles of Pahari painting, 
particularly in Chamba where Rama is a state deity.68 The complete 
version of the event is filled with the multitudes of cohorts who had 
aided Rama along the way, however a much larger format is required 
for such a composition. Given the subject’s popularity, smaller versions 
populated only by the main characters, as seen in the present image, 
became common for individual worship.69 

When compared to works by the artist, Nikka, son of Nainsukh, who 
worked for two decades in the Chamba court, stylistic similarities 
between them and this painting are noteworthy. Particularly evident 
parallels are the semi-curved horizons, bold swaths of background 
color, and facial features echoed throughout. Nikka’s compositions, 
too, often portray only those figures directly related to the narrative as 
he was known to economize his use of figures.70 

 67 For another image of Rama and Sita Enthroned, also set against a similar large swath of color, see Pal, Markel  
  and Leoshko (1993), pp. 50-1, no. 14.
 68 Ibid. 

 69 See Galloway (2014), no. 23.
 70 See Ohri and Craven (1998), pp. 107-108, nos. 11-13.
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rama and sIta enthroned wIth laKshmana and hanuman

Punjab Hills, Guler

circa 1800-15

Opaque watercolor and gold on paper

Folio: 8⅜ by 6¼ in. (21.2 by 15.9 cm)

Image: 7⅞ by 5⅝ in. (19.9 by 14.4 cm)
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The present folio is another portrayal of the Ramayana’s joyful 
culminating scene with Rama and Sita enthroned and attended by 
their loyal companions. As in the previous lot, the royal couple is 
seated on a divan, this time hexagonal in shape. From behind, Rama’s 
brother waves a cloth and morchhal over their heads, while at their 
feet, Hanuman stands in a reverent posture. Above, a sumptuous fabric 
panel has been raised and tied, allowing fresh air and light into the 
chamber. Although their focus is with one another, the view from the 
window is populated by diminutive figures outside, engaged in their 
daily routines. 

When compared with the previous lot (cat. no. 28), a distinct difference in 
style between the Guler and Chamba versions of the scene is obvious; the 
Guler example focuses on fineness of detail to convey the importance of 
the moment, while the previous image relies more heavily on color, in a 
manner that recalls the earlier conceptual Pahari tradition. 
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IllustratIon to a Ragamala serIes:
goDa PutRa oF megha

Punjab Hills, Kangra

circa 1780-90

Opaque watercolor and gold on paper

Folio: 9½ by 6⅝ in. (24.2 by 16.7 cm)

Image: 8⅛ by 5⅛ in. (20.7 by 13.2 cm)

Verso inscribed with Devanagari
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Under Sansar Chand, (r. 1775-1823) not only did the kingdom of Kangra 
grow in prosperity and influence, but also it developed as a major 
center of artistic production. Some of the most talented artists from 
Guler were lured to Kangra by the promise of wealthy patronage, 
and many sets of remarkable images were produced there. A shift 
in geography was clearly inspiring for these painters. Their Kangra 
folios reflect a distinct softening in landscape based on geographic 
differences, a more dynamic sense of movement, and a realistic quality 
not seen before.71 

Although identified by inscription as Goda Putra of Megha, the figure 
in this ragamala more closely resembles Rama.72 Seated near an 
undulating riverbank on an antelope hide, the deity raises his bow 
and arrow. The container of quills and sword next to him as well as the 
animal skin wrapped around his legs call to mind to Rama’s hunting 
prowess. He aims, from behind the cover of lush trees, at a deer who 
runs away while looking furtively behind him, having sensed imminent 
danger. In this striking composition, the sparseness of foliage focuses 
attention on the tense energy between hunter and prey. What flora and 
fauna there is has been painted in the same naturalistic style for which 
Sansar Chand’s Kangra artists are known. Each leaf and blossom has 
been beautifully delineated under a pink-clouded sky. Additional pages 
from this series, framed by the same red and blue borders, are known.73 

provenance

Alma Latifi Collection, 1920s (by repute)

 71 See Archer (1968), pp. 116-7.
 72 See Sotheby’s, London, October 9, 2013, lot 259. In the story of Goda Putra of Megha, he has lured the 
  deer by playing music, and his instrument is typically included in the image. Here, the artist shows the  
  hunter depicted as Rama instead. 
 73 See Sotheby’s, London, October 12, 1981, lots 109-112; Sotheby’s, London, March 29, 1982, lots 159-160;  
  and Sotheby’s, London, April 19, 1983, lots 92-94.
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IllustratIon to a Ramayana serIes:
vIBhIshana Bows Before rama

Punjab Hills, Kangra or Guler

circa 1790

Opaque watercolor and gold on paper

Folio: 9⅞ by 13⅞ in. (25.1 by 35.3 cm)

Image: 8 by 12 in. (20.3 by 30.5 cm)
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Having discovered that his wife, Sita, has been captured and held by 
the demon king Ravana, Rama and his animal troops rush to her rescue. 
In this scene, prior to battle, Ravana has sent his brother, Vibhishana, 
to convey a message to his rival. The blue-skinned hero listens from a 
seated position, his weapons poised and his loyal brother, Lakshmana, 
at his side. Although the demeanor of the messenger is nonthreatening 
(perhaps a foreshadowing of his future alignment with Rama’s forces), the 
entourage of monkeys and bears look furtively upwards toward Ravana’s 
golden citadel of Lanka, protectively encircling their leader. Meeting 
their gaze from the rocky cliff lair, the giant warrior, Kumbhakarna, stands 
along with other soldiers in Ravana’s forces. His presence, although 
remote, has certainly had an intimidating effect on the group below. 

Despite the more barren landscape of this particular scene, the 
monkeys hold flowering branches that compare in style to the lush 
foliage seen in other pages from the same series.74 The landscape 
elements, palette and composition also call to mind the masterful 
“first” Ramayana series produced for Sansar Chand circa 1775.75

provenance

Sotheby’s, New York, September 16, 1999, lot 180

 74 For other pages in the series, see Pal (1978), pp. 186-7, nos. 68a-b; Christie’s, London, October 10, 1989, lot  
  68; Sotheby’s, New York, October 28, 1991, lot 67; Sotheby’s, New York, September 21, 1995, lot 131;  
  Sotheby’s, New York, September 27, 1997, lot 200; Sotheby’s, New York, September 16, 1999, lot 180;  
  Sotheby’s, New York, March 22, 2002, lots 59 and 60; Sotheby’s, New York, November 14, 2002, lot 82; and  
  Bonhams, New York, September 11, 2012, lot 89. 
 75 See Goswamy and Fischer (2009), nos. 143-145, for examples from the “first” Ramayana series ascribed to 
  a Master of the First Generation after Nainsukh.





 88 classical indian paintings

IllustratIon to the hamiR hatha

Punjab Hills, Mandi 

Attributed to Sajnu

early 19th century

Opaque watercolor and gold on paper

Folio: 14½ by 19¾ in. (36.8 by 50.2 cm)

Image: 12¼ by 17½ in. (31.1 by 44.5 cm)

Recto inscribed in red with Molhana’s name;  

verso with 15 lines in red and black ink
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Scenes from the Hamir Hatha tell the tale of battle between Hamir of 
Ranthambore in Rajput and Sultan Ala-uddin of Delhi. 

Here, the large format of this painting enhances the impact of Hamir’s 
opulent, sprawling, well-populated palace, each room of which 
contains a vignette of its own. The various interior areas are filled with 
women, some of whom cannot resist peering out their windows at the 
main courtyard below, where the courtiers have all congregated for 
an important meeting. Armed, they surround their brave yet arrogant 
leader while he speaks to the kneeling figure before him who is 
identified by inscription as Molhana, Sultan Ala-uddin’s Ambassador. 
The narrative continues on the left with the same figure depicted 
leaving the palace on his horse, likely bringing Hamir’s demands to his 
superior, the conflict’s ultimate victor. 

Stylistically, this painting relates to a series of twenty-one Hamir Hartha 
images that were completed in 1810 for Raja Ishvari Sen of Mandi, all of 
which are attributed to Sajnu.76 The artist presented these to the Mandi 
ruler after having left Kangra where his former patron, Sansar Chand, 
had recently fallen from grace – a story interestingly reminiscent of the 
Hamir Hartha’s tale. Although different compositionally from the nayika 
folio that is attributed to the same artist (cat. no. 34), similarities in 
palette, architecture and design are noteworthy.

provenance

Private Collection, Texas

Christie’s, New York, September 23, 2004, lot 167

 76 See Archer (1973), vol. II, p. 273, nos. 42i-ii; Sastri (1916), vol. 17, no. 132; and Khandalavala (1958), pp. 230 and  
  232, nos. 185 & 186. See also; Sotheby’s, London, March 27, 1973, lot 155; Sotheby’s, London, April 25,  
  1974, lot 119; Sotheby’s, New York, April 1, 2005, lot 116; Sotheby’s, New York, September 20, 2005, lot 115;  
  and Sotheby’s, New York, September 19, 2008, lot 212.



 90 classical indian paintings

aBhisanDhita nayika 

Punjab Hills, Kangra

circa 1800

Opaque watercolor and gold on paper

Folio: 8¾ by 6¾ in. (22.2 by 17.1 cm)

Image: 6⅜ by 3⅞ in. (16.2 by 9.8 cm)
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As one of the eight heroines representing eight archetypal romantic 
states, collectively named Ashta-Nayika, Abhisandhita signifies a 
woman who is separated by a quarrel. The remaining nayikas include: 
Virahotkanthita (One distressed by separation), Svadhinabhartruka (One 
having her husband in subjection), Khandita (One enraged with her 
lover), Vipralabdha (One deceived by her lover), Proshitabhartruka (One 
with a sojourning husband), Abhisarika (One going to meet her lover), 
and Vasakasajja (One desirous of union with her lover).

Here, the depiction of Radha and Krishna, dejectedly turned away 
from one another, beautifully illustrates the emotion associated with 
this nayika. Full of remorse, Radha kneels with her head lowered while 
a yellow-clad Krishna departs, his rejected flower in hand. The lovers 
have quarreled, and although he had attempted to appease her, she 
has stubbornly refused his overtures. It is in the moment captured here, 
when Krishna has already turned to leave, that Radha feels the full 
sensation of loss and regret, yet is powerless to reverse the events that 
led to such sadness.77 

Kangra artists are known for their focus on feminine beauty; inspired by 
an amalgam of the best local attributes, women in Kangra imagery are 
thought to possess some of the most attractive traits in Indian painting. 
This characteristic is certainly evident in Radha’s fine features, lithe form 
and graceful posture. 

provenance

Xavier Guerrand-Hermès Collection, Paris

 77 For another example of Abhisandita Nayika, see Randhawa (1962), p. 73, fig. 40. See also Ohri and Craven 
  (1998), p. 119, no. 6 for a similar image, attributed to Harkhu, a Guler artist working in Chamba. 
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Vasakasajja nayika
Punjab Hills, Mandi 

Attributed to Sajnu

circa 1810-20

Opaque watercolor and gold on paper

Folio: 11⅝ by 9¼ in. (29.5 by 23.5 cm)

Image: 8⅛ by 5⅞ in. (20.6 by 14.9 cm)
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Another of the eight nayikas, Vasakasajja represents a woman desirous 
of union with her lover. Languidly, she is seated on a terrace bed strewn 
with embroidered bolsters, discarded jewels and sumptuous linens. 
Her eyes are downcast in a seductive manner, she is clad only in a 
diaphanous red shawl, and her hair falls in long dark tresses. Highlighting 
the fact that she has undressed in anticipation of her visitor, the artist 
has included a basket piled high with her clothes, placed on the floor 
amongst other gold and jeweled vessels of various shape and size. 
Despite being set on a terrace within the palace walls, whose elaborate 
columns and decorative niches are typical of the hand of Sajnu, the scene 
has been given a light, airy quality. In addition to the painting’s overall 
pastel palette, this is largely due to openings that allow for views of lush 
trees surrounding the palace gardens, white buildings in the distance, 
and the sky and rolling green hills on the horizon.78

Sajnu was a master painter from Kangra who worked in the court of 
Isvari Sen, Raja of Mandi (r. 1788-1826), from 1800-1820. He is best 
known for his beautifully painted floral borders and spandrels, often 
oval-shaped central images, extensive use of white, and a lyrical quality 
found throughout his compositions; all these characteristics are on 
display in the present work.79

provenance

Tooth Paintings Ltd., London, 1979

Sotheby’s, New York, October 28, 1991, lot 64

Sotheby’s, New York, June 2, 1992, lot 167

Sotheby’s, New York, September 20, 2002, lot 134

 78 Compare with a painting of the same subject, also in the style of Sajnu, from a Baramasa series: The Month  
  of Pus, which shows similar columns and spandrels. Its verso bears an inscription stating that the painting was  
  completed in 1808 A.D., and presented to Sajnu (most likely by an artist in his circle). See Archer (1976), pp.  
  82-3, no. 45. 
 79 See Archer (1973), vol. II, p. 274, no. 44.
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a noBleman and a lady on a terrace Before a laKe

Punjab Hills, Guler

circa 1810-20

Opaque watercolor and gold on paper

Folio: 9⅛ by 6¾ in. (23.2 by 17.1 cm)

Image: 8⅜ by 6 in. (21.3 by 15.2 cm)
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A couple, engaged in animated conversation, sits on a white stone 
terrace at the fore of the painting. Despite the lady’s attempts to 
convince her lover not to leave, he appears unswayed, his right hand 
held up in a dismissive yet reassuring gesture. Their bright garments 
contrast against the cool gray river, which meanders through the scene, 
spilling over a waterfall, and flowing in a broad expanse before them. 
With sword and shield in hand, the man, clearly of noble status, is 
bedecked in sumptuous robes and an ornate turban. Indicative of the 
season, an extra cloak is thrown around his shoulders. His counterpart, 
too, is adorned in a manner befitting the upper caste. Although 
sparsely populated, the receding landscape is dotted with a small 
procession of figures crossing the bridge between town and fortress, 
and a flock of birds grazing on the rocky hills before they fly off. 

Overall, the cool palette, departing fowl, and restrained foliage suggest 
the coming of cool weather months. Compositionally, the format calls to 
mind Baramasa imagery; a similar painting from a Kangra Baramasa series 
portrays the month of Margasirsha or November-December, a time during 
which the skies are clear, swans migrate to the plains, and lovers do not go 
from home.80 The couple’s facial features resemble those in another circa 
1810 Guler painting of lovers admiring the rain clouds.81

 80 See Randhawa (1962), pp. 194-5, pl. XXIV. 
 81 Ibid., pl. XVI.
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an IllustratIon to a BaRamasa serIes:
the month of Pausha

Punjab Hills, Mandi

School of Sajnu

1808-10

Opaque watercolor and gold on paper

Folio: 9½ by 7⅜ in. (24.1 by 18.8 cm)

Image: 9 by 6⅞ in. (22.8 by 17.5 cm)
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It is clear that the barometer has dropped outside as the central couple 
sits huddled together under a heavy blue and orange cloak. The white 
of the elaborate architecture surrounding them enhances the chilly 
feel of the scene, despite the presence of sumptuous textiles scattered 
across the floor for their comfort. Offering a distraction from the cold, 
an attendant figure presents a jeweled box of paan, and a hookah is 
placed on the floor next to their massive bolster and brazier. Through 
the window, snow-capped mountains are depicted in the background, 
and cowherds huddle next to a fire. All of these details echo the 
season that corresponds to the month of December-January, which is 
especially frigid in the hills.82

As is typical of the Mandi version of the Baramasa, the painting is 
oval in shape, placed within a beautiful foliate-decorated rectangle. 
Although it is usually the edges of the entire painting that are 
scalloped, the artist has chosen here to design the inner oval with 
curved lines instead.83

Works by Sajnu, the Guler painter who is credited for bringing an 
unprecedented level of sophistication to art of the Mandi court in 
the early nineteenth century, are recognizable by their pastel palette, 
sensitive rendering and angular shapes (cat. nos. 32 and 34). These 
characteristics are also evidenced in paintings by his followers and 
assistants, as seen here.84

provenance

Private Collection, Switzerland, late 1960s - 2013

 82 For a related image of the month of Pausha from a Mandi Baramasa series, also in the style of Sajnu, see Archer  
  (1973), vol. II, p. 274, no. 44.
 83 See Losty (2013), pp. 54-5, no. 31.  

 84 See Archer (1968), pp. 85-6.
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IllustratIon to a mahaBhaRata serIes:
Pandava warrIor arjuna

Punjab Hills, Kangra

circa 1830

Opaque watercolor and gold on paper

Folio: 15⅜ by 20½ in. (39 by 52.1 cm)

Image: 13½ by 18⅝ in. (34.3 by 47.3 cm)
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The Mahabarata is one of the two major Sanskrit epics of ancient India, 
the other being the Ramayana. Divided into multiple sections, it is the 
longest epic poem known in world culture, and thus, a popular subject 
in Indian painting. It is thought that this particular folio is an illustration 
from the first chapter, the Adi Parva, which describes Arjuna’s 
atonement for having entered the rooms of Draupadi, the common 
wife of the five Pandava brothers (he being one of the brothers), while 
she was in the company of the eldest, Yudhisthir. The young warrior was 
forced to spend a year of atonement for this transgression in a forest 
retreat, during which time he became an ascetic.85 

This dynamic image shows Arjuna, dressed in gold armor with weapons 
laid before him on a rug, surrounded by a colorful circle of dancing 
women and musicians. Depicted in varying poses and directions, as if in 
motion, the figures reveal the skill of the artist who has most effectively 
captured the rhythm of the scene. Clearly, the dominant verdant green 
colors, geese in the foreground, and peacocks peering from trees 
in the background are meant to recall Arjuna’s woodland location. 
Additional animals are scattered outside of the circle, their attention 
also focused inward toward the seated warrior. 

provenance

Mandi Royal Collection

Private German Collection, 1969

Sotheby, Parke Bernet, February 27, 1973, lot 78

Private Connecticut Collection

 85 For folios from the same series, see Ducrot (2009), p. 216, no. P7; Poster (1994), pp. 279-80, no. 232; Archer 
  (1973), vol. II, p. 225, no. 58; and Sotheby’s, New York, March 19, 2008, lot 217. 



 102 classical indian paintings

Aijazuddin, F.S., Pahari Paintings and Sikh 
Portraits, Lahore Museum, (London, 1977).

Archer, W.G., Indian Painting in Bundi and Kotah, 
Victoria and Albert Museum, (London, 1959).

Archer, W.G., Rajput Miniatures from the 
Collection of Edwin Binney 3rd, Portland Museum 
of Art, (Portland, 1968).

Archer, W.G., Indian Painting from the Punjab Hills: 
A Survey and History of Pahari Miniature Painting, 
Vols. I & II, (London and New York, 1973).

Archer, W.G., Visions of Courtly India: The Archer 
Collection of Pahari Miniatures, (Washington 
D.C., 1976).

Bautze, J., Lotosmond und Lowenritt: Indische 
Miniaturmalerei, (Stuttgart, 1991).

Beach M.C. and Singh, R., Rajasthani Painters 
Bagta and Chokha: Master Artists at Devgarh, 
(Zurich, 2005).

Beach, M.C., Fischer, E. and Goswamy, B.N.,  
eds., Masters of Indian Painting: 1650-1900, 
(Zurich, 2011).

Cimino, R.M., Life at Court in Rajasthan: 
Indian Miniatures from the Seventeenth to the 
Nineteenth Century, (Florence, 1985).

Cummins, J., Indian Painting, Museum of Fine 
Arts, (Boston, 2006).

Dehejia, V., Devi the Great Goddess: Female 
Divinity in South Asian Art, Arthur M. Sackler 
Gallery, (Washington D.C., 1999).

Ducrot, V., Four Centuries of Rajput Painting: 
Mewar, Marwar and Dhundhar Indian Miniatures 
from the Collection of Isabella and Vicky Ducrot, 
(Milan, 2009).

Dye III, J., The Arts of India, The Virginia Museum 
of Fine Arts, (Richmond, 2001).

Ehnbom, D., Indian Miniatures: The Ehrenfeld 
Collection, (New York, 1985).

BIBlIograPhy Ehnbom, D., Realms of Earth and Sky: Indian 
Painting from the 15th to the 19th Century,  
The Fralin Museum of Art,  (Virginia, 2014).

Falk, T. and Archer, M., Indian Miniatures in the 
India Office Library, (London, 1981).

Fogg, S., Indian Paintings and Manuscripts,  
Sam Fogg, (London, 1999).

Fischer, E., The Painter Manaku of Guler:  
Works of a great Indian Master in the Museum 
Rietberg Zurich, Orientations, Vol. 38,  
(Hong Kong, March 2007).

Galloway, F., Asian Textiles, Indian Miniatures & 
Works of Art, Francesca Galloway, (London, 2000).

Galloway, F., Treasures from India, Francesca 
Galloway, (London, 2006).

Galloway, F., Asia Week New York online 
catalogue, (London, 2014).

Glynn, C., Skelton, R., and Dallapiccola, A., 
Ragamala: Paintings from India, (London, 2011).

Goswamy, B.N., Essence of Indian Art, Asian Art 
Museum of San Francisco, (San Francisco, 1986).

Goswamy, B.N., The Spirit of Indian Painting: 
Close Encounters with 101 Great Works  
1100-1900, (India, 2014).

Goswamy, B.N. and Fischer, E., Pahari Masters: 
Court Painters of Northern India, Museum Rietberg, 
(New Delhi, 1992).

Goswamy, B.N. and Fischer, E., Pahari Masters: 
Court Painters of Northern India, Museum 
Rietberg, (New Delhi, 2009).

Goswamy, B.N. and Smith, C., Domains of 
Wonder: Selected Masterworks of Indian Painting, 
San Diego Museum of Art, (San Diego, 2005).

Goswamy, B.N., Losty, J.P. and Seyller, J.,  
A Secret Garden: Indian Paintings from the Porret 
Collection, Museum Rietberg, (Zurich, 2014).

Guy, J. and Britschgi, J., Wonder of the Age: 
Master Painters of India 1100-1900,  
The Metropolitan Museum of Art, (New York, 2011).

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

Kramrisch, S., Painted Delight: Indian Paintings 
from Philadelphia Collections, Philadelphia 
Museum of Art, (Philadelphia, 1986).

Losty, J.P. and Leach, L., Mughal Paintings from 
the British Library, Toby Falk Memorial Volume, 
(London, 1998).

Losty, J.P. and Galloway, F., Paintings from 
the Royal Courts of India, Francesca Galloway, 
(London, 2008).

Losty, J.P., Indian Painting 1650-1900,  
Oliver Forge and Brendan Lynch, (London, 2010).

Losty, J.P., Indian Miniature Paintings from the 
Lloyd Collection, Oliver Forge and Brendan 
Lynch, (London, 2011).

Losty, J.P., Indian Painting 1580-1850,  
Oliver Forge and Brendan Lynch, (London, 2013).

Markel, S. with Gude, T.B., India’s Fabled City: 
The Art of Courtly Lucknow, Los Angeles County 
Museum of Art, (Los Angeles, 2010).

Mason, D., Intimate Worlds, Indian Paintings from 
the Collection of Alvin O. Bellak, Philadelphia 
Museum of Art, (Philadelphia, 2001).

Ohri, V.C. and Craven Jr., R.C., eds., Painters of 
the Pahari Schools, (Mumbai, 1998).

Pal, P., The Classical Tradition in Rajput Painting: 
From the Paul F. Walter Collection,  
(New York, 1978).

Pal, P., Markel, S., and Leoshko, J., Pleasure 
Gardens of the Mind: Indian Paintings from the 
Jane Greenough Green Collection, Los Angeles 
County Museum of Art, (Ahmedabad and 
Middletown, 1993).

Pal, P., ed., Dancing with the Flute: Music and 
Dance in Indian Art, The Art Gallery of New South 
Wales, (Sydney, 1997).

Pal, P., Desire and Devotion: Art from India, 
Nepal and Tibet in the John and Berthe Ford 
Collection, The Walters Art Museum,  
(Baltimore, 2001).

Pal, P., Painted Poems: Rajput Paintings from  
the Ramesh and Urmil Kapoor Collection,  
Norton Simon Museum, (Pasadena, 2004).

Poster, A., Realms of Heroism: Indian Paintings  
at the Brooklyn Museum, Brooklyn Museum, 
(New York, 1994).

Randhawa, M., Kangra Paintings on Love,  
(New Delhi, 1962).

Sastri, H., “The Hamir Hath, or the Obstinacy  
of Hamir, the Chauhan prince of Ranthambhor,” 
Journal of Indian Art and Industry, vol. 17, 
(October, 1916).

Tan, L., Simon Ray: Indian and Islamic Works of Art, 
Simon Ray, (London, 2012).

Tan, L., Simon Ray: Indian and Islamic Works of Art, 
Simon Ray, (London, 2013).

Topsfield, A., Paintings from Rajasthan in the 
National Gallery of Victoria, National Gallery of 
Victoria, (Melbourne, 1980).

Topsfield, A., The City Palace Museum Udaipur: 
Paintings of Mewar Court Life, Museums of India 
series, (Ahmedabad and Middletown, 1990).

Topsfield, A., Court Painting at Udaipur:  
Art under the patronage of the Maharanas of 
Mewar, (Zurich, 2002).

Topsfield, A., ed., In the Realm of Gods and 
Kings: Arts of India, (London, 2004).

Welch, S.C., ed., Gods, Kings and Tigers:  
The Art of Kotah, (Munich and New York, 1997).

Wiener, D., Indian Miniature Paintings,  
Doris Wiener Gallery, (New York, 1974).

classical indian paintings      103




