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FORKWORD 
 

Dr. B. K. Apte's work ' Maralha Wall - Paintings ' present s in detail, an account of the 
paintings in the mansions at Wai, Menavali , Satara and Pune and would enable lovers of fine 
art to know the art of wall- painting of the Marathas in the eighteenth and nineteenth centuries. 
The historic mansions in which these paintings are located are likely to fall a prey to the ravage 
of time. Some of them are already giving way and even where such mansions are standing, the 
paintings therein are effaced. It is for this reason that Paintings from Nagpur, Chandrapur, 
Chandwad, Washim etc., could not be included in the present study. For various reasons, 
therefore, Dr. Apte' s book is likely to be the only available record on Maratha Wall Paintings for 
the future generation and anyone desirous of knowing about the art of wall- painting of the 
Marathas will have to refer to this work. 

 
In the eighteenth century when the Maratha power was at its zenith princes and 

noblemen had time and money to spare for fine art. With their increasing contacts with Mughals 
and the rulers of Rajputana and Deccan, they had developed a taste for fine arts. This found its 
expression even in the sphere of wall- paint ings. The Rajasthani style was then in fashion ih 
wall- paintings, book- illustrations and miniatures. The Peshwas, therefore, turned to Rajasthan 
and invited the famous painter Bhojraj from the Jaipur Darbar to delineate paintings in their 
palace, Shanwarwada, at Pune. The Rastes too, seem to have invited Rajput painters to draw 
paintings in their Motibag palace at Wai. These paintings indicate the influence of Rajasthani 
style. The Deccani style which is equally important is found in the paintings of Belbag at Pune. 
One can notice this from the relevant pictures produced in this work, along with the descriptions 
thereon. The indigenous Maratha style free from any foreign influence is found in a few 
specimens produced from the wall- paintings from the wada of Jairam Swami of Vadgaon. 
These fragments have been preserved in the Shri Chhatrapati Shivaji Maharaj Museum at 
Satara. 

 
It appears that the Maratha style which was fertilized by the Rajasthani, Deccani and 

Mughal idioms could not develop to its full stature because of the impact of western style 
brought in by the British. 

 
Painting the walls of a house, palace or a temple with auspicious symbols or pictures of 

deities is an ancient Indian custom and was in vogue till recently. Perhaps, it is still practised as 
a religious custom in some areas. 

 
The tradition of wall- painting in the Maratha country goes back to the frescoes of Ajanta 

and Ellora. But the peculiarity of the Ajanta paintings bears no relationship with the Maratha 
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style. The latter follows the two dimensional style starting with the Ellora paintings. Traces of 
the Ajanta style are not to be found in the land of its birth. The method of painting the ceiling 
existing in the caves of Ellora was carried to the caves at Junnar and seems to have been 
imitated on the ceiling of the temple at Meneshwar, at Menavali.  

 
There are several references to the then extant wall- paintings in the Maharashtri Prakrit 

and Marathi of the medieval period. However, actual paintings of thisperiod arenot available.Dr. 
Apte has discussed these points in his introduction. 

 
It appears that a large number of wall- paintings produced in this book are on religious 

and mythological themes. For instance, the paintings at Menavali, Satara and Pune, depict 
Dashavataras, Mahishasuramardini, Kaliyamardana, Amrutamanthana, Krishna lifting Mount 
Govar­ dhana, Ganesha, Sita Svayamvara, Draupadi Svayamvara, Vishnu, Dattatraya, Brahma 
and so on. There are, of course, depictions of some other themes also, like Laila and Majnu, 
Rani Rupamati and Baz Bahadar in the Motibag paintings at Wai and the painting of the Bathing 
Lady at Menavali (produced on the back side of the jacket).  

 
Dr. Apte has taken great pains in preparing this book. I have no doubt that the 

historians, connoisseurs and even the lay observers will appreciate this work. I thank Dr. Apte 
on behalf of the State Board for Literature and Culture for allowing us to publish the same. I am 
equally grateful to Shri Alva, the former Director, and Shri G. D. Dhond, the present Director, 
Govern­ ment Printing and Stationery, Bombay, and all his staff for bringing out this work of art 
in such an immaculate way. I am happy that this monumental work is being published during 
my tenure of office. 

 
42, Yashodhan  S. S. BARLINGAY 
Bombay 400 020  Chairman 
26th January 1988  Mabarashtra State Board for Literature and Culture 
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PREFACE 
 
In 1952, when I was working as lecturer in History at the Elphinstone College, Bombay, 

I was invited as visiting lecturer to deliver regularlectures to the Intermediate Architecture Class 
on History of Culture by the Sir J. J. School of Art, Bombay. I lectured there for nearly three 
years. During this period I studied among other things, architecture and painting of the East 
and West with special interest. I also visited a number of historical places in Maharashtra with 
a view to acquainting myself with architecture and wall- painting of ancient and medieval times. 
This enabled me to see actually in a limited measure what I was studying while lecturing on 
History of Culture. In my visits to cities and the countryside in Maharashtra, I found that the 
wall- paintings in the wadas of the descendants of the once prestigious Maratha nobility and 
merchantmen were getting effaced. The owners were not in a position to maintain their 
ancestral wadas and the wall- paintings therein. Some of the wadas were pulled down in favour 
of new constructions, while others were giving way to time. I thought that the only way to save 
the situation was to reproduce the wall- paintings in the form of a book before they were 
destroyed for one reason or the other. For undertaking such a work, I had neither time nor the 
necessary means as I was busy at the Elphinstone College, Bombay, lecturing from First year 
to M.A., Classes, during my  service there from 1947 to 1957. In 1957 when I joined Deccan 
College Post- Graduate and Research Institute, Poona, as Reader in Maratha History, I placed 
before the Director, aresearch scheme entitled Maratha Wall- paintings, for financial assistance 
and sanction. It was accepted and a small grant given to carry out the scheme. By mid 1960, I 
completed the scheme which included a few paintings from the wadas at Wai, Menavali, Satara 
and Poona. From 1960 to 1973, I was at the Nagpur University as Reader and Head of the 
Department of History, and from 1973 to 1978, I was Professor of History at the Centre of Post-
Graduate Instruction and Research, Panaji, Goa, University of Bombay. During these years I 
approached the State Board for Literature and Culture, Government of Maharashtra, Bombay, 
requesting them to consider the research scheme, Maratha Wall- paintings, for necessary 
financial support. It was accepted and the required financial sanction accorded. 

 
When the sanction came, Shri Tarkatirth Laxmanshastri Joshi was the Chairman of the 

State Board for Literature and Culture and Shri D. Y. Rajadhyaksha its Secretary. I am indebted 
to both of them for their help. I am deeply touched to state that Shri Rajadhyaksha is no more 
to see my work in print. I retired from the Bombay University in 1978, and within a few years 
thereafter, Dr. Surendra Barlinge took charge as the Chairman of the State Board Literature 
and Culture. He did everything to speed up the publication of Maratha Wall­paintings. I am 
grateful to him. The former Secretary of the Board Shri S. D. Deshmukh, and the present 
Secretary, Shri P. R. Patil, promptly put through the matter when it came to them. I am also 
thankful to them. 
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My book is printed by the Government Central Press, Bombay. Shri R. B. Alva, former 
Director, Government Printing and Stationery, Bombay, offered me all help when I met him. 
Shri G. D. Dhond, the present Director, always made me feels at home in the vast Press and 
put me on to necessary persons to quicken the printing. Shri Anand Sabnis, the Art Executive 
has arranged the layout of the plates, the jacket, etc., beautifully. Shri P. S. More, Manager of 
thePress, and Shri A. C. Sayyad, Dy. Manager, and others, has taken every care to complete 
the work elegantly. I am indebted to all these worthies. 

 
Shri Janardan (Tatyasaheb) Balaji Phadnis, owner of the Nanawada of Menavali and 

Belbag, Pune, Sardar Anandrao M. Raste owner of the Motibag palace, Wai, and Sarvashri 
Kothavale, Patwardhan , Joshi of Wai, were kind enough to allow me to photograph the wall-
paintings in their wadas and include them in my book. I have nowords to express my gratitude 
to all of them. 

 
The photographs of the wa ll- paintings in the Nava Rajwada, Satara, and those of the 

fragment s of the wall- paintings from the wada of Jairam Swami of Vadgaon, now in the Shri 
Chhatrapati Shivaji Maharaj Museu m, Satara, have been produced here by the courtesy of the 
Department of Archaeology and Museums, Government of Bombay. I am personally thankful 
to its Director, Dr. A. P . Jamkhedkar for his prompt action in granting permission to take requi 
red pho tographs, and also to Shri Madhukar Inamdar, Cu rator (now  retired) of the Shri 
Chhatrapati Shivaji Maharaj Museum , Satara, for the help he rendered in photo­ graphing the 
wall- paintings. 

 
Professor P. V. Patwardhan kindly allowed me to prepare hand reproductions of the 

two paintings from his wada at Tasgaon. I am thankful to him. I am thankful to Shri R. R. Prabhu 
of Bombayfor photographing the Wall- paintings very carefully, I am thankfu l to my daughter 
Sou. Ujvala Shriram Nanal for preparing the typescript of my wor k and helping me in correcting 
the proofs at all stages. My friend Dr. Bhayyasaheb Onkar, Readerand Head of the Department 
ofArt and Printing, S.N.D.T.  College, Pune, and Ex- Dean of Fine Arts Faculty,S.N.D.T. 
University, Bombay, made several suggestions when my work was in progre ss. I am gra teful 
to him. 

 
I cannot help expressing once again my grateful thanks to the State Board for Literatur 

e and Culture, Goyernment of Maharashtra, Bombay, for their financia l assistance, withou t 
which this work of mine could not have seen the light of the day. 

 
Dr. B. K. APTE 
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INTRODUCTION 
 
This work is a narration of the mural paintings at Wai, Menavali, Satara and Pune, 

pertaining to the Maratha period, presented from the historical point of view. The term Mara 
tha is taken as coextensive with Maharashtra of the present day, comprising Western 
Maharashtra, Marathawada and the Nagpur - Vidarbha region. Wall- paintings of only four 
places from the districts of Satara and Pune are discussed here. Those from other places like 
Nagpur, Chandrapur, Washim, Chandwad and Chandori (Nashik district), Malkapur 
(Kolhapur district), Nippani, Pashan (Pune district) etc., have been excluded fro m this study, 
because most of them have been effaced. 

 
Most of the extant mural paintings are of the eighteenth and nineteenth centuries. The 

paintings at Wai, Menavali and Pune are of the eighteenth century, i.e., of the Peshwa period. 
The Paintings at Satara are of the nineteenth century. Paintings of the seventeenth century 
except those in the Wada of Jairam Swami of Vadgaon, district Satara, and of the preceding 
centuries have notyet been found. 

 
Throughout the medieval period, Maharashtra or the Maratha Country formed part of a 

vaster region known as the Deccan, together with Karnatak and Telangana- And hra. According 
to Muhammad Kasim Hindu Shah, Firishta, historian, first at the court of Ahmadnagar Nizam 
Shahi and then at the court of Bijapur Adil Shahi, Deccan was co- extensive with the area under 
the Bahmanis. [H. K. Sherwani and P. M. Joshi SHistory of Medieval Deccan, Vcl. I, 1973, p. 4.]  In the north it 
stretched from Daman to Elichpur excluding Khandesh, and ran south- eastward from Berar to 
Rajahmundri, and had within it the delta region of the Krishna with the coast. From here the 
boundary line went towards west reaching the Bankapur region. From Bankapur the entire west 
coast northward as far as Daman was within the Bahmani Kingdom. [ Ibid, See map, p. 206.] In 
ancient times the whole region to the south of the Narmada was known as Dakshinapatha. In 
the history of Maharashtra and the entire south, medieval period commences with the fall of the 
Yadavas of Deogiri at the hands of the Khiljis in A.D. 1318. This was an epochmaking event. It 
did not just bring in political domination of Islam, but Islam, the faith of the foreign conquerors 
effected far reaching changes in the socio­religious life of ihe Hindus, challenging their culture 
or their very way of life. We are concernedwith the influence of Islamicart in general and of 
painting in particular, on the Maratha Country under the Bahmanis and then under the Sultanets 
of Ahmadnager and Bijapur. 

 
We notice keen consciousness among the Marathi speaking people of their separate 

indentity from the pre- Jananadeo period. Jananadeo in his work Bhavarthadipika (A.D. 1290), 
a commentary on the Bhagawadgita in Marathi, says that he has employed such melodious 
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words which in flavour surpass nectar itself. [Sartha Shri Jnaneshwari, 1986, 6th Edition, p. 147. Ed. Balkrishna 

A. Bhide.] He also refers to the Maharashtra- mandal, and the just rule of king Ramachandra 
Yadav, whose kingdom was the abode of all arts. [Ibid, p. 885.] Yet in another work narried 
Mahikavatichi Ilakhar of C.A.D. 1448, we have the term Maharashtra Dharma. The author of 
this work wants that the people of all castes from Maharashtra should come together for the 
re- establishment of Maharashtra Dharma which they had forgotten during the long rule of Islam. 
For instance, the Kshatriyas having forgotten their duty of defending. The country had taken to 
the plough. [Chhatrapati Shivaji Coronation Tercente11ary Commemoration Volume, Ed. Dr.B. K. Apte (1974- 75), article by 

V. T. Gunc, pp. 92 - 97.] They had thus given up their Dharma. In the seventeenth century, Saint 
Ramdas, the spiritual Guru of Chhatrapati Shivaji, gave the call that all the Marathas should 
unite and work for the propagation of Mahara shtra Dharma. Similarly, Chhatrapati Shivaji 
appealed to the Muslim kingdoms of the South that the Padashahi (sovereignty) of the Deccan 
must rest with the Deccanis. [Shiva Charitra Nibandhavali, Shaka 1851, p. 370.] It is obvious from this brief 
account that the people of the Maratha Country were actively conscious of their separate 
identity linguistically, culturally, geographically and also politically from the pre- Jnanadeo 
period. They were also aware that when opposed to the north- Hindustan for political purposes, 
they were Deccanis first. Let us see later how far this consciousness exhibited itself in the 
sphereof painting, the subject of our discussion. 

 
Historically, when we try to trace the tradition of Maratha wall- painting, we land in the 

Mara thawada region where we have the famous frescoes of Ajanta, north of Deogiri the 
metropolis of the Yadava kings. There are in all twenty- eight caves at Ajanta, of which twenty­  
three belong to the period A.D. 320 to 750, and the remaining five to the earlier centuries dating 
back to the pre- Christain era. This was the most glorious and creative period in the history of 
Indian architecture, and the movement that had been started earlier culminated in the 
architectural formsand style in the caves of Ajanta. It had also great possibil ities for the 
development of future temple architecture. [History and Culture of the Indian People, Vol. III. The Classical Age, 

Third Edition, 1970 p. 471. Ed. R. C. Majumdar, Bharatiya, Yidya Bhavan, Bombay.] Architecture and wall- paintings 
flourished simultaneous ly as limbs of a single creation, and it was during this period (A.D. 320 
to 750) that the spacious walls of the Ajanta caves came to have paintings in harmony with the 
architec­ tural surrounding. Most of the paintings in the Ajanta caves are not in tact except 
those of Caves I, II, XVI, XVII and XIX. [Ibid, p. 545.]  Paintings in these caves depict a lively world 
of gods, nymphs, kinnaras, together with kings, nobles and commoners, sages and beggars, 
living in heaven, palaces,forests  and wayside gardens, belonging to different ethnic groups. 
The vegetation and flora look quite fresh and varied. The scenes show a highly cultured society 
living in comfort. The figures are elegant, full of expression and convey different moods and 
sensibilities suitable to the story they tell, without aparallel in the history of painting. At the same 
time the material life is lifted to a higher spiritual plane by the figures which exhibit mystical 
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mood. The figures coming forth to the surface of the wall seem to emerge from the depth of 
consciousness. Each figure, each story, is so placed on the wall that the viewer's eye passes 
from one event to the other without any effort. Ibid, pp. 547- 548. The Ajanta caves are devoted to 
Buddhism depicting important events from the life of Buddha as narrated in the Jatakas. 

 
The dying princess (Cave XVI), return to Kapilavastu, the wheel of causation, the 

Apsaras (Cave XVII), Buddha the Padmapani and Avalokiteshwar (Cave I) are classical and 
exquisite. Cave XIX displays mastery of composition, and Cave II brings to perfection modlling, 
colouring and direction of forthcoming. Solidity and the third dimension presented prismatically 
exhibit the limits which colour can accomplish. Ibid, pp: 548- 550. Painting to the Indian mind of the 
ancient days was superficial and ephemeral, compared to art in stone which had lasting value 
and was capable of expressing deeper consciousness. This appears to be an important reason 
why painting could not reach the heights attained by sculpture. 

 
The tradition of Ajanta paintings passed to the caves at Bagh (C.A.D. 508), one 

hundred and fifty miles to the north of Ajanta in Madhya Pradesh, to Badami (6th century A.D.), 
Sittannavasal and the Shiva temple at Kanchipuram (7th century A.D.), all except the first, in 
the south. These paintings differ from those of Ajanta only in respect of local variations, the 
Ajanta base remaining as a constant idium. [History and Culture of The Indian People, Vol.III. The Classical Age, 

Third Edition, 1970, p. 542. Ed. R. C. MaJumdar; BharatiyaVidya Bhavan, Bombay.] The Wall- paintings at Verul-
Ellora, dating from about the eighth century, indicate in stages the emergence of a new 
tradition, two dimensional, different from that of Ajanta [Ibid, p. 545.] 12, the direction of 
forthcoming.  The first layer of paintings in the Kaila snath temple at Ellora roughly belongs to 
the end of eighth century, the second to about A.D. 900 or later, and the one in the Indra 
Sabha, Cave No. 33, to about A.D.  1100. All these are on the ceiling. [Stella Kramrisch- A Survey of 
Painting in the Deccan, First Indian Edition, 1983, p. XI (Plates V, VI, VII).] 

 
As to the technique of wall- painting, the Vishnu- Dharmottara- Purana, a work of the 

Gupta age, provides details like preparation of the wall, outlining, colours, classification of 
paintings, the places of their delineation, expression etc. [lbtd., pp. 542 - 546.] According to 
specialists, the Ajanta paintings are fresco secco (painting on dry plaster) and not true frescoes 
or fresco buonu [Ibid., p. 546] (painting on  freshly laid wall).  

 
The mural paintings at Ajanta and Ellora were being drawn for centuries as and when 

the caves were getting ready. Till the end of the eighth century, paintings atAjanta and then at 
Ellora upto A.D. 1100, must have been a living art carrying its influence far and wide. Actually, 
Ajanta style was carried to Bagh (Madhya Pradesh), Badami, Sittannavasal and Kanchipuram 
in South India, and thence to. Ceylon, from where it went to other countries. Hundreds of 
pilgrims must have visited Ajanta as a hly place. But one wonders how the tradition of wall-
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painting of this place worthy of imitation has left no traces of its art in the whole of Maharashtra. 
Some scholars think that thework atAjanta stopped dueto the defeat of Pulakeshi II of the 
Chalukya dynasty at the hands of Narasinha Yerman Pallava inA.D. 642, and chaos prevailed 
in the Deccan. [ Ibid.,  p. 482] According to late Professor Nihar Ranjan Ray, Buddhist art in the 
Deccan as represented by the examples at Ajanta and anheri was already on the verge of 
collapse and disintegration in the fifth or sixth century. [ Ibid., p. 536 ]  A century or two after this 
i.e., in the early decades of the ninth century, when Buddhism was on the decline, Ajanta art 
must have suffered greatly. This was the time when the Adya Shankaracharya, the greatest 
exponent of Advaita Vedanta set out for the re- establishment of Vaidika religion and defeated 
Pandits of other schools and religions in dialectics. Thus, sometime in the ninth century or 
shortly thereafter, Ajanta Chaityas and Viharas came to be abandoned for want of support,  
though we do not know when exactly this happened. 

 
At Ellora there are Buddhist, Brahmanical and Jain caves. The first date between A .D. 

550 and 750, [ Hiswri- and Culture of The Indian People, Vol. III. The Classical Age, Third Edition, 1970, p. 484. Ed. R. C. 

Majumdar, BharatiyaVidya Bhavan, Bombay.] the second from about A.D. 650, [ Ibid. , p. 494. ]  and the third 
from A.D. 800. [ Ibid.,  p. 499. According to Stella Kramrisch, The Paintings in the Indra Sabha, Cave 33, date to about A.D. 

1100, see foot note 12- A, above.]  After 800 A.D. strctural constructions in brick replaced cave 
excavations, a movement which had been started earlier in the Gupta age. As a result, cave-
scooping gave way to brick buildings, and when the latter succumbed to time the paintings in 
them were- destroyed. We, therefore, do not find traces of the wall- paintings of the Ellora type 
in Maharashtra. It has perhaps left some of its characteristics on the ceilings of the Junnar caves 
and the ceiling of the temple of Meneshwar at Menavali. 

 
Thus, from the time the wall- paintings at Ajanta and Ellora went out of vogue without 

leaving their traces in Maharashtra, to the Peshwa period- late eighteenth century- there is a 
long gap of several centuries devoid of mural paintings. However, literary references in ancient 
Maharashtra, first in Maharashtri Prakriti and then in Marathi testify to the existence of 
wall­paintings. About the second century B.C., the  Gathasaptashati and the Lilawai A.D. 800, 
both in Maharashtri Prakriti refer to wall- paintings. Later, in the Mahanubhava literature, and 
the Bhavarthadipika of Saint Jnanadeo in Marathi, belonging to the thirteenth century, there 
are references to wall- paintings. Then the work Ushaharana (A.D. 1378 to 1428) by poet 
Chobha, and Rukmini Swayamvara of Krishnamuni (A.D.  1602) are important landmarks so far 
asmural paintings are concerned. There are details regarding the technique of preparation of 
the wall, colours and the themes to be painted etc. [ Dr. Kamal K. ChavanSMaratha Murals, 1983, pp. 9- 14.] 

All this has been carefullybrought out by Dr. Kamal K. Chavan in her introduction to Maratha 
Murals, 1983. This proves beyond doubt the existence of the art of wall- painting in Maharashtra 
in ancient and medieval periods. But one does not know anything about its style or the artistic 
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heights it had reached to claim an independent school of its own, comparable in anyway to the 
mural paintings at Ajanta or Ellora. 

 
Extant wall- paintings of the Marathas are available from the Peshwa period. The first 

Peshwa, Balaji Vishwanath, helped his master Shahu in installing him as the Chhatrapati of the 
Marathas, and brought for him the Sanads of Swarajya, Chauthai and Sardeshmukhi from the 
Mughal emperor. After Balaji's death; his son Bajirao I, became the Peshwa. Under his able 
leadership the Maratha power expanded in every direction with Poona as the centre. With the 
right to collect Chauthai secured from the Mughal emperor, heled campaigns into Malwa, 
Gujrat, Bundelkhanda and other parts of Madhya Pradesh, the Portuguese territory and 
Karnatak. He transformed the Swarajya of Chhatrapati Shivaji into a Samrajya for all practical 
purposes. He was welcomed at the courts of Rajastan- Udaipur and Jaipur- as the leader of the 
Marathas. Ujjain, Indore, Gwalior, Jhansi soon became centres of Maratha power. A new era 
was ushered in, not only in the sphere of politics but also in the domain of culture. Riches 
followed power and the Peshwas and their courtiers developed a new taste for art objects, 
icons, architecture, paintings, decoration, illustrated pothis (manuscripts) etc. Maratha art 
which had suffered a setback during the long rule oflslam began to acquire a new dimension. 
For illustrated pothis they looked to Udaipur, and for painting their model was Jaipur which had 
its own tradition. The contacts of the Peshwas with these two Rajput houses were close. They 
therefore chose the Rajput style of painting then in fashion, in their palace. Others were not 
slow to follow this. It is a recorded fact that for delineating paintings on the walls of the Shaniwar 
Wada, Bhojraj and renowned artist from Jaipur was invited. [ Parasnis D. B.SPoona in the Bygone 

Days,.Bombay, 1921.]  He might have brought with him a few artists to help him. A class of artists 
known as Chitaris in Maharashtra executed paintings on wall. Jinagars or saddle- makers too 
did the work. Ragho, Tanhaji and Anuprao were profecient painters and decorators. [ Dr. Kamal 

K. ChavanSMaratha Murals, 1983, Delhi, p. 16.]  Raghunathrao Peshwa asked Nana Phadnis to send one 
Mankoji to Trimbak to do paintings. The portraits of Sawai Madhavrao Peshwa, Nana Phadnis 
and Mahadji Shinde were prepared by an English painter named Wales. [ Ibid.,  p. 17.]  Gangaram 
Tambat was trained in his school. All this means that there were capable Maratha artists, but 
they do not seem to have the fame of Bhojraj or Wales because they had no school or tradition 
of their own as high as the Rajput. On the other hand the Rajput schools of painting whether 
on wall or on paper held its own position inspite of Mughal influence. The Peshwas therefore 
naturally turned to Jaipur and Udaipur for wall- paintings and illustrated books, as they had 
close relations with them. It is important to observe that the manuscripts of the Mahanubhavas 
and the Bhavarthadipika of Jnanadeo belonging to the latter half of the twelfth and thirteenth 
centuries are without illustrations. At the courts of Ahmadnagar and Bijapur, Persian 
manuscripts were imported and also locally prepared, the pages of which were beautifully 
decorated.  [ Dr. Usha R. RanadeSManuscript lllustrations of the Medieval Deccan, 1983, Delhi, pp. 25- 26.] But they did 
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not influence Marathi manuscripts. There is no evidence to show the existence of manuscript 
illustrations in the Deccan (Maharashtra included) in the sixteenth and the seventeenth 
centuries. Manuscripts were prepared traditionally without illustrations. 

 
Illustrated manuscripts mostly religious, were obtained by the Peshwas from A.D.  1747, 

from Udaipur. [ Ibid.,  pp. 12S17.]  Later, they came to be prepared in Poona. Just as there are no 
wall- paintings in Maharashtra after Ajanta- EIIora, till we come to the Peshwa period, eighteenth 
century, there are also no manuscript illustrations till we reach the eighteenth century. Strangely 
enough the position of miniature paintings and portraits is not much different. Of the five 
available portraits of Shivaji not a single is prepared by a Maratha painter. One of them on 
horse- back was drawn by Mir Muhammad prior to A.D. 1686. [ Jadunath SarkarSShivaji And His Times, 

1929, after p. XII.]  One in standing position shows Deccani influence ( Bijapuri) in costume, colours, 
head- dress, slippers etc.  [ Sardesai G. S.SNew History of The Marathas, Vol. I, 1957, p.17.] The well- known 
portrait of Saint Ramdas with a loin- cloth and pattens in profile, was drawn by his disciple 
Bhimswami from Karnatak. The portraits of the Marathas speak for the influence of 
Rajastaniqualm. The glorious tradition of wall- paintings at Ellora and Ajanta flourished in 
Maharashtra, literature in Maharashtri Prakriti and Marathi is replete with references to painting, 
yet, over a number of centuries till we come to the eighteenth, there is, as observed, a total 
absence of painting in any from either on wall, or on paper, or on book - pages. 

 
Coming to the Maratha paintings in the Matibag palace of the Rastes at Wai, Rajastani 

influence is dominant as in Plates 10, 11, 13, 18, 20, 23, 24, 25 and 26. Ragini Hamvira (Pl. 13), 
An Amorous Couple (Pl. 18), Lady Smoking Hukka (Pl. 20), Laila and Majnun (Pis. 23, 24), 
and Rani Rupamati and Baz Bahadur (Pl. 26), areworth noting. Similarly, Plates 30, 31, 32 in 
respect of figures, background etc., are Rajastani. There are a number of other paintings in the 
Motibag palace done after the Rajastani style. However, Plates 2, 3, 4, 5, 7, 8, 14, 15, 27, 28 
and Plate 34, display Maratha costume, their musical instruments and themes peculiar to them. 
The Painting of Chhatrapati Shahu (Pl. 28), A Brahmin Sardar (Pl. 5), (Pls. 14, 34) and a few 
others are typically Maratha, though the possibility of their being drawn by a Rajastani artist to 
cater to the taste of the Rastes cannot be ruled out. 

 
The size of the paintings in Plates 2, 3, 8 to 25 and 27, 29, is 10" x 7·5 "; they therefpre 

can be taken as miniatures on wall. There are in all one hundred and eight paintings of this size 
on the frieze of the hall in the Motibag palace. The figures in these paintings are highlighted by 
using colours in their delineation, which contrast well with those in the background. A number 
of figures have deep green, yellowish green, blue and whitish colours in their background. The 
painting of Chhatrapati Shahu (Pl. 28) brings forth all the characteristics associated with him -
his fondness for falconry and love for easy life. In Plate 26 (3' x 4'), Rani Ruparnati and Baz 
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Bahadur are galiopping mounted on white steeds, followed by attendants. The party is passing 
through woods or the countryside, symbolized by small rounded trees and game. The figures 
though in profile are in sharp lines and the scene conveys dynamism. The painting is set in an 
arch. In all the paintings of Motibag, rounded trees, small trees with broad leaves and tapering 
cypress trees have set pattern.  

 
The paintings in the Nana Phadnis wada at Menavali are roundish, forceful and in action 

which overcome stillness of their profile postures. In documentation and costume they are 
Maratha. The setting which in many cases is Rajastanihad become part of Maratha painting. 
The large paintings measuring 3' x 4' are placed at the centre of the wall, and the small ones 
above them arranged horizontally run from one wall to the other at right angle when the depicted 
story needs continuous narration. Thisis found in the case of the Dashavatara paintings and the 
Maratha army on the march. Milk- maid (Pl. 41) is a robust rustic girl displaying her youthfulness 
by her curved hips and breasts. Mahishasuramardini dashes forth to kill the demon (Pl. 49). 
The painting is done on a bright pink surface. Krishna with Ashtanaikas (frontispiece) is  done 
on a mossy green surface. Krishna is larger than any of his beloveds as he must come in contact 
with each one of them. The saris of the naikas display variety of colours. All are sitting on a 
chaurang under a pavilion. Dattatreya (Pl. 48) is typically Maratha, robust  and plump in order 
to be attractive, though he should have been slim or emaciated as he is a yogi. He offers a full 
front view as Brahma, Vishnu and Mahesha combined in one must be seen at one stretch. 

 
This is a rare type of Datta. The Dattatreya cult is very popular in Maharashtra. The 

satvika or righteous disposition of Vishnu (Pl. 42) is shown by his yellowish complexion. On 
either side of Vishnu are tapering flower- plants in place of the usual votaries. This, with a rose-
bud in one of his hands is non- conventional. He has iconic presentation. The composition of 
the Bathing Lady, backside of the Jacket, presents deeper background with the garden in 
front, then the place where the young lady is bathed, the door and the dome, and the sky with 
a few patches of clouds at the end. All things from the garden in front to the sky at the back-
end are presented as visualised inwardly by the artist. The paintings at Menavali have Maratha 
characteristics i.e., short and sta tuesque figures, thick moustache and Marathi costume. 
Paraphernal ia such as rounded and tapering trees, gardens with smiling fountains, carpets, 
chandeliers, canopies or pavilions, guldastas etc., became part of Maratha painting, through 
the Rajastani medium, though some of these originated from the Deccani Muslim and Mughal 
courts.  

 
The paintings in the Nava Rajawada, New Palace at Satara, done sometime after A.D. 

1838, are different from those of Wai and Menavali. They were done when Rajastani influence 
had declined. Most of the themes of these paintings are from the Epics and the Puranas. There 
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are more human figures and other iterns in the scene as required by the story, as a result, trees 
forming part of the painting have been reduced to symbolically small size. Female figures in the 
paintings wear saris in the Maratha fashion. In PL 54- Pandavas on a Hunting Expedition- Bhima 
looks like a Maratha wrestler. The male personalities wear pagadis and dhotis. Most of the 
figures are in profile. The story delineated makes it incumbent to bring in a number of 
personalities to the scene as in Sita Swayamvara or Draupadi Swayamvara or Amrutmanthana. 
Documentation, material anddelineation in these paintings are Maratha. 

 
The paintings from the wada of Jairam Swami of Vadgaon are so far the earliest 

available. They can be taken to be long to the late seventeenth century. The personalities 
produced here are from the Mahabharata, Plates 59, 60, and 61. The figures with large eyes, 
dhotis and uttariya, though simple, are totally free from the Deccani Muslim or Mughal or 
Rajastani influence. They are truly Maratha. 

 
The paintings in the Shanwar Wada of the Peshwas, as already observed were drawn 

byBhojraj of Jaipur. 
 
The paintings in the Belbag belonging to Nana Phadnis have mostly Dasnavatara 

stories. The figures are slim in fine line- work with vivid colours. They have sharp and realistic 
features. The paintings of Brahma (Pl. 71) with two female attendants wearing bright vermillion 
˄ʲ˃ʺ˄ ʲʿʵ ʙ˃ʲʹʾʲV˄ ˁʺ˅ʲʾʳʲ˃ ʺʿ ʸˀʽʵ ˃ʶʾʺnd us of the Deccani style. 

 
Paintings of the early Maratha period at Junnar have been recorded in the Gazetteer of 

the concerned district, though they do not exist at present. The style of painting the ceiling in 
the caves at Junnar was carried on as in the temple of Meneshwar at Menavali with changes, 
as there is a long gap of time between the two. 

 
This brief survey leads one to conclude that the Ajanta style in the direction of 

forthcoming which reached its maturity in Maharahtra was forgotton or has not left its traces in 
the land of its birth. Painting as an expression of surface was the principle in the Deccan as 
represented by the Ellora paintings. This is found in the centuries that followed. Painting 
showing depth or perspective does not exist in the Deccan. Some of its elements were however 
introduced, when it came in contact with the western painting from the sixth century onward. 
Paintings in terms of surface and the direction of forthcoming do not represent the world as 
seen by the eye. Both delineate the world as it is in the mind. [Stella KramrischSA Survey of Painting in the 

Deccan, First Indian Edition, 1983, p. 3.] May be that the model for the direction of forthcoming was 
provided by what was carved in stone i.e., icons and sculptured objects. Representation in 
stone had permanent value than painting which was considered ephemeral. 
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After Ajanta and Ellora no wall- paintings are found till we come to the eighteenth 
century, though literary references in Maharashtri Prakriti and Marathi amply testify to the 
existence of wall- paintings in Maharashtra in ancient and medieval times. 

 
In the Maratha wall- paintings at Wai, in the Motibag palace of the Rastes, Rajastani 

influence is supreme. The paintings at Menavali in the wada of Nana Phadnis are Maratha in 
character. The Belbag paintings in Pune where descendents of Nana Phadnis stay at present 
show Deccani influence. The paintings in the Shanwar Wada of the Peshwas were done by 
Bhojraj of Jaipur. The few specimens of wall- paintings from the wada of Jairam Swami of 
Vadgaon, of the late seventeenth century, are purely of Maratha qualm uninfluenced either by 
the Muslim or Rajastani style. More specimens of this qualm are wanting. The Vadgaon Maratha 
style could not develop to its full stature. The Satara paintings which belong to the nineteenth 
century are again free from Muslim or Rajput influence. Cypress trees, gardens, founta.ins, 
guldastas etc., from the Rajastani painting had become part of Maratha delineation. 

 
The story of illustrated pothis or books in Mahata shtra is not different from that of wall­ 

paintings. Indigenous Maratha illustrated pothis areavailable from the eighteenth century. 
 

Dr. B. K. APTE   
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CHAPTER I 
 

WAI 
 
The town of Wai stands on the left bank of the river Krishna. The country around Wai 

was once thickly wooded. It is situated in the midst of the Pandavagad and Pasarani hills of the 
Sahyadri ranges which rise boldly against a clear blue sky. 

 
Wai is principally a town of temples and ghats. A good number of themhave been builtby 

the Raste family who enjoyed the title ' Sardar ' under Chhatrapati Shahu. 
 
Sardar Anandrao Bhikaji Raste ofWai built a beautiful palace called Motibag, ip.l787, 

about a mile and half from Wai. The palace today stands in the midst of a ruined garden, the 
fountains of which sprout no more. The palace was constructed with due consideration for 
setting. The front part ofMotibag resembles the Asar Mahal of Bijapur, with this difference that 
its arches are highly decorative and curved, whereas those of the Asar Mahal are simple like 
the Roman arches. 

 
Motibag is a two- storeyed building with beautiful wooden arches and cypress pillars. 

The space between the ceiling and the pillars has fine paintings done on the Rajput style. The 
walls too had paintings in brilliant colours depicting court scenes, domestic life, armies on the 
march and stories from the epics. Most of the paintings on the walls in the main hall on the first 
storey have faded away. Their fast fading condition has been noted in the Gazetteer of the 
Bombay Presidency, Vol.  XIX, 1885 A. D. [See this work p. 613.]  

 
In the main hall on the first storey of the Motibag mansion, below the border of the 

ceiling and above the pillars there arein all 108 paintings on all the four sides of the hall. In the 
four corners of the hall are paintings of Majnun. The matted hair of Majnun is beautifu lly arrayed. 
The four paintings of Majnun one in each corner creates some symmetry which is otherwise 
totally absent in the arrangement of the paintings. Excluding these four paintings of Majnun, of 
the total 108, 41 are in one lengthwise side with an equal number on the opposite. In the 
breadthwise section there are 11paintings on each side. The overall size of the paint ings is 10" 
x 7·5".  
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Motibag 
 

 
Plate 1SMotibag, front view, the hall on the first floor has paintings 

 
Plate 1SMotibag, front view, the hall on the first floor has paintings 
 
From the side facing the east, and beginning from its southern end, excluding the painting of 
Majnun in the corner, the following paintings have been selected. 
WALL FACING EAST (BEGINNING FROM SOUTHERN END)  
 
Ladies playing on Mrudang and Cymbals 
 

 
Plate 2SLadies playing on Mrudang and Cymbals 
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Plate 2SLadies playing on Mrudang and Cymbals 
 

Two ladies are playing on musicalinstruments.One is playing on a mrudang (a kind of tabor)  
with her hands raised up for striking against it. Her sari has slipped off her bosom while 
playingon the mrudang. Her bust displays her graceful form. 

 
The other lady is holding a pair of cymbals in her hands. The whitish complexion of the 

ladies makes a pleasing contrast with the pomegranate colour of their saries. Though the 
figures are in profile they do not suffer from stiffness as they are in action. They are adorned 
with the typical Marathi ormi.ments. Plates 2 and 3 together complete the musical performance 
in swara and tala. 
 
Ladies playing on Vina and Daph 
 

 
Plate 3SLadies playing on Vina and Daph 
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Plate 3SLadies playing on Vina and Daph 
 

The lady in front is playing on a daph- tambourine and is singing as is common with those 
whoplay on this instrument. She is wearing a pomegranate- coloured sari having a golden 
border. The other lady is playing on an ekatari (a monochord lute) and has raised her left hand 
in the ragadari gesture. Her sari is saffron- coloured having a golden border and her choli 
(bodice) is green. The foreheads of both the ladies are marked with kumkuma and adorned 
with a pearl Hindi. They are richly ornamented with nosestuds, necklaces, bracelets , anklets 
and garlands. Pearls are shown in white and bracelets ingolden colours.  

 
The hems of the saries going overhead are flowing gracefully balancing the pictures. 

 
Attendants with Staff, Abdagir and Whisk 
 

 
Plate 4SAttendants with Staff, Abdagir and Whisk 

 
Plate 4SAttendants with Staff, Abdagir and Whisk 

 
Three attendants are waiting upon a nobleman in the next picture. The attendant on the extreme 
left is holding a staff. The one in the middle is holding an umbrell a (abdagir) with coloured folds 
and the third one a whisk. All are wearing a knight's shirt and tight- fitting trousers. The middle 
one is putting on a pinkish- coloured shirt with a floral design. His turban is yellowish, and 
trousers white. The turban of the third attendant is pinkish. His shirt is green, trousers white 
























































































































































































