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DESCRIPTION OF· THE. PLATES. 
PLATE I. Siva Ril.tri (Siva's Night) or Siva Puja (Adoration of Siva). 

Siva's Night. is. a fast .day fallin.g on the fourtee.nth.,day ofMaga (February). For twenty-four 
hours the Sa!V1te should abstam from food, drmk and sleep. Pnja (offerings of flowers, fruit 
and water) is offered to Siva every three hours of the day and night. · · 
I~ the p~ctu~e doe~ not ac.tually §tan~ for' Siva Ratri,' it is properly described, in any case, as 
S1va Pi1Ja, AdoratiOn ofS1va. . · ·· · • · 
The piCture represents a Princess with two attendants making offerings at a mountain shrine 
at.night. The liflga, Siva's symbol, is seen on the right at the mouth 'of a little cave within 
which a light is burning. On to the linga falls a splashing stream of water from the rock, to 

. form a rivulet that finally passes across the front of the picture, where its bank is lined with 
flowers and nodding sedges. This stream is the Ganges, that falls from heaven on to Siva's 
head, and th'eni::e to earth. 
Perhaps there is a further meaning in the picture. Just as the yogi in some Indian pictures 
stands for Siva hiljlself, so here, the Princess adoring Siva qtay be Uma. There is a 

· ·conscious air about the mountain and the forest, U rna is daughter of the mountain, she is 
Parvati. ~he half.hidden moon, even though full, suggests the crescent moon· on Siva's 
brow; perhaps this reveals to us more than any other detail the picture's mysterious 
charm-th~ whole landscape is the living garment of Siva himself. The linga"is· only a 
symbol, but He is everywhere. . .. . . . · 
The date of the work is probably late seventeenth century. Its subject is put:ely Hindu, and 
I have therefore classed it as Rajpo.t: it belongs really to that fully developed Indian style 
which owes much to both Rajpo.t and Mughal sources. 
Size of original. Collection of Babu Srtaram Lat. 

IS. 
PLATE II.· Siva'~ Dance. 

This remarkable picture, a typical example of the K.angra Valley School, is a veritable 
synthesis of Puranic theology and imagery. It breathes the very spirit of the Indian love of 
the Himalayas, the Land of Gods, the Broceliande oflndian imagination. . 
To begin with names: Siva Himself is dancing in the centre, a white figure clothed in 
leopard skin, a serpent wreathed about His neck. Before Him Gandharvas and Kinnaras, 
the essence of whose being is music, are playing on drums and trumpets, led by Siva's servant 

. Nandi. Behind these stands Agni, Lord of Fire. To the left are the assembled gods, with 
saints and kings below and behind th~m~ Proceeding from the lower part of the picture 
upwards, we find first three saints or rishis, and between them afeminine figure. in blue, an 
Apsarll, perhaps Urvasi or Rainbha. ·Above her is the white figure ofSarasvatr, goddess of 
speech and music, with her vina. She is Sakti of .Brahma, who stands next to her, four
headed, holding the Vedas in one hand, and beating a drum. To the left ofSarasvati is the 
Rishi Narada; above him, the six-headed Karttikeya, a~d above him again the blue figure 
of Vish~u, cbank and discus in his hands, beating a green-striped drum. (I do not under
stand the absence ofLakshmir. · Left ofVish~u are Siirya (the Sun, red) and Chandra (the 
Moon, white), and b~yond these are kings and sai~ts. Nearest to Siva is _Gat)esh~, ~he 
elephant-headed, playmg on cymbals. All these, like a chorus, take part m the dlVlne 
dance. · 
To the right is Sakti, seated (as Raj R4jelvar~ on a throne, surrounded by attendant Apsaras, 
holding a goad and noose, and gazing in a mirror at Her own loveliness. A great tree spreads 
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its branches above Her throne, . All are st~ndin.g on the golden floor ~fheaven, K~ilas, the 
paradise of Siva, girt round with snowy.wh1~e H1m:tlayan peaks. Ro~hng cloud~ dnft along 
their summits; devas or angels appeanng m these throw down a ~am of s~ar-like flowers, 
Far below are the forest-covered mountain slopes, and the green plams of Hmdust:tn. 
The Dance of Siva has two explanations, the one belonging to Purmic myth, the other mystic. 
The latter alone concerns us here. "Our Lord," says a Tamil text, "is the Dancer Who, 
like the heat latent in firewood, diffuses His power in Mind and Matter and makes them 
dance in their tum."* He is the life in all things conscious, from gods and men down to 
the smallest particle of dust. Siva's Dance, His' play,' is His activity within the cosmos,
His • Five Acts,' Creation, Preservation, Destruction, Embodiment and Release. 
How significant is the unity of action that sways the gods with every movement of the Dancer, 
and how dramatic the contrast of Raj Raje§varl's indiff'erence.t She; is here ~uta Prakriti, 
Maya, illusion, the desire of things phenom~nal, g~zi~g at Her ow~ beauty in~ glass, holding 
the noose that snares and the goad that dnves, w1thm the fiery circle of rebirth and death. 
Yet She is the co-equal of Siva, enthroned and glorified. · · 
Another representation of Siva's Dance is found in the Southern Saivite bronze, the Nataraja 
or Dancing Lord, of Plate XXIX. 
In spite of extreme care, the picture loses much in reproduction. The original is the work 
of one having a life long training in the traditions ofhis school, and no one, not so practised, 
and not saturated wit~ Indian religious feeling, could quite perfectly reUect the original 

· work. In saying this, I am far from implying that the reproduction is anything but good, 
only that it must not be accepted as a real substitute for the original. 
Size of Original. Collection of Mr. Gogonendronath Tagore. • 

1(9. 
PLATE Ill. Chand Brbr. 

This picture, so full of life and movement, is the traditional representation of Chand Brbr 
also called Chand Sultan, who, sword in hand, successfully defended Ahmednagar and 
ultimately compelled Akbar's son, Prince Murad, to raise the seize, Five years later Chand 
Brbr was murdered, and Ahmednagar was taken. Chand Brbr is one of the heroines of 
Rajpntana, where men and women alike took part in the chase, in outdoor sports (such 
as polo), and sometimes in war. In the picture she is riding unattended hawk on wrist 
across an open plain, with cultivated land .and buildings in the distance. ' Let her stand: 
with the sculptures of woman forms here reproduced, as a symbol of the Oriental view of 
woman. · · 
Probably late seventeenth century. 
Size of originalS x 5 inches. Collection of Mrs. Herringham. 

PLATE IV. Raginr Torr. 

Blake has ~om~where said that" Everything is a man" ; i.e. everything may be apprehended 
or s~mbohsed m human ~orm. Elsewhere he lays down as a first principle, That the poetic 
Gemus (?-Self or Atman) ts tht true Man, and that tht !Jod<J or outwa .. dfi- .t' u· • J • d 
fi th p · Ge · lik · th J · ' · ., ,. ~ .J.r.J.an ts aerrv~ 

rom ~ oettc mu.r: ew1se at the /llf'11ls of all things are derrved from thtir Ge • h • h 
by ..dncrents was called an Angel, Spirit or Demon. · mus, w 1C 

• TiriJ'IJ~tiZ'VfJrar Pur41Jtlm, Puttaraivatil venracarukkam, stanza 7 5· 
t ..d cunous reversal of the Sankhyan sym!Jolism, where it is Praltriti that dances. 
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The conception or'devas-angels, spirits, or demons-is indeed common to the whole of 
humanity. But it is perhaps to some extent a peculiarity of the Indian imagination that 
verbal formule, words of power (mantrams), or' prayers,' as well as musical modes, have been 
conceived as actual beings of a more or less human or divine character. In other words, 
ideas themselves are regarded as centres of consciousness. On this theory the efficacy of 
prayer ~epends upon securing the control or co-ope~ationof the angel or dt"Vatawhose' body' 
1s a particular mantram. In the same way the mus1cal modes are regarded as the manifesta
tions or perceptible forms of certain musical beings. To succeed in using a particular mode 
to advantage would thus involve an intimate spiritual relation with the Genius of the mode. 
The actual modes and their angels are called Ragas (masculine) and Raginrs (feminine), 

· The modes are held to express and awaken certain partic.ular emotions, and to have definite 
effects upon external nature. Each' has particular hours of the day or night when it may be 
appropriately used. The visualised Ragas and Raginrs have characteristics expressing the 
same qualities; definite colours, costumes and actions are associated with each. Thus'the 
Raginr Malar, a mode which belongs to and is supposed to cause rain and cloudy weather, is 
represented by a woman fowler seated under a tree by a lake-side, under a cloudy sky. The 
Raga Bhairava is a form of Siva. But some pictures seem rather to illustrate a· subject 
appropriate to the mode, than to portray the mode itself in one particular human form; 
possibly this may have been the original intention in all. 
There are many collections of pictures of Ragas and Ra.ginrs, with corresponding descriptive 
verses. These collections are called Raga Mala, •Garland of Rags.' Artistically they are 
of very various merit; the best are rare, but even inferior examples have a high seriousness 
and great charm. They constitute with the K.rishoa subjects, the lyrical phase of Rajpilt 
painting. · . . 
The example here reproduced is from a Ra.ga Mala belonging to Mr. Gogonendroni!.th 
Tagore. The Ra.ginr Torr is thus described . 
cc Having a shining snow-white form, white as the kunda-B.ower, scented with Kashmrri 
camphor, Torr, embowered in the woods, charmeth the deer with the honeyed sweetness of 
her vina' s sound.'' 
The introduction of animals attracted by the music is a motif found also in other R!lginr 
pictures. This orphic motif occurs also in the Laila-Majniln pictures, where the animals 
come to hear the songs of Majniln, and in K.rishoa pictures, where the cows are represented 
as rapt by the sound of Krishoa's flute. · 
The picture re.Jlroduced has especial charm. It has all the sweet purity and tenderness which, 
in Europe, we find in the work of the early Italians, and has yet so much character that is its 
own. It dates probably from the seventeenth century, and belongs to the Ra.jpilt school
perhaps J aipur-practically unafFected.by. Persian or other foreign influence. 
Size of original. Collection of Mr. Gogonendronath Tagore. 

~ 

PLAT~ V. Ba.z Bahadur and Rupmatr. 
This picture, of which many copies and versions exist in different collections, is on~ of ~hose 
studies in night efFects, of whicli Indian painters were so fond.* The torch of a gu1de hghts 
up the faces of the riders and gilds the sandy valley through which they pass. The rocky 

*See "fhe Studio,' September, 1910. .A version if the present picture it reproduced in colo11rs 
in Havelfs Indian Sculpture and Painting, Plate LXIY. 
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· hills be ond are seen clear in the moonlight, w!t~ a Jittle sleeping woo~ between the~.· Far 
up on rhe hillside there is a w~ite palace VlSt~l~, and Rilpmati pomts towards lt. The 
horses are half-dyed red, after R1iJpilt custom.t · . . . 
It is said that Baz Bahadur (Silr Bayazrd)' a Musulman kmg ofMillwll, after a ~eyere defeat 
at the hands ofDilrgllvatl, the Hindil queen of Man?algarh, ~~ve up the ambttton of co~-

uest,and turned to love and song. Rilpmatiwas ~ Hmdil mustctanfamous throughout l?dta 
for her beauty and her skill. For long these two hved only for each other; by day and mght 
they were together. At last (I s64 A.D.) Akbar's General Adham KhAn co?quered Ma.lwil 
and captured Rnpmatl, Then to avoid his importunity, Rnpmati too~ p01son. Such was 
the tragic end, that made of their lives a story never to be forgotten. m the annals ?f t~e 
Land ot Princes. Their love is the theme of many songs: surely, too, 1t finds expresston m 
this'paintedsong'ofpureromance.. , ·. . 
The Arn-r-Akbarl adds" Ba.z..Bahadur and his Rilpmati he buned together. Thetr tomb 

. stands in the middle of a tank in Ujjain," . · • . . . . . . . 
Size of original 7 x xo inches. One of two almost tdenttcal coptes m the collection of 
Mr. c, H. Read .. 

· PLATE VI. Kabrr.· 
~ ' . . 

Kabrr ( 1 38o-14zo A.D.) was the most famous ofRilmanuja's twelve disciples. His teaching, 
in which the beliefs of Hinduism and Islil.m are closely liriked, laid the foundation for the 
subsequent development of Sikhism. A weaver by caste, he taught the spiritual equality of 
all men: differences in caste, rank,' or religion, and the viCissitudes oflife, were all equally 
maya, illusion. The way to emancipation and to peace was not by ritual or sacrifice, but 
through' loving faith (b/zall/1) in 'God; it mattered not if God were called Rama or 'All. 
Kabrr is well known as a writer, as well as a religious reformer: his sayings are constantly 
quoted both by Hindns and M usalmans, and bulk. largely in the Sikh scriptures • 
.e. The picture reproduced is a late copy of the traditional picture of Kabrr, of which very 
many examples occur. He is represented as weaving: two disciples are seated by him, one· 
in a coat of many pieces, the other playing a sort of viola. The whole scene is significant of 
the conditions of life under w~i.ch Indian religious. thought of the. devotional type has 
generally developed: these conditions are complementary to the monastic environment of the 
more purely philosophical schools. The half closed dreamy eyes of Kabrr, the crossed 
hands of one disciple, and the lyrical simplicity of the surroundings give to the whole a 
wonderful sense of peace and sweet gentleness. . • · . • 
Although the actual composition is traditional, the technique of this painting shows clear 
traces ~f European influence, which is seen in the tre~tment oflight and shade, the rounded 
mo~elling of t!te tre~ and general appearance of relief: the picture is only quite Indian in 
subJeCt and destgn. . 
British Museu~ ~S. ADD. 2 19~8, fol. :zoa. Width of original picture St inches. " Late 
copy of the tradltlonal representation of Kabrr, of the Ra.jpot Schools. . . 

tC.f. Chand BI!Jf 1 horse on Plate III.; dyed partly black.. 



INTRODUCTION. 

T HE forty~two pl~tes w~icn are included .in this portf~lio of' Selected Examples 
of lndtan A:rt ~re mten~ed t~ ~r~vtde for scho~ls and colleges· in India, 

. Museums,, Ltbranes and pnvat7t~d1V1duals, a convement series of more adequate 
reproductiOns of Ind1an sculpture and pamtmg, than those at present available elsewhere 
M. Gustave le Bon has very pertinently remarked . ' 
"It is not from the cuts or bad lithographs which appear in certain works on Hindu 
Mythology that one can form any idea of the sculpture. It really seems as if the authors 
of these works had made a point of selecting the most wretched examples. It is owing to 
these unfortunate reproductions that there has been formed the opinion now prevalent in 
Europe, that Hindu sculpture is a quite inferior art." 
Indian art, .still' the least kno"Yn .and least accessible,' of Asiatic art, ~as suf!ered too l?ng from 
archreologtcal rather than art1st1c treatment. The most carefully mvest1gated penods have 
been the Early Buddhist, B.c. 250-A.D. so, and the Greeko-Buddhist (A.D. 50-350) or 
Gandha.ra. Neither of these periods covers the time of great achievement in Indian 
sculpture or painting. · 
The twenty-seven plates of sculpture here reproduced range from about the fourth to the 
sixteenth century. One only is somewhat earlier, the • Elevation of the Bowl R!!lic' from 
Amara.vati. This may be of the second or perhaps the third century A.D. I have chosen 
an example rather illustrating the development oflndian feeling, than one in which traces 
ofGreeko-Roman influence are obvious. 
The next sculpture in point of age is the fine Buddha of the Gupta period, from Sa.rna.th, 
shown on Plate XXII, and after this come the sculptures of the 'classic' period of Indian 
art, when its ideals we.re most perfectly and most beautifully realised. The Avalokitetvara 
(Plate XXI) and the Kapila (Plate XXVI) from Ceylon best illustrate its characteristics. 
These may be provisionally assigned to the seventh century. 'Probably somewhat later is 
the beautiful standing Maitreya (Plate XX) from Ceylon. · . · 
Of about the same date (eight century) is the reclining figure ofVishQu from Ma.mallapuram 
(Plate XXXVII) and the' Death ofHiraQ.yaka§ipu' from Elurll. (Plate XXXVI). 
The Mah11.ya.na Buddhist sculptures from Java form a group by themselves, all probably later 
than the tenth century, and some-certainly the beautiful Prajfii!.pll.ramita. and Mafiju§ri 
(Plates XVI and XVII)-as late as the fourteenth. From Java there are also examples of 
Hindo. work, the magnificent GaQ.esha of Plate XXXIV and the Durga. of Plate XXXV. 
Probably sqmewhat later- I Ith or uth century-is the Sa.rna.th Tll.ri!. (Plate XVIII) and 
the Ceylon Buddha of Plate XXIII. 
From these we return to the Saivite bronzes of Southern India and Ceylon,-the three 
figures of Siva (Plates XXVII-XXIX),. a Saivite saint (Plate XXXI) and the probably 
comtemporary colossal ston.e sage and the bronze Pattini of Plates XXXII and XXXIII. 
These range from about the tenth or eleventh to the sixteenth century in date. The figure 
of U mil., Plate XXX, is distinctly late, and lacks the finest qualities of the earlier work. 
Finally there is the group of Medialval Mahi!.ya.na Buddhist figures from Nepal. The best 
of these are probably older than the fifteenth century.. .. 
These selected !!Xamples are merely illustrative of the general character of Indian sculpture. 
They are not intended ~o provide a. consecuti~~ historr, but to form. a series of typi~al 

. examples,-so far as avatlable 111atenal allows-illustratmg rather Indian art than lnd1an 
archalology. . . · · ' · · 
The reproductions of paintings, though far more costly, are less satisfactory than those of sculp- · 
ture. No known process perfectly reproduces the extreme delicacy oflndian mipiatures. . . 
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No attempt has been made to illustrate the wonderful cave paintings of Ajantll., the best of 
which date from the fifth and sixth centuries •. It is expected tha~ Mrs. Herringham's 
important study of these will be publis~e~ next year by t~e India Soctety. 
The fifteen paintings reproduced* are mmt~ture~ of th~ Rll.JpOt, Muphal, an~ modern schools 
of Indian painting. The .firs.t five are Hm~o_m sub~e~t, and thetr techmque for the most 
part belongs to the purely mdtgenous, or Ra.Jp.ut, tradttton. Only the first shows perhaps 
some trace of Mughal or even of European mfiuence. .The work of the Kllngra Valley 
school appears to be absolutely unaffected by any foreig~ influence. . . 
The next six pictures (Plates VII-XII) are properly deswbed as M ughal. The exqumte 
Laiia.-Majnon (Plate XII) is the earliest o~ these, and would be right!~ described a.s Indo
Persian. The developed Mughal style, whtch owes much to Central Astan and Peman, and 
most of all to indigenous, as well as something to European and Chinese tradition1 is of the 
seventeenth and early eighteenth century. To this period the remaining Pictures (Plates 
VII-XI) belong. The last three paintings (Plates XIII-XV) illustrate the work of the 
modern school of Indian painting. . 
I have to thank especially Dr. Willey, lately Director of the Colombo Museum, Mr. Edgar 
Thurstan, lately Director of the Madras Museum, Mr. E. B. Havell, Mr. K. Natarlljan of 
Tanjore, and Mr. Abanindronath Tagore, Vice-Principal of the Calcutta School of Art, and 
Bll.bu Sitamm Lll.l of Ben ares, also Professor Griinwede~ Professor E.G. Browne, Mr. Vincent 
A. Smith, and Mr. H. Beveridge for very kind assistance in lending, photographing or 
identifying various sculptures and paintings. ' . . · 
I have also to thank my kind friends Narottam Morarjee Goculdass and Dharamsey 
Morarjee Goculdass ofBombayfor a subscription of[. I oo towards the expense of producing 
the present work. I need hardly say that the work of describing and illustrating Indian art 
which I have undertaken, has always involved me in considerable loss. . 
My best reward for the labour of collecting and publishing the examples contained in this 
portfolio, would. be to know that it obtains a wide distribution in schools and colleges 
through?ut lnd1.a. I h?pe at .a later d~te to publish w~rks in book form dealing more 
systemaucally w1th special penods, or With the whole h1story of ar~ in India. Here I 
propose only t? append bril!f descriptions of the paintings and sculptures illustrated, leaving 
the reproductions to speak for themselves. · 

• ANANDA K. COOMARASWAMY • 

• Plates I, II, YII, and XII have been very carefully reproduced for me !Jy Mmrs. Grigg; of 
Peckham: As many a!.forty_-jive printings were made in the case of Plate II. Plate rill is a six 
colour prrnt lJy the Med:ct Socrety. Plate XP' is a Chromoxylograph !Jy the KDkka Co. of Japan. 
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