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PREFACE 

The se,1uence of pictures, which is here reproduced in its 
entirety for the rirst time, comprises some of the earliest 

Indian paintings ever to have reached this country. 
J\s such they have a special interest as important bnd­

marks in our cultural connections. Their signiticancc, 
however, goes considerably furrhcr, for in style they reveal 
a tradition of painting, ,vhich, if strongly influenced by the 
:Mughals, is none the less un-,\lughal in character. They 
thus provide important evidence of the state of Indian 
painting, in the early seventeenth century, in centres other 
than the ~Iughal capital. Finally their subject matter intro­
duces us, at an early period, to a form of expression which 
in its close associ::ttion of poetry, music and painting is one 
of the most significant contributions India has made to art. 

To explain these special characteristics is the primary con­
cern of Mr. Stookc to ,vhom the credit must go for con­
ceiving and planning this book. I Iis work has been brilliantly 
supplemented by J\lr. I-:..han<lalavala who brings the late~t 
Indian research to hear on the problem of the pictures' 
dating and provenance. 

\\". G. ARCHER 
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THE LAUD RAGAMALA PAINTINGS 
as Il/11.r/rations qf lndian 1\[11sic and Poetry 

l!J 

HERBERT J. STOOKE 

Towards the beginning of the seventeenth century, there 
grew up in India a type of painting for which no exact 

parallels exist in the W'est. This art served to illustrate a 
particular form of poetry-a form which aimed less at 
poetic description than at rendering the mood and sentiment 
behind the traditional forms of Indian music. Poetry, 
painting and music were thus brought into a new relation­
ship. Through the verbal imagery of a poem, the musical 
form was giYen a more precise expression, while in its turn, 
the picture made even clearer the interpretation attempted 
by the poem. Such paintings were known as Rag,11J1t1!a.r or 
Garlands of Music and the earliest of them to reach this 
country is the set of eightten pictures presented to the 
Bodleian Library by Archbishop Laud in 1640 and here 
published as a series for the first time. 

The circumstances which led up to this gift are full of 
intriguing possibilities. Laud who was born in 15 73, became, 
tweni-y years later, a Fellow of St. John's College, Oxford, 
finally graduating in 1594. He seems to have had a life­
long interest in Oriental culture for, besides increasing the 
endowments of the University Chair in Hebrew, he took 
the important step of founding an entirely new post-that 
of Professor of Arabic. In 1630 he became Chancellor of 
the University and from 163 5 until 1641, when he was 
finally imprisoned for alleged offences against religion, 
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the Bodlcian Library received from him a series of muni­
:6.cent gifts. Among the 1300 manuscripts which reached it 
in this way is an album (l\1S. Laud. Or. 149) containing 
specimens of Persian calligraphy, a number of Ivlughal 
pictures and the actual Ra.._t;a111ula set with which we are 
concerned. On the flyleaf of the Album is a note recording 
the year 1640, and Laud's name as donor. The presence of 
these Indian pictures in such an assembly of manuscripts 
has naturally caused some speculation as to the original 
source from which Laud might have obtained them. It 
was at first supposed that Sir Thomas Roe who was envoy 
at the Court of the Mughal Emperor Jahangir in 1615 might 
have brought them with him on his return to England. 
Such a theory, however, would assume that all the pictures 
were at least as early as that date whereas there seems reason 
to believe that the actual date of some of them is at least 
five to ten years later. Another theory advanced by Mr. 
Percy Brown is that the pictures were formerly the property 
of 'Edward Pococke, an eminent Oriental scholar of the 
seventeenth century, who lived for some years at Aleppo'. 
There is no convincing evidence in support of this theory 
either, while the records of the Bodleian Library itself have 
so far yielded no clues of any kind. None the less it is 
only by means of some British, or, at any rate, some 
European traveller to India that the pictures can have 
reached the West and when their general style is considered, 
their acquisition by a stranger is not entirely surprising. 

When compared with the pictures known to have been 
executed for the Mughal Emperors Akbar and Jahangir, 
their most obvious characteristic is their brusque and 
vigorous simplicity. 

The predominant colours appear to be pale yellow for general back­
ground and pale blue for the sky. Houses, apartments or shrines all 
have white walls, pink supporting pillars, dark red doors and canopies, 
with variegated roofs which sometimes have pale green tops. Floors 
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and verandahs are nearly always dark red. The chief shades for coats, 
skirts and bodices are orange, red, mauve and yellow. Sashes are of 
geometrical design in red and white or white, black and gold. The 
complexions of the men and women are either pink or mauve. Trees 
are stylised with dark green foundations on which are placed dark 
green leaves. The cypress trees are an exquisite pale green. Rivers and 
rivulets are slate grey. Special notice must he taken of the peculiar 
type of bodice worn by the ladies which leaves the body from below 
the breasts to just below the navel uncovered. The sashes are mostly 
long and wide, two peculiarities of the gentlemen's coats or 
jamas being the five to eight points at the bottom and the hangings 
from the shoulders. In their turn, the ladies all have gold wrist bands or 
bract:lets and gold bands below the short arm of the bodices. They also 
have large gold rings on their fingers and thumbs and black pompons 
on the end of long tassels hanging from their waists. Their saris are 
all of transparent white or silver. 

This standardisation in colour and costume is paralleled in 
the drawing, for this also is bold and sharply simplified. 
It seems not unreasonable to assume, therefore, that the set 
was painted for a somewhat diflerent class of patron from 
that of the Mughal emperor or the grand nobility and for 
this very reason, was readily acquired by some European 
visitor to India. 

If these characteristics help to explain the pictures' arrival 
in Oxford, it is their actual content, however, which 
fascinates us today. Each of the eighteen pictures is sur­
mounted by a title in Persian which gives us the following 
list of names: 

Ala/bar _4.savari Pancham 

Maligora Dhan,uri Varari 

Gunakali Nata Bhairavi 

Bhivasa Hindo/a Devakali 

Kanhara Ma/ka11s Bila111a/ 

Bhairon Syama G"!f ari Vasanta 
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All these refer to Indian musical forms and since Ragamala 
illustrations are an attempt to express the meaning of music 
through the medium of pictorial art it is necessary to bear 
in mind some fundamental Indian conceptions. · 

According to Hindu tradition, music originated with 
the Gods and Goddesses who were supposed to be its 
authors and patrons. Prior to the creation of the universe 
an all-pervading sound rang through space. The three 
deities, Brahma, the Creator, Vishnu, the Preserver, and 
Afahadeva, the Destroyer, who comprise the Hindu triad, 
were all music lovers and the first musicians. Music de­
scended from Brahma, was brought into being by 1\lt1hadeva 
and is now performed by Naiks or Afasltrs of ,;\lusic with 
divine approval. This belief is evidenced by the fact that 
in India all religious ceremonies, devotional praycrs and 
social performances are invariably accompanied by the 
chanting of musical verses. It also tinds support in legends 
such as that of the creation of the Indian musical instrument, 
the l·ina, by the Goddess of Learning, Sarasvati, the wife 
of Brahma, and by the beautiful legend of the creation of 
the greatest of all vinas, tbe rudra vina, by ,\fohadeva .. Maha­
deva, the god and inventor r/ vmsic, once srJJ11 Parvati his wife 
reposing ,nost /,'1'acef11/('y, her breathing like sojl 1111,sic, her 
exquisite boso,n rising cmdfal!i,~f!, in r/!ythm, her arn1s and 11•rists 
laden 111ith bangles causin._{l, music lry their 111otio11. Mabadeva 
watched her for a Im(!!, time in silence, intoxicated I!)' the rt1vishing 
vision, which so impressed him that he found no peace unlil he dis­
covered a JJl(J_J of n1aki1{g a per1J1t111ent record of the beat1(Y he 
observed. The result 1vas the R11dr{/ Vina. In this i11sfmfllenl, 
the long neck represents the stm~y;bt lithe fgure of Parv{lfi, the 
two supporting gottrds her bre{ls/s, the 111etal frets her hracdcts, 
and 1J1ost e.\.pressive of all, the sound, her rl!)1th11Jic breathing. 

From these 'divine' beginnings, Indian music was 
gradually systematised and there grew up a basic conception, 
the Raga, which was to prove the key to all subsequent 
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developments. This basic form is, in essence, a 'melody 
type or mould', having a special relationship to the thot or 
'mode'. The latter is based on the relative intervals between 
several sounds which constitute an octave and it is out of 
these that a Raga is formed. It employs all or some of the 
intervals of the that but with a peculiar melodic style of its 
own. In other words, it is a melodic extension of certain 
notes of a particular scale or 'mode', according to certain 
rules of style and time. Besides the seven main notes in the 
Hindu scale, .rr11ti s or 'shaded' notes were also employed. 
These are comparable to \'festern quartertones and are 
twenty-two in number. If these 'shaded' notes are taken 
into account, a Raga can then be described as a succession 
of notes from a scale of twenty-two, combined in certain 
characteristic progressions but with certain not.es more 
emphasised than others. It is important, however, to 
remember that a Raga is not a song or tune, for the number 
of songs which may be composed in a given Raga is un­
limited. It is rather a combination of notes which form a 
bare skeleton out of which a song is made. The notes can be 
played in any degree or movement of time without de­
stroying the inherent character of the Raga, though the mode 
or that must remain the same throughout. Without stretch­
ing the analogy unduly, we might compare a Raga to a 
figured bass, leaving every possibility open for variations 
but having the outline of the expression defined in advance. 
Another analogy is that of jazz where we sec one small 
phrase or melody improvised and orchestrated upon at will 
by performers, although still retaining the essence of the 
original phrase, which was intended to convey a certain 
feeling or emotion. Since each Raga tends to pivot on a 
particular note-a note which by the frequency of its 
application and the length of its duration shows to best 
advantage the character and peculiarity of the Raga-the 
leading notf' was used as the basis for classification and Jed 
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in the Northern or l lindustani system, to the recognition of 
six main 'melody-moulds'. Similarly, since it was common 
to have variations in which certain notes were omitted and 
the progressions and stresses differed, the term 'R1(!!,i11i' or 
subordinate Raga was devised--each Raga then having five 
Raginis associated with it. Occasionally even further 
variations were recognised-a Raga or Ragini being then 
credited with putras or sons.1 · 

Such a classification of Ragas is essentially technical. But 
the emotional side to music was by no means ignored and 
its importance for poetry and painting can be seen in the 
following developments. tJaving divided 'melody-moulds' 
into six main types and then associated thirty Yariants with 
them, the Northern system went on to attribute a pre­
siding spirit or personality to each of these thirty-six forms. 
Each Raga and Ragini was supposed to have its own Rlfpa 
or psychic form, in two manifestations, (a) the Invisible, 
called the Sound form or the Nad11flk()'a mpa, and (h) the 
Visible, called the T mage form or /)evatafllt!J'u rupa. It was 
thought that the presiding spirit or ethos of a Raga must be 
induced to descend in its physical sound form if the render­
ing or interpretation of the melody was to he successfully 
achieved. It could not become alive by a purely mechanical 
reproduction of its musical structure. 

From this position, it was natural to go a stage further and 
attribute to the various forms one or other of the sexes. 
Ragas were therefore viewed as male while Raginis were 
treated as their wives or consorts. Such a division is not 
nearly as fanciful as it might at first appear for, as Pandit 
Krishna Chandra Ghose has pointed out, the musical 
phrases in Ragas have a generally ascending tendency, with 
the cadential notes resting on the stronger pulses, thus 

1 In Southern India an entirely different system of classific:ition was 
employed--7z variations being recognised, each being termed a Raga. 
This system did not lead, however, to any pictorial representations. 



suggesting a masculine trait while in Raginis the phrases 
tend downwards with cadential notes resting on the 
weaker pulses, thus reflecting the feminine. Indeed how 
fundamental to Indian conceptions is this idea that Ragas 
and Raginis have personalities of their own can be seen from 
the legend about an early musician. 

Once the great S1(!!/ Naradr, felt pro11d that he h11d Vlt/S!ered 
the art and scimce of 11msic. Lord FislmH to curb his pride /(Jok 
J\'.arada to thr r1hode of the Gods. Tho· entered 11 spacious buildin;_f!, 
in u•hich 111a'!.)' men and hea11tif1tl 11 10111en J11ere 11'ecpinJ!, ovrr their 
broken li111b.r. I· 'i.rhnu asked them the c1111se of their mimy. ·1 'b(y 
ansn·ered thtit thq were the Rr~1.;r1s r111d Ra_ginis created l~_y i\{11/Jes­
vara !mt that a rishi 11t111Jed Sarada, ~gnoranl ~/ the tmr science 
and art of 1JJusic and thorot(f!,h[y t1nskil!ed in its pe,for111a11ce, had 
sung so rtcklrss[)' !hat their fml11res 1vere distorted and their linihs 
brok.en. Tl1ry also said that 11nless J\lahadeva, the 111aster of the art, 
or so!J/e other tm[y skilled person satzf!, them property there 11'as no 
hope of their ('Ver being rt•s/ored to their proper fornn 1\'arada, 
abashed at his actions, knelt h(fore l'ishnr, and beggedfor,givcness. 

The same conceptions underlie another early myth 
according to which Ragas were created by J\fahadeva and 
the Raginis by Brahma. J\fahadeva is a five-headed god 
whose heads turn respectively to the four quarters of the 
globe and to heaven. It is said that from each of his five 
heads came forth om: of the five principal Ragas, the sixth 
coming from Parvati, his wife. Brahma, the first of the 
Hindu triad, added five Raginis to each Raga in sympathetic 
strain. 

But besides symbolising the emotional qualities of music 
by personifying each Raga and Ragini as a male or female 
character, Northern Indian theory also took note of the 
powerful associations of music with particular sentiments and 
moods, particular regions, particular seasons of the year 
and even the hours of the day. Dipai".tl Raga-the Lamp 
Raga-for example, was so intimately associated with fire 
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and scorching heat that following certain legendary in­
cidents, its performance has been largely discontinued. 

It is said that a sacred light which was kept burning perpet11-
al(y in a sanctuary 111as once allowed to J.',O 011t thro11gh the 111:gli­
gence of the priest responsible for the replenishfllent of the oil. 
This mused wide consternation as it J/ltlS thot(l!,ht to he the n·ork 
of an evil spirit and wo11ld cause great calafllity to b~fall the 
co1111t,y. A famous musician, however, s111z!!, Dipaka Ragi1 to sl{ch 
effect that one 1!J one all th11 !a111ps 1vere l~ghted l?Y its _/)oJVer. 

lt is further narrated that in the reign of Akhar, one of the 
/!,reall!St singers, Naik Gop(zl, lllel a tra,gic end l!Y bein,__f!, compelled 
to sit(/!, the .ra1J1e 1?..a~l!,a, The (•111prror i .rsued a co11m1and and a/tbot(f!,h 
the sit{ger b~[_!,,f!,ed to br e:\:mscd, thr 111011arcl/ s JJJishe.r had to he 

obryr:d. Gopal disajJpeand for si:,,; 11101/ths and Ihm rc/11med to Iller/ 
his fate. He placed hi111sc(f neck dup in the sacred 11'(/fers rf the 
]u11ma cmd beg,an his .rmz_f!,. 'Jht pHre notes vibrated in t/.,e air. 
The 11•t1ler p.rm· hot and jJrc.rmt(y bq;,t111 to boil. 1Z1e s/011• tor/l(re 
of tht! sit{!!_,er 11•as more than he co,t!d hear. J-Jt, i111plored the emperor 
to intercede /mt _,1/,;,har J11as 1mrciless. In his t~l!/ll!V thl' si,~f!,er 
burst forth 1vith trcll!e11dous v(l!,ollr and sang 11iilh .rttch pmnr that 
the c!e11Jent of fire in Nat11re JPas 1-xcited and each note /11med into 
a fla111e, rm/ii his JJ1hole prrsrm exhaled fire and his hot/J' n·t1s 
s/011'()' COi/SUi/JC(/. 

Me/',ha Ka,~a is another form with precise associations. 
Its time for recital is the rainy season and so intimately is th~ 
music associated with clouds that its correct recital is said 
to cause a pouring forth of rain. I )1trit1,.t!, /.lkbar' s rc~g11, '1 '.-m 
Sen, another celehrated 11111sician of the court, is said to have SIii{!!, 

Dipa,{--;a R,zga 11•ith s11ch intensity !hat the palace cat{ght fin. 
A girl carryitlf, a pitcher of 1/ltller happened to pa.rs l!Y, hMrd the 
tune and sa111 the b11ildit{I!, Imming. She stopped, .ref do11 1n her vessel, 
clasped her hands, besought the god to assist her, stood up and 
began to sing the Megha Raga. So C(Jrrect IVtlS her singing that the 
heavens 1vere distt,rbed and rain poured do1m in torrents, thus 
extinguishing the fla111es (see Pl. I). 
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This legend influences the mind of the people to this day. 
lt is said that since the burning of Akbar's palace nobody 
has dared ever to sing Dipaka Raga again. 

There are many other emotional links. Vasanta Ra<ga, for 
instance, expresses human reaction to the joy of life in 
spring, Me,gha Raga to the advent of the rains. Asavari Raga 
is melancholy pleading for just redress of a grievance, Nata 
Ra,ga symbolises the heroic martial spirit of man. The late 
Chintaswamy l\iudaliar, who made a life-long study of 
music, even enumerates individual notes as expressing 
different emotions, thereby following ancient tradition 
which he only slightly modifies: Sa for example is the sound 
of joy and happiness produced. by the peacock at moments 
of rapture, Ri is the troubled low of a cow in calling to her 
calf when it is dragged away from her, Pa is the note of joy 
sounded by the nightingale at springtide, and so on. 

* 
It is conceptions such as these which explain the kind of 

names given to the Ragas and Raginis and the visual 
imagery employed in the pictures. In many cases, such as 
Bhairon or Pancham Ragas, the picture shows the Raga 
himself surrounded by attendants or listening to music. In 
other cases it is the prevailing mood which seems to deter­
mine the imagery and we see in Raginis such as Gunakali, 
Dhanasri or Nata, the spirit of the music expressed as a girl 
longing for her lover or a man engaged in martial exercises. 
In others, the Ragas and Raginis themselves are not por­
trayed but instead circumstances are depicted which are 
suggestive of their character. Kanhara Ragini, for example, 
shows a king holding aloft an elephant tusk, suggesting by 
this gesture the whole mood of the song. 

It is in this way that Raga and Ragini pictures acquire 
their strangely absorbing content. 

In the following commentary an attempt is made to explain 
their legends, motifs and stories in detail. 
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PLATES AND COMMENT ARIES 

In describing the follon1ing ei,_l!,hteen Ragas and Ragi11is 1 have res tricled 
the text to a general description ,if the 1J1olij; legend and .rt01y attacht'J 
to each n1iniah1re. 

Variations of 11a111es hm1e been /!,it-t·n bemuse Sanskrit n11111e.r ,md 
flindi variations together 'JJ1ith vulgarized Jr,r111s have often lead to ('/Jll­

f11sion of identiry. M.a'!Y R,~gas have chrJll,_f!.cd their foruJS .ro that pict11res 
riften no /01{1!,er represent accurale[y the Raga ajier which the_y 1nre 11a111ed. 
The origins of pictorial 1J1otff.r ha,•e .ro111eti111es hem forgolle,1. In .ro1,i•r 
ca.res it i.r q11itc i111pos.rihle to _11,ive a literal tra11slalio11 of the 11a111e of a 
Raga, to trace its origin or attach it to O'!,'Y specific seru011, deiry or occasion. 

The Bodleia11 set ,if 111i11ial11res is not accfJ111pa11ied l?J• al!Y text. IFhm· 
Sansk1·it or Hind11 texts are 111entio11ed this r~fer.r either lo the lre,1/i.,·,·s 
on n111sic and the sets of verses 1nentio11ed earlier in this hook. or 1,, 
verses fo11nd 011 particular /1ainti11gs. The texts are far too llltll/CIYJlfS lo be 
included i11 this book; a /isl can be found i11 0. C. Gt111goffs Raga.rand 
R.a_t!,inis. 

All diacritical 111ark.r h{lve pr,rpo.re(y hem fJ111illed. 
"l'he avera,ge size ,if the original.r is 6" >= 4} ". 
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PLATE I 
(Joi. 3v) 

MALI-IAR, MEGHA or MEGHA-MALLAR RAGA 

The literal meaning of Megha in Sanskrit is 'Cloud'. Me,1?,ha 
Mallar Ra,ga is 'Lord of the Clouds'. The P.a_1ta is supposed to 
produce rain. It is said to have con1efrom the fifth head of Afahadeva 
or Siva, which is turned to1vards the Heavens. 

Although original(v personified as a fonr-arn1ed dei(y 111ith blue 
con,plexion the ima~l!,e soon hecame that of Krishna, the most 
celebrated hero of Indian ~ytholOJ!,Y and the 111ost popular of all 
deities, a direct manifestation of Vishnu. 

The Bodleian paintil{I!, is simple. Krishna ('The Dark') dances 
1vith one latfy, acco111pa11ied lry a laq_y musician with a drum. (Mel!,ha 
the n1eloq_y of the summer solstice, is accompanied ~y drums to 
imitate th11nder). Krishna has no vina and there is sctmc(.y at!_'J 
background, u1hile later examples have trees, clouds, flowers and 
COU'S. 

One legend has it that a dancing girl, 1!J singing thi.r Ra_l!,a, caused 
rain lo fall and saved the crops in time of drol{l!,ht. Anot/,er legend 
runs, that a maiden, passing Akbar's buming palace, sa1ig AfeJ!,ha 
Raga until the Heavens poured forth to"ents 11'/Jich extinguished 
the fire (seep. 1 5 ). 

The sonoro11s music of Megha Raga portrff_ys the mffiesty 
of the clouds and expresses the j~Jful feelinJ!. caused 1!J the advent 
of the rains. The Raga should be plff_Ye/in ]u(y and August. 
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PLATE II 
(fol. jt') 

l\IALTGORA, .\iALA\'IKA, ~\lALAVI 

or .\IAL\\'A-GAPDI RAGIN! 

The prrson~/iralion ~f this 111dr,r!r shml'S lovers 11mli1~g in the 
er,eninx, ,md e111hraci1{f!, as the_y mter their ,1pdrt1J1ents. A .\"(lnskrit 
text sr~e,.gests tihlf the !o!'fr h11.r hrot(ght his !t,r(y a pre.rent in the 
for111 of a Jar/and, 11-hich is shon·11 in later milliature.r. 

The Hodlf'it111 pi,-JJ,re is r§tin le.rs elahort1lr in scrm·tJ' tht111 
later r.w111ples and h,H in fc1rt 1/0 .rt~(_~eslion ~f l'Vl'llil{f}., as the 
sky is hl11e ll'hereas in otht'rs it is dark. 

·.Hala1•i is said to he //.,1' ,rife or Ragini r!f"Pancha111 or Sri Ra,._ga. 
Thi.r is prohah(y an e:,:aJJJple of a Rc1J!_/11i l,1king its title fro/JI a 
place i.e., i\ !aim, and Ccll(r. 

COLOl:Rs: 
1:Jackg,·:;:md: j\1k rfllo:i' and :){1/i /,!w s/ey 

I lo11.:,, 11'hill' sid~, />i11/; (1ii/.~rs, /Nkp,n·en roof 
Flour ,i.,rk red. 

J!a!e: Co111p!1·:·do11 ,Lrk 111,111."t 

Cot1t trmi~r red 11"itb dark ri'd bm~'l,it(i!,.f 011 bflck 
'j 'rot1strs illtJlll'l' 

Sash hl,1d:, 11'hite ,md,g~/d 
,\Jeck.lace 11•hilf ,mJ Cr;n,·n J!,Oid. 

Female: Complexion J1i11k 
Bodice dark hl11e 
Shirt /!ale J,i11k 11,itb h/1rk hohs on r,ird/e 
Sflsh ll'bit1· u'ith redt~ld trossi1{g. 
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PLATE III 
(fol. Sr) 

GuNAKALI, GuNAKRIYA or GuNAKARI RAGINI 

Grmak.tili is the 1v[fe of Raga Malkaus, which emanated not from 
one of the heads of Aiahadeva, b11t fro111 Pamati, his zJJije; it is the 
Raga of passion, lo be stmg 41er n1idn{t!,ht. 

I'rom texts u•e learn that Gu11akali, in tears and old p,arn,ents, 
is 'one whose lord is awqy'. She prepares a garland ~f jl01nrs for 
her lover 1rho111 she £'.,-peds lo return and is anxious becarue he is 
overd11c. 

The sentiment expressed is .{!,re{lf sorrolJ' and longing. This 
ear[J' picture is less el,1borate than later e.,,.:m11ples 111hich sh01v trees 
and attendants. !Ve see the sa111e maiden as in the il!t1stration 
of Bhivas Ragini (Pl. 11-''), dressed in the same delicate pale 
green bodice and mauve skirt covered l!J a white or silver sari. She is 
probab[y prepari,zf1, the garl,mdfrom the white jl01nr in the vase. 
Her complexion is dark mauve expressing sorrmv at the absence 
of her lover, while in Bhivas ii is pink, indicatinJ1,jqy at his presence. 

COLOURS: 

Backl!,round: l'aleyellow and pale blue sk:Y 
1 louse white 1/!ilh pink pillars and /•ale green 
roof 11•il b dark red band. Floor dark red. 

Female: Complexion mauve 
Bodice pale green 
S kiri ,nauvc 
Sash white 
Sari white or silver. 

Va.re: Pink. 

Stool: MaNVe and pale pink . 

.z..z. 
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PLATE IV 
(Joi. 9r) 

BHrv AS, BnrnHASA or V IBHASA RAGINI 

Bhiva.r Ragini i.r an ear!J1 1110rni,{f!, meloc/y illu.rtrated ~y two 
lw1·r.r u-ho have fallen asleep at dC?JbrMk. Th9· are ro11sedfrom 
s!t1v1ber ~y the irritating crolJ' of a cock. 1Ja1l'fl and cock are re­
garded as the enemies ~/ lovers and so the picture shows the man 
atten1pting lo shoot the cock 11-ith how and arrozv. (In the Laud 
miniature the cock is no/ visible.) Other exan,ples of the Ragini 
show the lover shooting a Jlmnr a1-ro11· at the heroine in an endeavour 
to re-au•ahen her passion. Thr Lmd 111i11iature shou•s the b0111 and 
arrozr, apparent(r ~l the flort1I (ype, 011 lhe ~e,ro11nd. The latfy is 
the same as depicted in Grmala/i (see J>I. lll and com,mntary). 

One sihool attrib11/es this JZt~gi11i to 1\Je._gha Raga. The literal 
111eani1zg if Bhiv,✓S is 'The fir!/:! or shining l<.a/f/11i', or '1/Je radiance 
Rogini', e.,--pre.rsing the j~;ful feeli,~g of 111'0 /oven 

COLOURS: 
13ackground: Palf J'ellmv and h/uf sky 

1 louse u·hit,,, pink and red ».-it/; green roof. 

llltt/i,: Con1ple:,.:ion pitJk 
jacket orange rt'd 
Trousers mauve 
Sash u·hite, red andp,old. T11rl,an mam•e. 

Femalf!: Co1J1plexir,n pink 
Bodice pale green 
Sk.irt mal/Ve 
Sash 12--hite 
Sari u·hile or silver. 

Bow and a"ow of floral rype, 12·hite. 
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PLATE V 
(fol. 9v) 

KANHARA, KANADA, KANADO, KANARO 

or KANATA RAGINI 

.,I fe,nalt· 111doef11 of l!tasmlinc character, u>hich ma_y have come 
fro111 an old ti111c hunting 11u/ody, associated 11'ith elephant l11mti11g. 

A SansJ..,rit text s/a/t's th,J/ thf' t11do~'y is represented l?Y ,1 

king or divine perso11aJ!,e holdi,~g ,1 .m·ord in one hand and in th1• 
other an elephant's /11sk.:, ta/..;enfro,;1 the elephant he hasj11sl hl/ed. 
f!y11ms arc pl11)1cd hy hands to c01zf!.rat11l011' hi111 or a bard stands!?)' 
praising his valo11r. 

In this Lmd il/11slralirm the tusk a11d s1J1ord dre seen /mt not the 
d<phalil, 111hich 1m1.1/(y appears i11 Idler paintings. The man i11 
thcfort:~ro1111d 111,!_Y he" /1ard or ,1fol/0J11,r o!Jeri,~g COl{!',ral11!t1lions. 

This R,zf!,ini is a n·{fe of Rczf!.a Dipalt1, the R,~ga of Jire. l)ipai.."'-d 
and its Rt1_!!,ini.r J)1011/d he sm~I!, or pl,!_J'td during Mc91 (lJJd ]1111£', the 
hottest 111011/hs qf the_ year, iJJ !he ('tlr(r hours qf the nzzhl. 

Someti,nes Krmh,m1 is reprcsmtcd 11s a 111t1,_f!,J1ijicmf 11.•onhm of 
.great moral and p~rs/c{l/ co11rt,::;t, dn·in~ ,md bfild in war, ardent .md 
i111patimt in /01·r. Sh· /olds tbe .mwd and h1slejt1st thr. sanie. 

The 11a1ne J,:.,:nr,ro 11111}' hc cmml'c!ed 1l'ilh the Sanskrit Jl'(Jrd 
Kart'llll 11-hich JOI/HI i:iit S .rlullrlsfr,r cl,ji/wzt. 

COLOURS: 
Backgro:md: /'ale ye/Im,, with bl11e sky 

I louse 1/'hitr 111ilh 11/Llll/lf pillars. 
/ Jun/er: Co111plexion /1ink 

Coat oranp,e red 
Trousers )'cl/0111 

Sash black, white andp1Jd. "!\eek sash red, white and black 
Su,ord dork red. 

'_/ 'orch attendant: Cont yellow 
Trousers orange 
Turban red and white striped 
Torch gold. 

Other attendanl: Coat pin}: Sash black and white 
Trousers ma1111e 
Turban red. 

Floor: Dark red. 

16 
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PLATE VI 
(fol. 15r) 

BHAIRON, BHAIRU, BHAIRAVA RAGA 

A per soni.fication of Siva as Bhairava 'The Te"ible', an inferior 
i11carn11tion of Mahadeva or Siva, the third deity of the Hindu triad. 
He is represented in the placid mood of a_yogi or ascetic. His consort 
Bhairavi attends him and bes,nears his boefy with ashes, saffron and 
sandal paste. In so111e later illustrations an attendant is seen pre­
parin.g the sandal11·ood on a slab in the foreground. /]_jewelled Kanp,11n 
or bracelet is fastened on Bbairavi'.r 1vrist. In other miniatures of 
this Rizi!a a hideous serpent is entwined ahout his shoulders 1md 
bis neck is adomed 111ith a chaplet of hun1tm skulls. Here he zziears 
j/o11'er s or beads around his neck and the serpent is replaced lry a sash. 

It has been .rt(e,gested that Bhairon wa.r probably related to .ro111e 
.festival connected with the worship of Siva, formally held in the 
month of Asvina (Septen1ber-October) !mt now amalgamated with 
the 111orship of Dur;ga. 

Bhairon 1vith its Ra,_ginis should be played in Septen1ber and 
October frotn ear(y da11w lo sunrise. It expresses a feeling of peace 
and harmon_y and is Sllpposed to drive amry fear. 

COLOURS: 
Background: Pa/1,yel/ow and blue sky. 

House: White u#h dark red roef band, t,reen canopy and roof top. 

A!ale: Co"1plexion dark ,nauve 
Trousers orange red and central sash orange red 
/lracelet.r, bcad.r and crown gold. 

Female: Bodice red 
Skirt yellow 
Sash .~old and white. 

Casket .~old 
Carpet of "'auve u1frh pink decorative edge 
Cushion green u<ith mauve stripes. 
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PLATE VII 
(fol. 19r) 

AsAVARr RAGINI 

'J'be Indian sect of snake chur111ers used lo overpmnr snak.es l?J 
the plaintive melodics of their tribal airs.from n•bic/J .Asavari Ragini 
is probab(y derived. The t1111e n1as plq_yed on a /y/Jc of flute lm(t!,ing 
at the cmtre, 11./Jich is still 1,sed hy l11di,111 snake charmer.r. it is 
called 'I "in', not to lie co1!f11sed 11'ith ihr 'I "ina', a strin._t!, i11slrt1nm1t. 

Tbe girl, ohviotlS(J' {/1/ ,;,rcetic, is r!dd in the prin1ilivc apparel of 
the tribe, consisting r/a st! qf pe."cock pl11111cs and a saln1011 colol(red 
hodia. The plrtn1cs do not re,,rh her knees. In later il/11stratio11s 
th(Y dn1dop in.'o a st1ri, drromted with pl11n1t•s and sometimes the 
plr1n1rs Jorn, <I sail. 

Serpents znre speri,,!(>, m11ncn,us in the sa11dah11ood forests of 
the a11timt ,\ fctlq)',1 hill. I Jenee 11·e /ind thr ._t',irl .rMted 011 t1 hillock. 
tmdcr a hu._w sandal tree who.re delicate, 1110.r.rive and perfumed 
foliage is shadif(l!, hcrfro111 the r,!y.r of the 111orni11g sun. She is playing 
her snrll,x char111er' .r pipe- --not shon•n in this ear!y ill11stration­
drawi1{f!, snakes and, in so111c 111i11iat1m·.,· also peacack.r, towards 
her by her n1elody. 

J"Ns Rttgi,ii is a plai11fil't!, 111drmd/()(y .ro11g of rmhapp,, love, 
plcadi,z[!,for redres.r ~la .~riev,mce. The girl is awaitin,l!, her beloved 
who i.Jt1.r not come. 1 ltr ~)'CS are hl'al!J' and lan,.l!,uorous, /mt she ha.r a 
quiet, reserved char111. The snakes come to offer her con.rolation in 
her 1ni.rery. On her br0111 is the .r,urcd m1blcm of relip/011 in Cd11Jphor. 

The rivulet rrmni,{f!, c/011·11 the /l.-f,d<(pt1 hill is also 11ientioned in 
so111c texts, one rif 11'hirb rMds: l ,01z[!_ingfor her husband .·'lsavari 
climbs the ,\ft,l,1ya 1no1mtains, all the snakes desert their sandal 
trees mid 11'rithe and coil their bodies. 

The hoz,r of pc,jor111ancc is the morning .• -1.ravari is one of the 
wives or Raginis of Sri Ragf/, not ill11Stratcd in this collection. The 
literal ,maning of the name .'lsavari is Asi, snake and ari, 
enemy. 
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PLATE VIII 
(Joi. zov) 

DHANASRl, DHANNASIKA, DHA.NASI RAGIN[ 

.fon.rkrit poet,:11 and flindu ro111rmlic litera/urt give tis 111111:erorts 
r.-....·11111ple.r rf 11 heroi11e sep(lr,rttdfrr,111 her lover nnd pnssh1g tl11'f!Y 
the hrJ11r.r l!r p,1i11tilzP. his portrait. This is the 11'{1.Y in which the 
lllf'lorfy is per sonijied. 

So,m i!/,1Strations por/1",?J' the separation l?J' ,mans of a l01nr 
panel in !hr 111i11ialt1re sh01J1i1{f!, the lover riding to bt1ttle or lmntinJ!,, 
1v/Jik Ns lar(r is lift alone pai1:ti11g, to.fill in the lo,:g d191s of separa­
tion. 

ii is pr,ssihle that the dr,m•ing was thot(f!,bf to have ma,gical po11'e.r 
and lo speed the lover's rd11m. 
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PLATE IX 
Uol. z5r) 

NATA, NATIKA or NAT RAGINI 

This 111elor(l' is a -[J'UJhol of the heroic and martial .rpirit in man. 
Al!hor(f!,h t1fnua/e tllt'!otf)' ii is depicted as a hero J(f!.hting in hattle 
and d!'capitaling hi.r f11t'1t1ies. 

_, lccordin,_l!, to /he texts he rides on a horse and brandishes a Sll'ord. 
So111f il/11strations sh011' rnn worrin,_I!, elephants. 

\'o111eti111cs ;\<Ila, like Kanhr1rt1, is conceived as a co11roJ!,eou.r 
11•0111,111 pnferril{f!. ,1 J!,lorio11s carnr lo "l![e r/plm.rure, a conqueri,(f!, 
heroine ll'ho, / 1.,zi1H( overco11;e her rne11111 ajtfr a hri(f stru._f!,g/e, holds 
S£'Vl'ral he,;ds in 011t hand and a naked s11'ord in the other. 

lt is (1 Rr1,gi11i of Dij1akt1 Rt{f!,(l, l!Jf Ra._1~a ~! Fire, t111d is Stille!!, 

in 1/11· Mr(y l•N1r.r of l!w nff!.hl. 

34 
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PLATE X 
(fol. 2.9r) 

HINDOLA, H1NDOLAKA or H1NDORA RAGA 

Hinda/a, 11'hich literal!J means 'S11'ing', is an ancient seasonal 
festival, dating to pre-historic times. It nws later affiliated 1J1ith 
Jhe ]hulana festival r!f the Radha-Krislma mlt, a poptdar religious 
festival of the North-rr·est. 1 The festival is celebrated during the 
rai'!) season in the month ~f Sravana (]11ly-./1ug11st). Of the /JJJo 
Ragas specialty connected 11'ith it Tlindola is the earlier and 
J.,'asanta derives from it. 

A Hindi text tells us tht1t 'the l,1ro leaned over while he 11 1as sJJ'ing­
inJ?. and toppled to the ground, prttendin.i;for fun that he felt ,e,iddy. 
'J"1vo of his fe111ale co111panions ran to the resc11e and he rose 11'ith a 
smile mcottra__ged I?)• the affection of his beloved.' 

fie is 1vi!J and clever, courling mattY 11•01J1e12 1vithout bdn/!, true 
lo aff_)'Olle. 

Later il/11slrations sb011' Krishna with Radha. (In the Bodlcian 
i!ltutralion he appears 11•ilho11I her.) Jle is .ffated on the sn•ing, 
ns11t1![y plcryi,~g a n1usical i11stru1J1ent and surrounded by his /1,opis 
(villa/!,e .J!/rls, tfH, friends of his _yo11lh) 11,•ho s11•i11J!, hi111 lo the 
(lCC0111pani111ent of the 11111sfr. Krishna's pranks as a child, his follies 
as a bo_y and his amours as a _youth were the can.re of hrmndless 
»•onder and delight. J-lc is .raid to have taken 16,108 shapes for 
his 16,108 gopis and each maid sang a different Raga in a different 
rf.o,thm. 

Birds appear lo he a peculiar feature ef this 1ni11iatnre. 

1 For a description see Rajasekhara in Karpura Manjari, trsl. in the 
Harva1·d Oriental Series I\'. 
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PLATE XI 
(fol. 31r) 

~fALKAUS, l'vIALAVA-KAUSIKA or MALAYA RAGA 

This is" ve,:r old 111Clor!y, prohab(J, associ11tcd n·ith the rep/on of 
Alalil'a (l\!£Il,11-'t1). In ear(y litJH'S this 11•,l.f r~/erred to as i\ht!av,1 
RaJ(" and j\Ja/<11h1-l..--:;msil:a, vulp,arized in J\/alk.ausa. Aalfsi/..;a 
llI<(V pcrh,,ps rifer lo th£' _goddess J;_r111s1ka, dat1ghter rif f'arvati. 
The 1\f1.1/cJ1,as 1vere cnciml 11Mrli,J/ tribes, ll'ho 1nrefor1ner(y living 
in !ht• J>111tf,,b b11I aftrr ojferil{g rcsi.rt,mcl' lo .rl/cxander the Great 
Ji'ltlcd i11 ihc ,"\·orih-JNSI of Ct'lltral India to J7'hich th~1• p,ave !he 
llillllf ;\ la bra. ] ·1_,;_.. Ra;ga was also k11011•11 as the Kin._!!, o/ l\frlodics 
(R,~c;a Rai1) . 

..,-lccordi1(g lo th 'Sahitya San,gild l'\ir11p,m./ (p. 5 1, ed. f;_,m,100 
1\ lrt/1) the me!o,!y c1ros£ji·o111 t/,e throal rf 1-iari. 

Tiro lovers i:1 i11ti111ate er11hrace provid(' lhl' llJofive, the feeling 
e:,:-prt.rstd is lh~ 11!foy111mt o/ lol'C. So1JJrlimes !he hrro of ,\lalLu1.r 
is called 'one who has tq11,;/ 10111' for 111,11!)' 1ro111m.' Generally lie is 
porlrqytd as ,, slro1{1!, k11~ghl ll'ilh a 11t1kcd Sll'ord in one h,md and 
a hu111a11 head in th other; around his 11ccJ., he 1nars a lar__!!,C strin,..!!, 
of pearls, which are .ro111eli111es replaced hy the heads o/ those he 
has slain in battle. (?ftm hm1·cvi:r /,is Sll'ord softe11s into a jlmJ'er 
sticJ., ,md musicians are shon·n pla)'i11,..I!, vi11a.r and dr11nu. 

The Bodleia11 il/11slratio11 depicts 011(y the two lovers in et11hrace, 
the hero n•ith his stril{!!, of pwrls and n•hat appears lo he the top 
of a fl01nr stick in his hand. 

1\falka11s sho11/d he Sl(ll__[!, 1nll pa.rt 111id11~ght in Ja1111r.1ry or 
February•. 
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PLATE XII 
(fol. 33v) 

SYAMA GUJARI RAGIN! 

This melot!J appears to be a varie(y of Gujari and the pictorial 
pattern is ve,y similar to Daksina-Gt!fari R.agini. Probab(y a 
Ra~e,ini of Megha Ra~e,a. 

Songs of lamentation are sun_e, l?J' the laefy, because her absent lover 
is u~faitlful to her; she flourishes a sprcg of jlower.r and sometimes 
addresses her appeal t" a -!_)'111patbelic peacock sometimes mentioned 
in the texts and shown i11 later illustrations. An old Sanskrit .Manr1-
script, St11{[J,il-mala, sq_ys 'hfr 1raisl is slmder, her hair Jim and her 
voice imitates the warble ef a mckoo. She i.r fond qf an abundance of 
drapeo• and is sealtd on a co11ch ,n/1 arrmze,ed 1vith snwt .r,11e!/i11g 
flowers, silzl!,il{I!, in an ang1y 11100d'. 

In our miniatun· the lm[y is holdi1{g a Vina in addition to the 
flowers and the pictr,re is e111bellisbed by a pale green typress tree. 

It is a ,norninp, ,nelotfy of the rai,ry sea son. 
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PLATE XIII 
(fol. 36v) 

PANCHAM RAGA 

This n1eloqy 11hich is 111eonl to excite passion n·as represented in 
thrte dij/crenl for111.r. 011r illt1str,lfir111 _pictures it t"IS two lovers in 
etJJbrure wilh a 11mski,m or chor11s of 11111s:cians attending. The 
second Jorn; sho11's" d,111ci,?f!, ft✓r/r ;,.,voki,{!!, 1/Jt, _fire of passion in her 
lover, JJ-hi!c the third porlr,D'S /Jro lol'ers stro/Ji,~g if! a garden 
listmiflJ!, io 11111sicions ,md 11·rr!chi11.f!, ,!tmccrs. 

l'anch..1111 is one of the oldest R,{f.'."S kllon•n l!Y 11c111Je and is said fry 
so1ne lo he the sixth pri1.'cipd l{,.;t.;t1. Later il heca111e less popular 
and u•as replaced It)' I<ag,1 ,\iall,ms. II sho11/d be per_forn1cd in the 
s11111111er or art/1111111 "' the ck.re of the m~1!/•I. 'l/,e 111elo,f_v is rich and 
delicatefy fc111iJ1i11e. 

COLOURS: 
/lackl',rormd: Ye/Ion• an:! /,/ue sk_J'. 

1-1011.re: U>'bite, ,green roof and rnl bmul, 

1 lem: Coat oran_tt,,•. Cron•n .~old. St1.rh red and whit, 
Coat has characteristic hal{l!,ill,I!.,< in red. 

l lcroinc: Bodice pink mam•e_ Skirt p11rple n1t111Ve. 

Fen1afe attend,int: Bodice dark 111t11t1•e. Skirt pink n11211Ve. 

A-1usician: Vina (JTtlf{~t red slelJI: dtrrk red gourds studded with whit~ 
Red lt1rba11. C",lf pink ,nauve. 
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PLATE XIV 
(fol. 40v) 

BAVARI or VARARI, DESAVARALI RAGINI 

Usual!J this melotfy is visualized as a girl separated from her 
lover. She goes 011! to tll(!et hi111 /011gi11,_[!, lo be reunited. 

The illustration repruents her 1i1 a sad 11100d. The hands joined 
over her heud (Karkala Hasta) indicate her passionate desire. 

This is tbP second Ragini of Bhairon. The melot!J should be 
sung at the end of the dqy. 

COLOURS: 
Backgro1111d: Yellow and b/11e sky. llouse white walls, dark red roof 

band and floor, green roof top. 

L,ufy: Bodice orange. Skirt pink ma11ve 
Complexion pink. Sash gold r,•hile and black. 

Divan: Yellow top, pink and red base. 

Incense burner: gold. Pillow purple. 

44 
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PLATE XV 
(fol. 4,v) 

BHAIRAVI RAGINI 

.-1 111orning 1mlt!t(J1 ptrsonijied l!J Pan,ati worshippin)!. Siva at 
a shrine on 11101111/ Kai/asa in the fli11Mlqyas. The t1doration of 
Siva is called .\iM-pt!fa rmd consists of such tasks as ringing bells 
lo wake the 11Msler, offering food and jlo11'('rs and watiin,g a la1J1p 
b~forehim. 

Tht character of the 111elor/y is expresstd throt(!!,h Parvati' s long­
i,{f!,for Siva. She is '011c IJ•hosc lord is absmt in a distant country'. 
13ttt she is ca/111, feeli,(i!, confident t?f his rt•tum, as he is devoted to 
hera/011c. 

The bull (,'\',mdi) sten in the riJ!,hi hand comer rf the miniafl(re 
is the vahrma or vehicle of Siva, a s~gnijicant feature r!f rdl Siva 
shrines. The scene is in !ht I li111d/,[ya, the source of the river Ganges 
1l'hich is shmrn al the hollo1t1 ~f th pict11re i11 front of ]\.,mdi. The 
river is believed lo jlmrfro111 the bull's 1110Nth. 

In her hand the lid)' holds hrass cht111as, ho/Ion• b,7Sin-like 
instrmm•nts lihe ve,y :r1J1r1!/ f:_'}'1/thals, which arr beaten tOJ!,elber 
inpairs. She is reciting a poe111 of devolion at the altar of the Siva 
linx,am, a phallic !)'11Jbol . .l lcr ht1ir is down to her n·aist and a 
,garland of Ji01nrs_r!,racr-s her neck. 

The spirit of the Rrtf!,ini suggests the peac~/11I and conten,plativc 
harmof!_y of fr1itlf11I de/lotion. 

COLOURS: 
13ackground: Paleydloll'. C.,jj,re.rs tree pale .l!,recn 

Shrine u·hite u·ith gold pinnades and red band 
Floor j,urple. River slate /!,rtry 
Shiva pl!Ja lingam pink. Candlestick or incense burner gold 
Bow/green. 

La,fy: Bodice orange. Sari silver. Skirt yellow 
Sash i,•hitc and gold. Casl,mets or ghanas gold. 
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PLATE XVI 
(fol. 49") 

DEVAKALI RAGINI 

According to the Persian inscription on the top of the miniature 
this Ragini is called Devak.ali, but little is kn011m about it. The 
name mq_y stand for Devakari-Devakri, an old Krryana Raga derived 
fro,n a n1elodJ1• 

The text cited in Ptmdarik' s Ragamala sqys: 'Devakri is 
a daughter of the gods, very artful and gracing the closing hours 
of the dq_y.' She is seated by a lotus pond with a lotus in one hand 
and a leaf in the other. 

COLOURS: 
Background: ) ·e/1011• and blue sky 

Tree dark green 11J1th lighter green leaves 
l-louse u-hitc 11-ith dark red canopy. Floor purple 
Lotus pond grey with gold red and white lotus. 

Lat!): Complexion pink 
Bodice dark n1a11ve 
Skirt orange, Sash red and n,hite 
She appears to be sitting on green leaves 
F I011Jer in one hand red and green leaf in the other 
Necklace of gold. 
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PLATE XVII 
Uol. 62.r) 

BILAWAL, VILAWAL, VILAVALI RAGIN! 

The ch,tracler of this 111e/oqy is expressed thro11p,h the pict11rc qf 
a l,N!J' 11'ho is gpi,zl!, to 11Hf/ her lover. Tht• 111iniat11re shows her 
Jmttiitf!. 011 herjmds on thr terrt1ce in front of her hous1· repeated[y 
reculli,~I!, and involin_l!, her fr!Vourite dei(J•, the God ef] ,{)fJe, 111hile 
she con1pldes the si:,ll'm ite1lls ef her toi!elle. Her co111plexion 
is Ii.he the colour of a h/11e lot11s and she is udl bedecked JJJith all 
kinds of im111tif1t! oma111e11ts. The ,l!,irl attendant who is assisting 
her holds a lrrry 1n/h ,f!.o/dmjars mntainirtf!. the toilette requisites. 

Dilr11nd is one rf the 11'it•1•s ef flindola Ral;a. The meloc/J' should 
be SIii.~!!, in the 111ormi1g. 
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PLATE XVIII 
(fol. 6611) 

VASANTA, VASANTIKA (V ASANTI) RAGIN! 

l,.asanta Ra/!,ini is probably one of the earliest seasonal melodies 
connected 1rith the Spring carnival. In India the advent of Spring 
is associated with neJil man.go hlossonu 1vhich arc often used as its 
[}1mhols. Hence we find here the dancer carrying a sprl(_y of mango 
blossom in a jlo11'er pot, bro1{ght fry hvo ladies, one of 1vhom pltfYS 
the dmm 1rhilc t/Je other 11.re s mstr1nets or cymbals. 

The ancient Indian SprinJ!. festival 1vas i11variab(y connected 
uith a dancinJ!, carnival. Later on the Krishna ct1ft crept into this 
festival. That i.r the mlStm 11·~J' 11•e find the melocfy, 11'1Jich is a 
feminine one, vi.walized as a danci11l!, Krishna. This ano,na(y of a 
fC11Ji11ine melot!_y !)'t11holized ~y a ,nale Ji.g1tre is sometiJJJes aqjusted 
~y the introduction of Radl.k1 e1J1br(/cin,g her /over Krishna. 

The dancinJ!, r~yth1J1 ~f the ,mloqy st~ggests the joyfttl en1otions 
of human beit{gs at the (Id/Jeni 1/Sprinl,, the ti1J1e for n1irth,festivity 
andgtf) love. 

v·as,;n/{l is a Ra.gini (if Sri Rt1_ga. 

COLOURS: 
Background: Yello1JJ and blue sky 

Tree red green with li!!,hl green leaves. 
Male: Coat orange, n10lllie _frill. G'old crown 

W°hite sash round neck 
Sash red and gold 
Trousers n1a111Je 
Complexion dark tnauve. 

Lat!J u,ith drum: Bodice purple 
Sari silver 
Skirt pink 
Sash red and white 
Complexion pink 
Drum red brou1n 

Lat!)• rmder tree: Bodice orange 
Dress purple 
Sari silver 
Sash red and white 
Castanets or rymbals gold 
Complexion pink. 
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DA TE AND PROVENANCE 
of the I ,1111d Rr{~a111ala j\fi11i,;lt1res 

l!Y 

KARL 1--:HANDALAVALA 

The Lau~ Ragamal~ _miniatures hav_e _hccn the subject 
of considerable dtfkrmccs of op111100 amongst art 

critics with regard to their pnrvenance and date. Binyon and 
Arnold in The Court Painlers of the Grand i\lo,~uls, 1921, 

p. 35 referred to this series as being 1/indu in strle, 110! Mo_gh11/. 
Thereafter, Stchoukinc in 1~11 JJei11t11re fllrlimm, 1929,evidently 
feeling some dilliculty in acceptini~ the miniatures as 
Rajasthani, cautiously described them as b:ole r{w'onale 
indienne and ascribed them to the beginning of the 17th 
century. A little later, Mr. N. C. Mehta, who had already 
noticed the pictures in the 13odleian Q11.:rter(y Record, I "JI, 
no. 76, wrote that they must have been painted at least prior 
to 1 j 87. (jotlf'n. Indian SocieU Orimtal Art III, 2 p. 145). He 
made no suggestions as to their provenance hut recently 
informed the writer that in his opinion it is Deccani. The 
same conclusion had earlier been reached by Dr. Moti­
chandra in his article on Demmi Pai11tinp, in the Hindi Art 
Journal, Kala Nidhi, I, no. 1 and by Rai Krishna Das, the 
distinguished curator of Bharat Kala Bhawan, Benares. 
Dr. Goetz, on the other hand, in the Baroda Stale Museum 
Bulletin, IV, p. 38 ascribed the Laud Ragamala to what he 
calls the e,1r/y Kachh111,1ht1 school of Rq/11 Bha._!',ll'andas qf Amber 
(1n5-1592) and dated it 1570-q80. Tl stands, he says, so 
near not on[J to the architectt,re of the J>tmma Mahal but also 
to ear[J Rajput sculptures and to the fe111ale fig11res of the Razm-
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nama that we must classify it as earfy Amber. Its composition 
stands not far from the Bunde/a prin1itives, but the technique is 
a/reaqy much more refined and detailed. This ascription seems 
difficult to accept since we have no knowledge of any Ra­
jasthani School of that period-let alone of any Kachhwaha 
School. It re-appears however in The Art of India and PakJ­
stan, I950, pp. 96 and IIO. Herc Basil Gray, while differing 
from Dr. Goctz's early dating, considers that the colour 
scheme is nearer the Jahangir palette than that of Akbar 
and that the architecture, cypress trees, and conventional 
birds in flight indicate an early seventeenth century date. He 
ends by classifying the set as R,!)astbani, r6oo-I6IO. 

In the face of these opinions, the date and provenance of 
this famous series is obviously highly controversial. I believe, 
hm,vever, that a careful examination of the details can lead 
to only one conclusion-that the set is, in fact, of Dcccani 
origin-and I propose to set out as clearly as I can the various 
arguments which have convinced Dr. Motichandra and 
myself that this is the case. 

Before considering the points in favour of a Deccani 
theory, it will be convenient to dispose of whatever idioms 
are common to both the Rajasthani and the Deccani styles 
and therefore immaterial to the discussion. 

The furniture and architecture, for example, which occur 
so commonly as background to the pictures are at least as 
much Deccani as Rajasthani and were in fact common to 
many parts of India in the seventeenth century. The double 
cypress trees are common to both schools and the same can 
be said of the pointed coats (chakdar Jama), the pearl neck­
laces spreading to the shoulders, the ear-rings extending 
round the ear and long plaits of hair intertwined with white 
silk skeins. The latter appear not only in Rajasthani painting 
but in the early Mughal series, the Jaipur Raz111 Nama and 
the Deccani MS., the Tarif-i-Fbmain Shahi. 

A consideration of these points does not therefore help 
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us and it is only when we scrutinize other details that :i. 

positive decision can be reached. 
The stylistic features which have induced us to regard 

the Laud Ragamala as Deccani may be briefly summarized 
as follows. 

Several of the female facial types appear to be dcri vcd from 
those of the earlier Tarif-i-H11ssai11 Shahi in the collection 
of the Bharat Itibasa .\'a11sorlhokt1 Manda/, Poona. This manu­
script is unquestionably Deccani and datable to about 1590. 
(Compare Fig. 1. with Fig. 1a. and Fig. z. with Fig. 2.a.) 

I 

Lallfi Ragamala, Bilawal Ragi11i 

.z 
Laud Ragamala, Pa11c!Mn1 Raga 

H 

1 " 
Tarif-i-1111.rsain Shahi 

! 
Z(l 

·1·(/rif-i-l l11s.rai11 Shahi 



3 
1\'r!}mJJ-al-Ult11JJ. Detail 

4 
Kh,m•ar J\'c1111ah. Detail 



Another type of female face, namely the long ovoid with 
narrow neck, seen best in Pancham Raga, Pl. XllI (seated 
woman) and in Bavari Ragini, Pl. XIV, has no counterpart 
in Mughal or Rajasthani painting prior to 1640. It can, how­
ever, be traced to the intluence of Deccani miniatures such 
as the yogini of the Berlin Museum or of the Chester Beatty 
collection-the last named being in turn derived from a 
mixture of Safavid and Turkish influences very prevalent 
at the Bijapur court and possibly of the school of IF"a/i Jm. 
Another example is the j\'«j11111-al-Ph1111 manuscript (liig-3-) 
which is dated I 5 70 and unc.1uestionahly Deccani in origin. 
Moreover, a large face set on a narrow neck, \vhich is a 
common Dcccani feature, is seen repeatedly in the Laud 
Ragamala even where the face is not of the long ovoid type, 
for example in Devakali Ragini. Pl. X \'I. 

The faces of some of the men, e.g. the king in Pancham 
Raga, Pl. XIII, arc also of the same ovoid type, while those 
of the men in the Laud Ragamala who \\-ear moustaches, 
affect what is known as the pharrc!tdar moustache. This is 
a moustache which fans out into a series of fine strands of 
hair. It is typically Deccani and is seen in the Tarij-i-l111ssain 
Sha/Ji and also in the Kbawar Na111,1h (Fig. 4) of the Prince 
of Wales Museum, Bombay, which though dated 1645 is 
a most characteristic Deccani manuscript of the first half 
of the 17th century. 

ln most cases the transparent odhni, wimple, worn by 
the women falls only over the extreme rear portion of the 
head. This also is a Deccani characteristic. The sari in the 
Tarif-i-Hu.rsain Shahi figures also covers only the extreme 
rear of the head. 

The long pathos or sashes attached to the front of the 
skirt, which are narrow at the waist and broad at the base 
with a fringe, fall with an abandon peculiar to Deccani 
painting. A striking similarity is seen between the pati<.-:a 
worn by the standing female in Bilawal Ragini, Pl. XVII, 
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and that worn by the girl holding a musical instrument in 
Hindola Raga of the Bikaner collection1 which is a Deccani 
miniature of the period about I 5 90. 

In several miniatures of the series the transparent odhni 
is covered with white spots as though bespangled with 
pearls. Such odlmis arc not seen in Rajasthani painting till 
well after 1640, in Mughal painting they do not occur at all. 
They do, however, appear in the India Off-ice Kha11 1ar Namah 
of 1649. 

The choli (bodice) comes almost to the waist and at its 
base is invariably shaped like a wide inverted 'V'. This 
characteristic is constantly seen in the Deccani MS. of 
the Ntti11111-al-Ululll (cp. the bodice of the attendant at the 
right in Fig. 3). Such choli.r are sometimes seen in the Razm 
I\1afllah but not in Rajasthani painting. 

The turbans worn by the men arc conical at the rear 
though not of the typical Bijapur type. (cp. Hindola Raga, 
Pl. X.). They never appear outside the Deccan. 

The tree in Ragini Asavari, Pl. VU, is entirely different 
from the stylized trees of early Rajasthani painting and 
docs not even correspond to the usual Mughal treatment 
of trees. All along the fringes of the tree are leaves of a 
lighter shade ( cp. Raga Hindola of the Bikaner collection. 
ibid. Pl. 142). This is a Dcccani characteristic which persists 
even in a late Dcccani example such as the girls on a swing 
in the Prince of Wales J\foseum, Bombay. 2 

In Ragini Asavari, Pl. Vll, the rocks below the stone on 
which the girl is seated consist of straight, flat slabs. This 
treatment of rocks is not found in Mughal or early Rajas­
thani art but appears in several later Deccani paintings.3 

The loose hair of the girl in Ragini Asavari, Pl. VII. 

1 Art of India & Pakist,in 19jo, Pl. 142. 
2 Kramrisch, A Suro~v of Painting in the Deccan, 1930, Pl. 24. 
3 A Ragini series and a late seventeenth cent. MS. called G'ulshan­

i-Ishq, both in the Prince of Wales Museum, Bombay. 
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ends in a series of stiff, wiry, sharp strands of hair. Compare 
the loose hair of the central figure in the Dhanasri Ragini of 
the Bikaner collection.1 

The infantryman in Nata Rag-ini, Pl. TX, has a belt round 
his waist with bells attached. In the /.:.han't1r Namah some 
retainers are wearing similar belts. 

The bottles in the wall niches (13avari Ragini, Pl. XIV) 
have long, narrow, elliptical bodies and short, narrow 
necks. The same type of bottle is held by an attendant in 
one of the Tarif-i-l-!11Ssain Sht1hi miniatures. In Rajasthani and 
Mughal painting the boltles arc short-er and broader and 
the neck is much longer. 

5 
11laho111ed .-1dil Sht1h 

In several of the Laud Ragamala miniatures a wooden 
panelling known as di/ha is seen at the very base of the 
picture (Malkaus Raga, Pl. XI). This compositional device 
is peculiar to Deccani painting prior to 1640. It appears 

1 Goetz, Ari and Architecture of Bikancr, 1950, Pl. 2. 
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in the Bharat Kala Bhavan's Dipak Raga 1 and is used even 
in the portrait study ofMahomed Adil Shah (Fig. 5). 

Monochrome backgrounds were more popular in Dec­
cani than in Rajasthani art. They are adopted throughout 
the Kha,var Namah where some of the backgrounds are 
yellow, just as in the Laud Ragamala. 

The horse in Nata Ragini, Pl. IX, with its long neck, 
small narrow head, and heavy forward action, is similar to 
the horses in the Tarif-i-Hussain Shahi and in Vijayanagar 
sculpture. 

The excessive girth of the thigh and leg of the male 
dancer in Malhar Raga, Pl. I, is a marked characteristic in 
Deccani portraits of the first quarter of the seventeenth 
century.2 

The frequent use of mauve is significant. It is a colour little 
used in Rajasthani miniatures prior to 1640 and though 
more often seen in Mughal painting was mostly employed 
by Deccani painters who appear to have been very partial 
to it. The general colour scheme of the set and the manner in 
which brown is introduced points forcibly to a Deccani 
origin. 

The patkas worn by the men have a prominent cross 
design (Bhivas Ragini, Pl. IV), a favourite pattern with 
weavers in the Deccan. It occurs in several Deccani paintings 
of the first half of the seventeenth century. 

A few long, thin, wavy, strands of hair called kakapaksha 
fall on the cheeks of the women. They appear in the Tarif­
i-J-lussain Shahi, Nrgum-al-Ulum, and Khawar Namah, though 
not in the miniature reproduced as Fig. 3. 

In seated figures the patkas are usually emerging from 
under the legs. This is common in Deccani painting though 
not unknown in Mughal painting. 

The fluttering, curled, pointed ends of the patkas and 
1 Art of India and Pakistan, 1950, Pl. 146, Fig. 807. 
2 See portraits of Ibrahim Adil Shah II in Dr. Motichandra's article 

in Marg. V, No. 1. 
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doppattas worn by the men (Malkaus Raga, Pl. XI and 
Vasanta Ragini, Pl. XVIII) are very common in early 
seventeenth century Deccani painting. They occur also 
in sixteenth century Mughal painting but not in early 
Rajasthani painting. 

Although the women in the Khal1'ar Namah (Fig. 3) arc 
Abyssinians with thick lips, they should be compared with 
the female dancer in Malhar Raga Pl. I and with the girl 
in Malkaus Raga, Pl. XI. The type is unknmvn in .Mughal 
or Rajasthani painting. 

There is a 'swing and sweep' of doppattas and patkas in 
Deccani painting of the first half of the seventeenth century 
that is unmistakable and widely different from the handling 
of these garments in Rajasthani art. Even in Mughal painting 
this 'swing and sweep', seen in almost every miniature of 
the Laud Ragamala, is never as pronounced as it is in Deccani 
miniatures. 

In the Nt!fum-al-Ulum, the Tarif-i-Hussain Shahi and the 
Khawar Namah there is a marked angularity in the treatment 
of arms. This is also a pronounced characteristic of the 
Laud Ragamala. 

The bracelets worn by some of the women arc engraved 
with the cross design seen in Fig. 6 (Hindola Raga, Pl. X). 
This cross design docs not appear in early Rajasthani art 
or in Mughal painting prior to 1640. It seems to have been 

6 
Laud Ragamala, Hindola Raga 
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popular however in the Deccan. Compare the large Chand 
Bibi painting on cloth of the mid seventeenth century in 
the Prince of Wales Museum, Bombay (Fig. 6a). 

Ga 
Chrmd Hihi 

The padasr1ras, foot rings, worn by the women, have a 
pronounced bend in the middle and form a loop near the 
toes. They are neither Rajasthani nor Mughal in type but 
show South Indian influence of the Vijayanagar period. 

The method of depicting the excessively fine texture 
of the transparent odl.mis, wimples, by a series of parallel 
thin lines of white colour drawn very close to each other 
is also seen in Hindola Raga of the Bikaner collection. This 
technique is not employed in early Rajasthani paintings 
where the odhni is merely outlined or a light white wash of 
colour is applied. 

The hands in almost every case arc disproportionally 
large. This characteristic is also seen in a Dcccani Ragini 
from about 1590 (The Art of India C'.7' Pakistan Pl. 143) and 
again in 1'.amod Ragini and Dhanasri Ragini of the Bikaner 
collection (Goetz,Artr1nd Architecture of Bikaner, Pls. z and 4). 

Finally it is important to remember, that the lower limit 
of the set is 1640 and that it is difficult to reconcile the types, 
costumes and colouring with any of the known examples of 
the Rajasthani school painted prior to 1640. 
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In view of all the parallels there can surely be little 
doubt that the Laud Ragamala was painted in the Deccan 
and while the exact place of its origin still remains problem­
atical, it must be attributed to an artist conversant with both 
the Mughal and Deccani styles. 

It can hardly have been done prior to 162.0. Not only is the 
Mughal influence very considerable hut any earlier date 
would presuppose a greater likeness to the Deccani school 
of Ibrahim Adil Shah 11. This Deccani school increasingly 
absorbed Mughal influences from 162.0 onwards and we 
shall therefore probably not be far wrong if we attribute the 
Laud Ragamala approximately to the year 162. s. 

In view of the fact that the 1'.hawar Namah of the 
Prince of Wales Museum is dated 1645 it is not possible 
entirely to rule out a slightly later date such as 1630 or 1635. 
At the same time such features as the pointed jama and the 
long V-shapcd bodice do not appear in Dcccani painting 
much later than 1620 and therefore 162.5 seems the most 
likelv date. 
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