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FOREWORD

It gives me great pleasure in publishing the ‘More Documents of Jaina Paintings
and Gujarati Paintings of Sixteenth and Later Centuries’ by Dr. U. P. Shah. This em-
bodies a lecture delivered by him on 22nd February 1972 at the L. D. Institute of Indology
under the ‘This year’s University Lecture’ Scheme of the Gujarat University. More than
eighty illustrations are given in this monograph from the various sources selected by the
learned lecturer. We are thankful to their custodians or owners. We have mentioned which
illustration belongs to whom. :

In the field of Indian Miniature Paintings much work has been done by Dr. Coo-
maraswamy, Motichandra, Karl Khandalawala, U. P. Shah and others but still there remains
much to be done, especially so far as mediaeval Gujarati Painting is concerned. How
much field remains unexplored will be clear from this monograph. No doubt, the general
survey has been done by various experts but deeper studies of the various styles developed
in various parts of this great country during so many centuries is a desideratum. In this
present work Dr. Shah has very ably explained and demonstrated the special features of
the late mediaeval style of Gujarat paintings. As a preface to the Sixteenth century
documents Dr. Shah has brought to light some new examples of Western Indian Paintings
from the twelfth century onward, and has added an important chapter by discussing line
engravings from copper plate charters which are dated, thus giving a better and surer
understanding of the beginnings of the Western Indian miniature paintings.

At the end he has given a list of the vast variety of illustrated materials available
mainly from various Jaina sources for the guidance of the interested scholars working in
the field of Indian Miniature Paintings. This list shows the vast variety of available Jaina
book-illustrations.

We are very much grateful to Dr. U. P. Shah for collecting very rich material for
his lecture. Our thanks are also due to Shri Bachubhai Rawat of Kumar Karyalaya for
carefully printing this book.

L. D. Institute of Indology, Nagin J. Shah
Ahmedabad-380 009 Director
15th April, 1976
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Amukha

The present monograph is the revised and enlarged version of a lecture delivered
at the L. D. Institute of Indology. The object of this monograph is two-fold as its title
suggests—to bring to light some more documents of miniature paintings from Western
India and to bring to the notiee of the scholars materials that would in future help un-
derstanding the new trends of painting in different parts of Gujarat during the last three
to four centuries. I am of course aware that much more material is available than what

is presented here; not only that future systematic search and studies would reward a
patient worker in a big way.

Even today there exists (though fast disappearing) a number of murals in temple
ceilings, walls of private houses (mainly in villages) which show the painting of at least
the last two centuries. Of these, the murals depicting the battle of Chittal, the battle
of Patan, at Sihor in the territory of the old Bhavanagar State, Saurashtra, Gujarat or
the paintings in Baroda in Shri SitdrAmbuva’s vada or the paintings on the wooden door-
frames of temples (as in Vithala-mandira, Baroda) can be cited as noteworthy examples.
Some years back Padma-Shri Ravishankar Raval published a few murals from Padarasinga.

Recently the undersigned has come across a hand-written gufakd of Paticaratna-
gitd from Samkhedd (wellknown for its lacquer-work paintings on wooden furniture), in
Central Gujardt, which shows a typical local style of eighteenth century. Another such
gulaka from South Gujarit, recently obtained, is equally interesting and typical.

No critical study or analysis of all these later trends is attempted here in this
short introduction ta the hitherto neglected aspect of the history of painting in Gujarat
for the last three to four centuries,

I am thankful to the late Agama-Prabhikara Muni Sri Punyavijayaji for making
available to me any number of manuscripts from his as well as other Jaina collections
and to Prof, Dalsukhbhai Malvania for continuing the same generous tradition of the
late Munmiji and for his readiness to puhlish this in this form.

September 10, 1973. Umakant P. Shah
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More Documents of Jaina Paintings

&
Gujarati Paintings of Sixteenth & Later Centuries

HE earliest known examples of Western Indian Miniature Painting (with the

characteristic pointed nose, three-quarters profile, and the squarish broad jaw or
cheek-bone) are the Visnu on Garuda at Kailasa, Ellora,! the standing Sarasvati in the
plamleaf manuscript of the J7idtd and other Asiga texts, dated in V. S. 1184 /1127 A.D.2,
from the Santinatha Bhandara, Cambay, and the painted wooden book-covers from
Jesalmer with paintings of Jinadatta siri.

Still earlier, we have the painted roundels (with lotus and animal figures) in the
palm-leaf manuscript of Nisithaciirni dated in V.S. 1157 / 1100 A. D.3 from the collec-
tions of Sanghavi-nd Pida-no Bhandara, Pitan. Recently, M. R. Majumdar brought
to our notice the incised figure of Garuda in human form, with three-quarters profile,
somewhat farther projecting eye and pointed nose, in the copper-plate grant of Para-
mara Vikpatiraja, dated 974 A. D.,* (fig. 3), and another figure of Garuda with some-
what more developed similar traits, in the charter of Paramaira Bhojadeva, dated in
1022 A. D., (fig. 4),° showing clearly that by the last quarter of the tenth century and
the first quarter of the eleventh century these traits had already gained currency in art.

Besides the two engraved figures noted by M. R. Majumdar, we may here note
some more such incised figures. One is in the Bansward copper plates of Bhojadeva
dated in Sarivat 1076/ 1019-1020 A. D.®, where Garuda shows the long pointed nose,
as well as the extended farther eye, and can be looked as a figure in the style of
Western Miniatures (fig. 5). In Vakpatirija’s charter of 974 A. D. referred to above,
the farther eye is only slightly projected while the face of the eagle is more oblong
and not squarish as in these two charters of Bhojadeva.

A second noteworthy charter is that of Paramar Siyaka, dated in Sarivat 1026/
969 A. D., published by Diskalkar (fig. 2). This may be comparated with fig. 3 of 974

1.. Moti Chandra, Jaina Miniature Paintings from Western India, Ahmedabad 1949, fig. 4, Kailasanatha
temple, Ellora, and pp. 11-12.

2. Ibid., fig. 16, p. 28. Fig. 15 illustrates a miniature of Mahivira with attendants from the same
manuscript.

3. Copied at Broach. Moti Chandra, op. cit., fig. 14, pp. 28-29.

4. Kirtane, N. J., ‘Three Malwa Inscriptions’, Indian Antiquary, Volume VI. pp. 48 ff. and pl. facing
P. 52. Very similar in style to the figure of Garuda in the grant of Vakpatiraja d. 974 A.D,
and probably incised by the same artist, is another full standing figure of Garuda in the grant
of Vakpatiraja, dated in V. S. 1038 (July, 982 A. D.), published by Rao Bahadur K. N. Dikshit,
‘Three Copper-Plate Inscriptions from Gaonri’, Ep. Ind., Vol, XXIII. pp. 101 ff. and plate B.
Gaonri is about 3 miles from Narwal, about 11 miles south-east from Ujjain. Here the farther
eye, though shown, is not projecting beyond the face in space. =

5. Ibid., pp. 53-55 and pl. facing page 54.

6. Hultzch, E., Banswara Plates of Bhojadeva, Epigraphia Indica, Vol. XI pp. 181 ff. and plate
facing p. 183.
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A. D.” The charter is in Muni Punyavijaya Collection of the L. D. Institute of Indo-
logy, Ahmedabad.

But the third charter, namely, the Harsola copper plate grant of Paramara Siyaka,
dated in V. S. 1005 (January 949 A. D).® is more important because of the beautifully
incised figure of Garuda in human form but having wings: fig. 1. The treatment of
the figure in graceful swift curves, and of the face in three-quarters profile but without
the pointed nose or the ‘extended farther' eye, suggests the existence of an earlier
style derived from the style familiar in the region under the Gurjara-Pratiharas, or we
might better say, Western Indian style during the ninth and tenth centuries. The
existence of an earlier style is supported by another evidence of miniatures in the palm-
leaf manuscript of Ogha-Niryukti-Vrtti, dated in V. S. 1117/1060 A. D., now in the
Jaina Bhandira at Jesalmer and painted in Rajastdn or Gujarit.® For comparison are
attached here the photoplates of these miniatures (figs. 6-8, 10). From the format and
the names of monks, donor and the scribe mentioned in the two almost identical colo-
phones on folios 105 and 212 respectively of Ogha Niryukti and DaSavaikalika-siitra-tika,
it is certain that this manuscript was written in Gujarat or Rijasthan, probably the
former.’® Both the manuscripts form one bundle and the pagination being continuous,
they belong to the same age.

This new dated find of painted palm-leaf MS. takes back our history of minia-
ture painting in Western India to the middle eleventh century. But the Harsola plates
of Siyaka found from Harsol in Sabarkantha district, Gujarat, take it still earlier,in
the first half of the tenth century.

In an earlier paper I published,’? it was shown that some wooden book-covers
of palm-leaf MSS. at Jesalmer can be assigned to the tenth and eleventh centuries A.D.12

7. Also see Majmudar, M. R., Gujarat: Its Art Heritage (Bombay 1968), pl. XIII. and Pl I.

8. Dikshit, K. N. and Diskalkar, D. B., ‘Two Harsola Copper plate Grants of the Paramira Siyaka’
of V. 8. 1005, Ep. Ind. Vol. XIX pp. 236 {f. and pl. facing p. 242

9. S. M. Nawab, in his Nivedana (short statement as foreword) to the Pavitra-Kalpa Sitra (critically
edited text with illustrations from various MSS.) edited by Muni Punyavijayaji, refers to a palm-
leaf MS. of the Bhagavati Siira, dated in V. S. 111 x (=A. D. 1053 to 1062) having six minia-
tures, preserved in Dabhoi. I have not been able to see it as yet.

10. The new find, first referred to by Satya Prakash Shrivastava in a small article in his Hindi
Journal Akyti, was published without the discussion as to its importance in the history of art,
and the photograph reproduced was not clear enough to enable a closer study. Dr. Satya Piakash
was kind enough to give me better enlargements from his negatives but even these being not so
satisfactory, the photographs for the present illustrations were kindly obtained for me by Muni
Punyavijayaji to whom 1 am grateful. Since I have not been able to see the ong:ndl or its
colour transparencies I cannot say more about its style, shading, colour scheme etc.

11. Shah, Umakant P., and Muni Punyavijayaji, ‘Some Painted Wooden Book-Covers from Western
India’, Journal of Indian ‘Society of Oriental Art, New Series Vol. r, Special No. on Western
Indian Art, pp. 34 ff.

12. A bibliography of published Jaina painted Wooden book-covers is given in a foot-note in the
paper referred to above, along with revised dating. :
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One of the Paltikas of Jinadatta Siri, from Jesalmere, was already assigned by
Moti Chandra to c¢. 1112-54 A, D., and another to c. 1130 A. D. Umakant Shah has
assigned the two pallikas (wooden book-covers) with painting of Vidyadevis to c. late
tenth century A. D. The pattika illustrated as figures 3, 4 and 5, in JISOA, N. S. Vol. I
(Western Indian Art), pp. 34 ff., from collections of Muni Punyavijayaji, is clearly
assignable to c¢. 1030-1060 A. D., while the patlikéis nos. 13 and 14 (in the list of
published patfikds, given in JISOA p. 41) from Jesalmer!3 are assignable to c¢. 9th-
10th centuries A. D. and show decorative designs of creepers, lotus etc., and figures of
dwarfs, elepbants, fishes, etc., which have their parrellels in Gurjara-Pratihara art.

From a study of all these paintings, it is now safer to conclude that a few ex-
amples of the tenth and eleventh century paintings in Western India are now available
and have their affinities with contemporary relief carvings in stone obtained in the
Gurjara-Pratibdara art in Western India. '

Miniatures of Ogha Niryukt: and the DasSavaikalika-tikd (figs. 6-8, 10) depict an
incense-burner, lotus, figures of elephants and lion, of Laksmi seated in padmdsana and
an exquisite painting of Kimadeva in the act of shooting an arrow.

What is much more important, however, is the style of these miniatures. The
rendering of the elephant is certainly superior to later examples hitherto known, while
the figures of the Goddess Sri and Kamadeva (with bow, arrow and his makara-dhvaja
planted beside him) call for special attention. These do not show the pointed
nose or chin, or the face in the typical three-quarters profile. The rendering of the
figure of Kamadeva is certainly of a superior type, in the tradition of the rendering of
figures (on stone) in the age of the Gurjara—Pratiharas. From the black and white
photographs supplied to me, it is difficult to say whether there was any attempt at
shading (and one would not venture unless the original or its transparencies are avail-
able). But the style of the miniature of Kamadeva is different from the one found in
the Sarasvati of 1127 A. D, and probably belongs to a tradition which was existing in
Western India at least in the age of the Gurjara~Pratiharas, in ¢ 8th-10th centuries A. D.

True, it is in the Vispu on Garuda at Kailasa that we had a first glimpse of
the pointed nose and other beginnings of the Western Indian Miniatures-style; it is also
true that on the copper-plate grant of Paramira Vakpatirija dated in 974 A. D., we
have an incised figure of Garuda with three quarters profile, somewhat farther projecting
eye and pointed chin, all reminding us of Ellord Garuda, and in the charter of Paramira
Bhojadeva, dated in A. D. 102i, we again have a Garuda with similar traits, with the
face more squarish, showing clearly that by the last quarter of the tenth century and
the first quarter of the eleventh century these traits had already been current; but the
Jesalmere palm-leaf MS., dated.in 1060 A. D., now suggests that the older style was
co-existing though it was gradually being influenced and replaced by the linear Western
idiom in the eleventh century. The Garuda of Harsola copper plate of Siyaka (fig. 1)
dated in 949 A. D. seems.to be in this older style.

13. Discovered by .-Muni Punyavijayaji and published in jaina Ciirakalpadruma, Vol. 1. figs. 3-5, 6-8.
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Incidentally, I wish to make it clear here that in the Sarasvati of 1127 A. D,
we have a very close parallel, in style, of the frescoes of the Jaina caves at Ellora,
assigned roughly to the ninth-tenth centuries. It would be interesting to note that in
these caves at Ellora, the artists have usually painted faces in three quarters profile as
in the Sarasvati of 1127 A. D. The faces are generally oblong, not squarish, though
with prominent noses. A little slip on the part of the painter would project in space,
the farther eye. The human figures are tall, with long somewhat slim legs, and thus
totally different from the figures with stunted torsoes and thick-set bodies of Western
Indian style. The Saraswati of 1127 A. D. does not represent the typical human form
of other Western Indian miniatures and should be regarded as more akin to the style
of Ellord Jaina frescoes which probably represent regional Deccani form under the
Rastrakiitas. We must remember here that Minaladevi, mother of Caulukya Jayasimha
Siddharaja was probably a Kadamba princess and dominating, ambitious, assertive
personality, might have patronised in her kingdom several artists, scholars and others
from her own homeland. It is only the linear conception and the gradual disappearance
of shading that are common with other miniatures from Gujarit. Probably the Saras-
vati of 1127 A. D. is a work of an artist from the Deccan painting in Gujardt. It is
equally possible that this form is influenced by the art of the Paramiras of Malva;
(cf. the Sarasvati from Dhara now in the British Museum )

In the Mandhata plates of Jayasimha of Dhara dated in Sarivat 1112=1055-
1056 A. D. we have a small figure of Garuda with the farther eye very much sub-
dued (fig. 11).1%

Dated in V. S. 1214 (1157 A. D.) are the Bhopal Plates of Mahikumar Hari-
candradeva*® which show Garuda in human form with a small three-peaked crown,
long pointed nose, and slightly projected farther eye. The style is fully developed and
mature and the figure of Garuda in human form is not without a realistic appeal (fig. 8).
The Bhopal Plates of Mahdrdja kumira Udayavarman, however, show Garuda’s face

turned on one side in complete profile, the farther eye and the pinched cheek are
absent!® (fig. 16). They are dated in 1256 V. S. (1200 A. D.).

Since we now have evidence of at least the tenth and the eleventh century painting

in Western India, it will not be out of place to refer here to some literary evidence
from the selfsame region.

About the art of painting in Western India, we have some interesting early
literary evidence. The Kuvalayamala-kahd, a Prakrit work composed in 778-79 A. D.
by Uddyotana Siiri, the grand-pupil of Haribhadra siiri,!? is a treasure house of cul-

14. Kielhorn, F., ‘Mandhata Plates of Jayasimha of Dhara’ Sarmavat 1112, Epigraphia Indica, Vol, I1I
pp- 46 ff. and plates.

15. Ep. Ind. Vol. XXIV. pp. 225 ff.

16. Fleet, J. F., ‘Bhopal plates of Udayavarman’ (d. V. S. 1256=1200 A. D.), Indian Antiquary Vol. XVI.
pp. 252 ff. and plates.

17. See, Shah, U. P,, ‘Cattanam Madham’, Golden Jubilee Volume, A, B. 0. R. I., Poona, 1968,  pp. 247 ff.
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tural data for the seventh and the eighth centuries A. D. A whole chapter (No. 29) is
devoted to the description of an elaborate Sawisdra-Cakra-Pata, a painting on canvas
depicting the miseries, inequalities, futilities etc., ¢f human life, the conditions of lower
animals, insects etc., and of heavenly beings. Another pata shows the futility of human
efforts. Inspite of poetic fancies and exaggerations, it is obvious that large scale paintings
showing various aspects of life with all its different sentiments and emotions, landscapes
included, as also representations of torments of hell and pleasures of heaven, were popular.
Translation of the whole chapter is not necessary for our purpose. It is sufficient to
note here that painting on large scale, covering narration of stories through a chain of
events depicted in succession, were practised. The whole description makes it quite clear
that the efficiency of a painter lay in successfully depicting the different rasas (senti-
ments) and bhdvas (moods, passions), with clear outlines and appropriate use of pigments.

The Painter of this pata was Bhanu, prince of King Simha of the ancient
city of Dvarika situated in the Lata-deSa. Uddyotana siiri, who composed his work at
Jalor in Western Rajasthan (Marvad) and whose field of activity along with that of his
teacher, grand-teacher, great-grand-teacher and others was Miarwar and modern
Gujarit, includes Dvarikd (on the west coast of Saurashtra) in the Lata-~desa. If
we remember LiArakhand of Sindh, Lari dialect, and Larike of Ptolemy, we are led
to the conclusion that the Ldfa-de$a once possibly included the whole west coast from
Sindh, Saurdastra upto Narmada or Tapl. The author thus describes painting as practi-
sed in this Ldta-desa (and Marwar) from personal knowledge.®® Bhanu, the royal
painter of the pata, here says that be knew cifra=karma which was accomplished with
proper lines, composition, and portrayal of bhdvas with appropriate selection and
application of colours (varna); he also knew how to look at, study and appreciate a
painting; cf. :

TEr-IE-AEE 999 qeu—faen—and |
stomr faaast oig g fa sonfa

(Kuvalayamala, ed. by Upadhye, p. 185).

Thus the ideal painter was one who not only knew how to paint well but who
was also well-versed in art-criticism.

The citra—pata painted by Bhanu looked as if it was a celestial painting i. e.,
of an extraordinary, inspired, superhuman workmanship; it very vividly represented a
large variety of incidents, and it was afisatikula, i. e. crowded with a large number of
compositions, of figures, scenes etc. Thus excellent workmanship lay in making the
citra true to life, inspired and successful in the proper depiction of various scenes and
figures on one canvas (cf. divva-lihiyayam piva aisamkulam savvavuttanta-paccakkhi-
karanai... -.....efc.).

18. The reference to the Lata-Dindinah in the Padataditakam (a Bhana type of drama of C. 6th
cent.) is interesting. The Lata Dindinak (Dandys of Lata) were fond of and versed in the art of
painting. Their painting is ridiculed in this farce.
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Uddyotana was a pupil of Virabhadra, who was a pupil of the great Jaina monk
and scholiast Haribhadra sari. The main fields of activity (vihara) of Haribhadra were
Chitod (Mevad), Marwar and Rajasthan. Haribhadra wrote his famous Samardiccakahd
in ¢. early eighth century.

This work again speaks of a painting of Vidyddhara-yugala done with bright
colours (high lights) appropriately used, and made up of fine clear lines drawn with very
fine brush (gulika). People also excelled in Portraits, that is, in Padicchandaya (skt.
Praticchandaka). In later texts we find the term Viddhacitra. but it seems that in the
days of Bhasa praticchandaka was possibly used for such portraits.1®

The act of painting was alekhana, lekhana, as we also find in other texts includ-
ing the Pddataditakam. A portrait of a princess Ratndvati of Sankhiyanapura was
drawn on a canvass (dlikhito abhimatapatah). This was shown by the artists to a prince
named Gupacandra with due humbleness. On seeing it, Gunacandra remarks (I quote
the Sanskrit chaya):

T FOTA ST GEON g FrEet Al |
qieatasay oy e q¥ faEERon ||
sreATfiEsagAtsAfy A &iF: |

wAfEdT gedl CawarEn: 9 s gl

gafd ¥ l@rFarE: gAFAT g w9 |
qqrssfy agz@ImT Az wFasaE ||

(Samaraiccakaha, ed. Jacobi., chp. VIII, p. 603)

It will be seen here that while appreciating the portrait, emphasis is laid on the
skill in drawing the outlines (rekhanydsa). Did this emphasis on the line later develop
into what we know as ‘linear conception’ of painting, almost invariably seen in Western
Indian miniatures 72°

Later, during the time of Cifrakarma-vinoda, Guypacandra himself draws some
painting. This is described as under (Sanskrit chayad) :

19, Cf. -~ 99:T@ATIAY == § fRgarugai=sea: |
— Pratigia, 1.
gfa=gs 9 Fakaga &% 3 W=a9q |
—Avimaraka, 11, 3.
Haribhadra has used Praticchandaka in this sense in other passages also cf.: IR g oMz
qruasEEeafn Farafesess @Wuein|
. —Samardiccakaha, p. 622
20. It may be remembered that some of the tendencies of Western Indian mediaeval sculptures
already appear in the eighth century Nrsimha from Devangana illustrated by Kramrisch as
well as Pramod Chandra, and in the middle layer paintings in Kailasa at Ellora we find similar
beginnings of Western Indian Miniature paintings. ‘Linear conception’ could have been in vouge
by c. 8th-gth centuries A. D,
6



wifefaa: FaRm gAwwIsaea  QUEFATSTARONERENgETI  gERLEar Y5
gaia faeaimatrama fagg gqan sfRa gomeds afmaeErasaa u gelgee-
Tgzirevezaada sfgtifaafaa (sfaaifaamam) Faacasaes 3@

Th= pigments were properly mixel and the colours appropriately differentiated
in various shades (suviblakta) and were bright (ujjvala, or showed proper high lights),
the brushes (gulikd-vraja) were extremely fine (almost imperceptible) with which were
drawn extremely fine lines; the relievo was shown (heights and depths properly differen-
tiated and suggested clearly), the wvartand or shading and modelling was visuddha, i. e.,
faultless; the element of ornamentation (bkiisana) was appropriatly introduced, and the
element of joy and affection towards each other (bliGva) properly executed. Siddharsi, another
Jaina monk from Western India, who composed his allegorical story of Upamitibhavaprapani-

cakathd in c. early 10th century A. D., almost uses the same words in a passage recently
quoted by Sivarammurti in his South Indian Paintings.

The painting was drawn on a pattikd. The two painters of the portrait of Rat-
navati were asked by Gunacandra to study and criticize the Citra-pattika of Vidyadhara—
yugala, executed by himself (Gunacandra). The technical term used for art=criticism is
niripana (cf. niruveha tubbhe sayameveti and niruviya Cittamaibhusanehim. (Ibid., p.615).

The nirlipana of the Cifra-patitkd, done by these artists is noteworthy: 3!
g faasafataia syada fnd wpeawn: ) Femaln 39! gl wageeg) s3ata
TRAEEET: GfmTeRgRAY TR gedgeetfed  ansseaweit T SE@)-
Afgafaans: IEstEaft 37! fgyme =93, 3 G si@fza afasto wresfE
wrEmragT faasd o aemrraeiafeda fasfo: ) ad 39 enast Yo famsmm

gzam Wi gfd x x x (Ibid, p. 615).

It is likely that here we have a quotation from a lost Cifrasastra, in ‘vind cari-
tadind... ... Citrakarinak’. 1t is important to note here that success in suggesting the
bhavas in « painting was regarded as a great accomplishment of artist. We must note
that the expression Cifrakarmavicchittih, is possibly used here in the sense of both proper
arrangement (composition) and colouring with suitable pigments.

I am not repeating here the evidence from Tilakamanjari, Udayasundari-Kaha
etc. already discussed by Sivarammurti. But I should like to quote here an interesting
reference to a Citrasala (Hall of Paintings) attached to the Jaina shrine called Kumadra-
vihdra (now not extant) at Patan built by Kumarapal, some time in the third quarter
of the twelth century. Ramacandra sari, the famous author of Natyadarpana and
several plays, etc.,, who was a contemporary of Kumirapala, gives a poetic description
of this Citrasald which had paintings of vydlas, elephants, monkeys, camels, chariots, lives
of divinities, scenes of several ndtyas, and of the battles between gods and demons.??

21. Cf. AT R EETATate:
SAGTFR TN TAAHME araara:gai: |
ARG SIRERERT,
THIFT AFEReaia ggaa e @ali2gell

— KumaraviharaSalaka, published by Atmananda Jaina Sabha, Bhavnagar.
7



At another place, paintings of horses, Kalpa-vrksas (wish-fulfilling trees) Moon,
Kamadhenu, Laksmi and the elephant Airavata are referred to: (cf. Sankramadbhistu-
rangadrumasasisurabhisrigajail bhitticitraih - 1bid. v. 10).%2

There are as yet a number of illustrated manuscripts in various Jaina collections
which await publication. A few only, mainly from the collections of Pravartaka Muni
Sri Kantivijayaji, and his colleague Muni Sri Hamsavijayaji, preserved in the Atma-
ramaji Jaina Jfidina-mandira, Baroda, and some more from Agama-Prabhakar Muni Sri
Punyavijayaji's collections in the L. D. Institute of Indology, Ahmedabad, are reported here.

The first is an interesting palm-leaf MS. of the Kalpasitra and the Kalaka-
kathd from Baroda, dated in Samvat year 1377=1320 A. D. (fig. 14) with a few minia-
tures still preserved. The figures (fig. 12, 13, 15) show small roundish eyes, pointed nose;
the faces, in three-quarters profile, are not static and are slightly bent.?? They remind
us of the paintings of the Subdhu-Kathd published in Jaina Citrakalpadruma, Vol. L.
fig. 52-39, pp. 40-41. But a fragmentary leaf in this manuscript preserves a much
more interesting miniature with figures having long eyes with pointed ends, and seems
somewhat realistic (fig. 15.) The figures, painted yellow, on a dull red back-ground, are
full of life and action. Though there is no attempt at shading, the rendering of the
eyes gives life to the figures. A very limited pallette is an important feature of these
paintings.

Of an earlier date, are the miniature paintings, hitherto unpublished, in a manu-
script of a Jaina work (in ‘questions-answers’ form) called Satapadi composed in V. S. 1294/
1237 A. D. and copied in Anahilavadapataka-Pattana by Samantasirnha, son of Vayaja,
in V. S. 1328 (1271 A. D.). The palmleaf manuscript (size 385 x cm. approx.), of 245
folios, with folio 244 (also containing some miniatures, now missing, perbaps stolen some
years ago) is preserved in Pravartaka Sri Kantivijayaji collection (MS. no. 11 Palm-leaf
MS. group) in Sri Atmaramji Jaina Jfidna-mandira, Baroda. A miniature, illustrated
here (from folio 245) shows in the upper panel a princely figure conversing with two
persons sitting in front to his right, and in the lower panel, divided in two sections,
a boat in a river or sea, and a lady carried in a palanquin by two persons (fig. 78).
The painting (size 7.6 x6 cm. approx.) shows red ground for the upper panel and for
the lower right side section with the palanquin. Water in the other section is indicated
by straight blue lines. All figures are painted in yellow carnation. Colours used are
green, blue, yellow and black.

22. Paintings on walls of shrines and halls of paintings were common in Jaina shrines. Jinasena I
(c. 830 A. D.) refers to Patla-$ala in a Jaina shrine Adi-purana, parva 6, v. 188).
Earlier still, Jatasimhanandi (c. seventh century A. D.) in his beautiful work Varargacarila,
describing a Jaina temple also refers to a Palfaka-$ald in a Jaina temple wherein were pattakas
(scrolls or boards) with painting of the lives of #irthankaras, great monks, cakravartins and

vidyadharas. (VC. xii. vv. 67, 93). The references from Jinasena and Jatasimhanandi pertain to
South Indian Jaina shrines.

23. Cf. with this, Nawab, Masterpieces of Kalpa-Siitra Paintings figs. 9-10 from a MS. of Kalpa-
Satra and Kalaka-kathd, d. sarhvat 1336=1279 A. D. in the Sanghano Jfidna-Bhandar, Patap.
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Figs. 17, I7a are from a palm-leaf MS. of Uttaradhyayana Sukhabodhd-vrili,
in the Santinatha Bhandara, Cambay, assigned by Muni Sri Punyavijayaji to first half
of the fourteenth century V. S, i. e. between 1250-1300 A. D.

Fig. 17 deserves special notice for a miniature of Parsva with attendants in a
shrine with two banana bushes on two sides. Fig. 17a shows the temple of Adinitha
at Satrufijaya and the R@yana tree nearby.

Fig. 22 is an example of a long miniature from a palm-leaf MS. of Avasyaka
Laghuvrtli, copied in Samvat 1445 (1388 A. D.), preserved in Santinatha Bhandara,
Cambay, representing in eleven sections, the ganadharas of a Tirthankara who is repre-
sented in the centre in a Samavasarana. The painting is done on red ochre background.
The format is 7% inches long x 25 inches broad.

Some years ago from Muni Punyavijyaji’s collections (now in L. D. Institute of
Indology, Ahmedabad) was published by U. P. Shah and Moti Chandra, a Kalpa-siitra
dated in V. S. 1403=1346 A. D.?* which shows greater use of green and gold. It was
given as a gift to him from a collection in Gujarit.

The date of the above manuscript, though given in- margin by a later hand, as
the last folio was perhaps mutilated (and now lost), must be regarded as genuine for
this paper manuscript and the old theory of dating on the basis of size following the
earlier palm-leaves need not be regarded as an absolute guide in view of the format of
a paper MS. of Salibhadrakikakula, dated in Samvat 1358 (see fig. 25), in the collec-
tions of the Oriental Institute, Baroda, and another of Dasdsrutaskandha, eighth chapter
(Kalpa-siilra), written in the V. S. 1443 (1386 A. D.), from the same collections (see
fig. 26). Also may be compared a manuscript of Mahipa-kosa (from Oriental Institute,
Baroda) dated in V. S. 1493 (1437 A. D.).2®

Fig. 23 illustrates a page from a palm-leaf of J#dtd-dharmakatha-sitra-vrits
edited by Dropacirya in V. S. 1120= 1063 A. D. A later entry oa the page (fig. 24)
shows that the MS. was at some later date purchased and donated by a lady in Samvat
1411 (= 1354 A. D.). The manuscript is somewhat earlier and perhaps dates from the
beginning of the thirteenth century. The miniature shows the four-armed yaksi Ambika.
The figure of the standing child to her right and the modelling of the face of the goddess
shows traits nearer to the twelfth century rather than the fourteenth. It is a beautiful
miniature with mango-trees represented, on two sides, with trunks bent in a wavy zig-
2:.—Mg;i_ Ei;dra and U. P. Shah, New Documents of Jaina Paintings, Mahavira Jaina Vidyalaya

Golden Jubilee Volume (Bombay, 1966) pp. 359, 374-376, figures 1-3 and colour plate 1.

25. The style of the Kalpa-Sdtra dated V. S. 1403 can also be compared with that of another
Kalpa-Sitra, painted at Patan and dated V. S. 1438 (1381 A. D.) from Khajanchi collection,
now in the National Museum, New Delhi; (see catalogue of Miniature Paintings from Motichand
Khajanchi collection, New Delhi, 1960, p. 22, figs. 1, 2, 3.) The type of face with a typical
long straight-nose of the Tirtharkara, is also seen in the Kalpa-Sdira of V. S. 1403. Even the
format and script of both these manuscripts are related. The National Museum has a Kalpa-
Satra dated V. S. 1474 (= A. D. 1427) whose format is also noteworthy.
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zag manner (fig. 23). This page is preserved in the collections of late Shri Rajendra-
simhji Simghi of Calcutta.

The palm-leaf MS. of Santinatha-caritra, also from Pravartaka Sri Kantivijayaji's
collection at Bnaroda, (figs. 19, 20, 21), is less intersting. Written in Sarhvat 1412=1356
A. D. at Amnahilwad-Patan, it demonstrates the beginning of the style of what had
been once called the fifteenth century Gujarati style illustrated by the Vasanta-vildsa
scroll. A Hindu manuscript of about the same age, painted also at Patan is reported
to have been acquired sometime back by the Bharata Kala Bhavan, Varanasi, and a
page from it, in Sri Kanodia’s collection, was exhibited in the National Museum on the
occassion of the International Sanskrit Conference in 1972. This manuscript is dated
in V. S. 1443=1386 A. D. Especially important however is the small sized palm-leaf
manuscript of the Kalpa-sitra, from Ujamphoi collection in Ahmedabad, (already publi-
shed) datable in c. A. D.1370.2% For neat and fine workmanship it has few parallels.

This style, already fully developed in at least the latter half of the fourteenth
century A. D., was very popular in the whole of Gujarat in the fourteenth and fifteenth
centuries and now with several documents giving place-names discovered, it might be
designated as Amnahilwad-Palan style or Gujardti style. The style became so popular
throughout Western India and even in Mewad that we have, as a result, a beautiful
manuscript of Supdr$vandtha-caritra painted in 1481 V. S. = 1424 A. D. at Devakulapa-
taka (modern Delvada) near Ekalingji. This has been published by Muni Punyavijayaji
in the Vijaya Vallabh siri Smaraka Grantha.?’

That the style was not confined to Jaina theological works and manuscripts is
demonstrated by the recently acquired Hindu text of some hymns by the Bharata Kala
Bhavan, noted above, by the secular Vasanta Vildsa scroll published by N. C. Mehta?®
and later by Norman Brown, by a painting of Kamadeva from a Ms. of Rati-rahasya
publised in Jaina Citrakalpadrum, Vol. 1?° and by Bdlagopala stuti published by W.
Norman Brown and Devi-Mdhatmya publised by M. R. Majumdar.2©

One more non-Jaina work in this style, assignable to c. 1400-1420 A. D. and
illustrating themes from Hindu mythology, mainly from the Mahdbhdarata, has been

2-53._ Moti Chandra, Jaina Miniature Paintings from Western India, figs. 54-58, P. 33.

27. Vijaya Vallabha Siri Smaraka Grantha, pp.176-181and plates. Muni Punyavijaya, II8ATgIREAY
sefefmndai T fE.
28. Mehta, N. C., Studies in Indian Painting chp. IL

29. Jaina Citrakalpadruma, I. p. 85, fig. 155.
Moti Chandra, Jaina Miniature eic., fig. 174, P. 44.

30. W. Norman Brown, Early Vaispava Miniature Paintings from Western India, Eastern Art, Vol.
11 (1930), PP- 167-206. Majmudar M, R., Some Illustrated Mss. of the Gujarati School of Painting,
Proceedings, VII All India Oriental Conference, (Baroda, 1933), pp. 827-835; A 15th Century
Gitagovinda with Gujarati Painiings, Bombay University Journal, May, 1937; Farliest Devi-

= wn Miniatures with special veference to Sakti-worship in Gujarat, Journal of the Indian
v faag); A Newly discovered Gita Govinda Ms. from Gujarat,



recently discovered. It is an incomplete manuscript of a work called [ tihGisa-Samuccaya,
whicl: was profusely illustrated but unfortunately a number of folios are missing and
only about twenty paintings, somewhat worn out, are preserved, The background in most
cases is red no doubt, but not brick-red. It is more rosy and must have shown a bright
rosy colour. A few miniatures from this newly discovered manuscript are illustrated here
in figs. 28-29 from the collections of the Oriental Institute, Baroda.

Paintings of the Padica-tirthi scroll painted in Campakadurga or Campaner in
sathvat 1490 (=1433 A. D.), first published, from Muni Punyavijaya collection, by N.
C. Mehta and later again by Moti Chandra,®*? viewed in this context, deserve further
attention of scholars. The lively figures of monkeys and the two groups of three figures
each forming a musical party show that this art was not confined to set formulas of
Kalpa-siitra or Uttaradhyayana miniatures cr to theological themes and usage. It was
dynamic and not static, imaginative and creative, and represented life in various aspects.
Fotunately some murals from residential buildings of Campakadurga have been recently
discovered by the Department of Archaeology, M. S. University of Baroda. Though
linear in conception and treatment this art had its own typical appeal and had become
very popular. In the delineation of animals, birds, trees and flowers it had achieved
great success as is suggested by the Campaner scroll (Paiicatirthi-pata and the Devakula-
pataka Supdrévandtha Caritra. The bright colours and the fine brush work of the
Ujamphoi Kalpa-siitra of ¢. 1370 A. D. should also be noted.2? A paper manuscript of
Kalpasiiira of the early fifteenth century (c. 1410 A. D.) in the collection of the Ori-
ental Institute, Baroda, is in these best fourteenth century traditions.

This incomplete manuscript with only 19 paintings, of fine workmanship,
has been preserved. The latter show two circular red dots in two margins and a third
in the centre of each page. Folio numbering in the left side red-dot is reminiscent of
palm-leaf period. Size of Ms. 25.5x 11.2 cms. '

Paintings are done beautifully with fine brush by a steady hand, in bright
colours, practically without the use of gold, on brick-red back-ground. Female forms are
both graceful and charming. Especially noteworthy are the pompons on hands of ladies
and textile patterns of the lotus, the swan, the cris-cross designs, etc. The format with
three red dots, method of numbering, patterns on garments, very sparing use of gold
(occassionally in crowns etc.) and the use of yellow as carnation (which was popular
in the fourteenth century miniatures) suggest that this manuscript cannot be later than
c. 1400 to 1410 A. D. Esperiments were taking place in various sizes and formats of
paper manuscripts, during this period as is evident from a manuscripts of Salibhadra-
kakakula and Kalpa-siitra from the collection of Oriental Institute, Baroda, noted above.
Amongst colours used in this undated Kalpa-siitra are green, blue, pink, white, magenta
and pearl-shell or conch-shell for white.

31. Moti Chandra, Jaina Miniature Paintings from Western India, figs. 177-182, pp. 48-51; Mehta,
N. C., A Painted Roll from Gujarat (A. D. 1433), Indian Art and Letters, Vol. VI pp. 71-78.

32. Nawab, S. M., Masterpieces of the Kalpa-siira Paintings (Ahmedabad, 1956), Pl IV, figs. 12-16
and pl, VI fig. 21-23, pl. Via, fig. 26. :
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Fig. 33, from folio 17a of this manuscript, (enlarged and reproduced here), is
divided into two panels, the upper one showing the Mother of Mahavira sitting on a
stool and attended upon by a lady, at her back, holding a fan-like object, and by two
ladies in the front. The mother is shown in a dejected pensive mood as the foetus of
Mahavira in her womb did not move. In the lower panel, she is again shown, but in
a happy mood, after the child, taking cognizance of the mother’s grief, moved. The
lady behind the mother is waving a fly-whisk.

Circular tilaka-marks on foreheads, the various designs of garments and the
tapestry hanging overhead (candaravo-vandanavara) may be noted. The painting shows
all the characteristics of the fifteenth century painting fully developed. Lower garments
of ladies show pointed ends comparable with such sdri-ends in the Jaunapur Kalpa-
sittra. Though the treatment is different, the close relation of the Jaunapur manuscript
with Western Indian or Gujarati style is obvious. Several compositions in this manus-
cript are in the manner of such compositions, in single miniatures, of the Kalpa-sitra
dated Sarhvat 1403 from Muni Sri Punyavijaya’s collection. The attempt to regard
such sari-ends, or the baloon-like scarf at the back of heads of ladies, or the way of
showing the bed-spread, as peculiarities of the U. P. style is not convincing. Figures of
wives of Vastupila and Tejapila, set up in the early thirteenth century in the Lipava-
sahi, Delvada, Mount Abu, and the figures of ladies on two architectural pieces from
Ladol, North Gujarat, (dated in V. S. 1356=1300 A. D.) now in the Prince of Wales
Museumn, Bombay (fig. 27), show such baloon-like scarf. The mode of representation
of bed-spread is also obtained in other manuscripts from Gujarat and Rajasthan, e. g.
in a Kalpa-siitra dated in V. S. 1474=1417 A. D. now in the National Museum, New
Delhi. So far as fine brush work and bright colour scheme are concerned, this manus-
cript in the Oriental Institute, Baroda, can be compared with the Prince of Wales Museum
Kalpa-siitra, assigned by Basil Gray and Douglas Barrett to c¢. 1400 A. D.

There is an undated Kalpa-sitra in Sri Atmaramiji Jianamandir, Baroda, which
in format as well as in the style of paintings, is closely similar to the Kalpa-sitra
dated in 1428 A.D., preserved in the India Office Library, published by Coomara-
swamy, Brown and Rawson.®3

Rizjasthani painting has its roots, rather deep, in such earlier paintings and though
it is inflcenced by the Moghul Court, and Persian paintings, in the fifteenth and the
sixteenth centuries, yet it is not evolved from the Moghul School.

Comparable with the Campaner scroll, the Vasanta Vilasa scroll and the Supar-
$vandtha-caritra, is a beautiful canvas pala, now in the Victoria and Albert Museum,
London. It is dated in the year V.S. 1504=1447 A.D. and contains some excellent
paintings of divinities, animals and birds like the elephantand the peacock, lake, palm-
trees, plaintain tree, weeping-willow-Jike trees etc. Known as faxtbz-F s or 25 Fgize~

33. First published by Coomarswamy, A. K., Notes on Jaina Art, Journal of Indian Art, July 1914;
also see Philiphs S. Rawson, Indian Painting, Paris and New York 1961, plate 89 and p. 88.
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yanira,®* and paintcd for a Jaina monk of Kharatara gaccha, it shows representations
of Ganesa and Brahmanical gods also.

This pata was painted in Gujarat, probably in a centre like Ahmedabad or
Patan and is a very beautiful example from which are illustrated here in figs. 30-31-32
some painted portions through the courtsey of Dr. John Irwin of the Victoria and
Albert Museum, London. The pata was originally in possession of a gentleman in
Palanpura, North Gujarat.

Of the new discoveries from the collection of late Muni Sri Punyavijayaji, are
the miniatures in a paper manuscript of Satrufijaya-mahatmya, written in V. S. 1525=
1468 A. D. (figs. 35, 35a). The typical figures of Ganesa in fig. 35a is noteworthy.
The type may be compared with that of the Ganesa in Vijaya-yantra (fig. 30) painted
in V. S, 1504=1447 A.D.

Incidentally, one may note here the profusely illustrated Kalpa-siitra and Kalaka~
kathd. manuscript in the Aficala-gaccha collection at Jamnagar, painted in Patan in
1558 V.S.=1501 A. D. which is recently published by Moti Chandra and U. P. Shah
in New Documents of Jaina Paintings. Fig. 34 illustrates a full page from this Kdlaka-
katha. On the top of right margin over the head of a princely figure we find a label,
9 (7@ = Tuorkish ?) g7& TSI, Perhaps this label for the first time explains to us as to
whose dress and figures were copied in the paintings of Saka king and his armies in
this manuscript.

Two more texts, composed in Gujarati by the poet Bhima, originally bound in
one book form, but later the different folios separated and sold, were copied in 1526
A. D. on the reliable evidence of Shri Jagdish Mittal who was fortunate in seeing the
last page. One is Bhima's Gujariti version of the Sanskrit Harilil@-sodasa-kald@ and
the other a Gujarati version of the famous Sanskrit allegorical play Prabodha~-candrodaya
(called Prabodha-Prakasa in Gujarati). A painting from each of them is illustrated
here in figs. 37 and 38 respectively as contemporary examples of non-Jaina texts. The
two pages are in the collections of the Oriental Institute, Baroda.

Gujarati Styles of Sixteenth and later centuries

Two very interesting documents are in the collections of Agama Prabhakara
Muni Punyavijayaji to whom I am indebted for the permission to study and publish
them. The first is a rare illuminated paper manuscript of the Jaina canonical text
Rajaprasniya silra. It contains only six paintings. It is a complete text of 62 folios.
The size of each folio is 25.3 x 11 cm. approximately. The miniatures are found on folios
1b, 26b, 14a, 46b, 61b and 62a respectively. Those on f. 26b and f. 46b are miniatures
of the full length of the folio excluding the margins. These miniatures are unusual.
Firstly, this is the only manuscript of this text so far known to have illustrations bea-
ring upon the theme of the text. There are one or two unpublished manuscripts of
this text waich aie known as having illustrations, but they are the usual miniatures of

34. Basil Gray in The Ari of India and Pakistan (ed. by Leigh Ashton) first published two photographs
from this pata, and called it Gujarati Painting.
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a Jina figure with full parikara. Secondly the miniatures in this newly discovered ma-
nuscript are in a style different from the usual style found in bundreds of Jaina minia-
tures dating from about 1157 A. D. to about 1550 A. D.

The format of the manuscript, the script etc., suggest a date ¢. 1600 A. D., or
a little earlier. There is no colophon at the end giving the date or place of writing etc.

Fig. 44 from folio 1b represents a Tirthafnkara sitting and having on each side
a standing ganadhara with folded hands.

Fig. 38 from folio 14a. Scene of music and dancing. This long panel painted
on a red background is framed in yellow lines.

On the right end a princely figure wearing a long ja@md and crown is sitting on
a throne with an umbrella and back-rest behind which is standing an attendant chaurie~
-bearer wearing a long coat held by a sash and a typical turban with red stripes. In
front of the royal figure is a female dancer wearing green trousers, blue coli and a fine
scarf. The pompons on the right arm may be noted. Behind her are a male drummer
(playing on mydargam), a cymbal-player and a rabab-player, all males wearing turbans
and long coats. The mrdanga-player wears a blue jama and a white turban with red
stripes, the cymbal-player a white j@ma having reddish design and a blue turban.
The last figure playing on a rabdb-like instrument wears blue trousers, green jamad and
a white turban with red stripes. The full profiles with fish-like eyes, typical foreheads
may be noted. The noses are not pointed as in the earlier Jaina miniatures of Vasanta—
Vilasa, Kalpa-siitras etc.

The treatment of the scene reminds one of a similar treatment of the scene of
music and dancing in the court of Indra depicted in the famous. Sarigrahant dated
1583 A. D., painted in Matar (Central Gujarat) by the painter Govinda. Size of minia-
ture: 20.2x 7.2 cms.

Fig. 39 from 46b represents King Paesi (Pradesi) visiting Mahavira. Long
panel with red background and enclosed in a yellow frame. On the right end is sitting
a Jaina dcdrya discoursing with his disciple in front with the sthdpandcarya (cross-
legged stand) between them. Both are sitting under a canopy hanging over them.
In the left half of the picture is shown a king arriving in a chariot drawn by two
horses and driven by a charioteer wearing a coat and a turban. All faces are shown
in profile with only one eye. The monks wear fine white garments, the charioteer
wears a blue coat while the king wears a pinkish jama. All the figures are shown with
deep bright yellow complexion. Size of picture: 20.4 x 6.4 cms.

Fig. 40 from folio 62a (the last page) represents a Jaina monk sitting on a big
stool and giving lessons to two disciples in front. All the figures are painted as having
a bright reddish yellow complexion, and wearing white garments. The typical faces
in profiles, with flat heads, fish-like eyes, are especially noteworthy. Red background.
Size: 7.4 x 11 cms.

The figures of the monks in these miniatures are especially comparable with
similar figures of monks in the Uttaradhyayana sitra (Figs. 41,42,43) dated 1591 A. D.,
14



now in the Baroda Museum, and first published by W. Norman Brown in his Minia-
tures of the Uttarddhyayana Siitra, also later discussed by Ananda Krishna,®® Khandala-
wala and others.

It will be quite obvious that the miniatures of this Rdjaprasniya are in the same
style as those of the Samgrahani Siutra painted at Matar in A. D. 1583 (figs. 517, 52,
53, 54) and the Uttarddhyayana Sutra dated 1591 A. D. (figs. 41, 42, 43). Both the
Samgrahant and the Uttarddhyayana represent a new style with typical profiles and
eyes etc., but while we know definitely that one was painted in Matar, Kheda district,
Gujariat, we do not know where the other MS. dated 1591 A. D. was painted. However,
when Norman Brown first published it, it was known to have originally belonged to a
Jaina collection in Surat.

Even though there is no colophon at the end of this Rdjaprasniya giving the
place where it was written and painted, it is interesting to note that Muni Punya-
vijaya was presented this manuscript from a Jaina collection in Petldd, which again is
in Central Gujarat and not very far from Matar. We would, therefore, be inclined to
think that this new style represented in these three manuscripts was popular in Gujarat
of the late sixteenth and early seventeenth centuries and perhaps for some more decades
al least.

The Bhdgavata Dasamaskandha (i. e. Book X) of 1610-11 A. D., painted by
Govinda, son of Narada published by M. R. Majumdar,®® shows the same style. Some
pages in this style and from the same MS. possibly are in the collections of the Bha-
rata Kala Bhavan, Varanasi, along with folios from another Bhagavata MS. painted
at Ahmedabad in 1598 A. D. A page from Bhagavata dated 1598 A. D. and another
from Bhagavata painted in 1610 A. D., acquired by the Oriental Institute, Baroda,
are illustrated in fig. 49, 50 respectively. Some more paintings of the Bh&agavata chp.
X painted by Govinda in 1610-11 A. D. are in U.S.A. in the Earnest C. and Jane Werner
Watson Collection etc.®”

Of this sixteenth century style of Gujarat, another set of Bhagavata paintings
existed, of which a few pages are in the collection of Shri Jagdish Mittal (Hyderabad-
A. P.) (fig. 61) and in U.S.A. in the Binny collection.

Recently 1 was shown by a dealer from Jaipur a page of a Bdlagopala—Stuti in
exactly the same style as the Uttarddhyayana of 1591 A. D., the R@japrasniya of Muni
Punyavijayaji collection referred to above (now in the L.D. Institute of Indology;
Ahmedabad) and the Bhigavata DaSamaskandha MSS. dated in 1610 and 1598 A. D.

35. Ananda Krishna, A Stylistic study of the Uttaradhyayana sitra Ms. dated r591 in the Museum and
Picture Gallery, Baroda, Bulletin of the Baroda Museum and Picture Gallery, vol. XV (1962), pp.
1-12 and plates; also see, Karl Khandalawala, Leaves from Rajasthan, Marg, vol. IV no. 3. (Dipawali,
1950), pp- 1-24 and plates.

36. Majmudar, M. R. “Two Illustrated MSS. of the Bhagavata DaSamaskandba” Lali¢ Kald, No. 8
(1960), pp- 47-5¢ & plates; “The Gujarati School of Painting & some newly discovered Vaisnava
Miniatures”’, Journal of the Indian Sociely of Oriental Art, vol. X (1940).

37. Cf. Indian Miniature Painting by Pramod Chandra, pl. 83, p. 52.
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The Gita-Govinda of N. C. Mehta collection has been assigned to c¢. 1525 by
N. C. Mehta®® and to c. 1540 A. D. by Motichandra and Khandalawala. The landscape,
spray-like trees, etc. or the profiles showing one fish-like eye show the beginning of
Rajput paintings. He is said to have acquired the manuscript from a gentleman in
Rajkot. The somewhat long noses and a little Jongish faces are closer to the faces in
a single page of Bhagavala published by M. R. Majmudar®® from collections of the
Vaispava sect at Kankroli (Mevad) near Nathadwara, and with the old Gujarati manus-
cript of the Paiicakhyana in the collections of the Gujarati Department of the M. S.
University of Baroda. The Pa#icakhyana miniatures, which I formerly assigned to c.
1600-1625 V. S. or circa 1550-1570 A. D..2° show a similar tradition and are certainly
earlier than the Bhdgavata folio of Kankroli collection referred to above. The Parica-
khyana miniatures do not seem to be later than 1530 A.D. and may be somewhat
earlier. A few miniatures from Paiicikhyina are illustrated here through the kind court-
sey of Dr. B. J. Sandesara, (figures 56, 57, 55, 51A).

The Vaisnava seat of Shrimad Vallabhicirya at Baroda (known as Bethaka)
was regarded as the property of the dcdryas of Kankroli till to-day and they have
been staying at Baroda for several months every year. Their ancestors stayed at
Ahmedabad for sometime in 17th cent. A. D. Under the circumstances, paintings from
Kankroli collections need not necessarily be regarded as hailing from Mevad. Even the
Gita-Govinda of N, C. Mehta, though acquired by him from a dealer in Saurashtra is
likely to have originally come from Kankroli collection. But stylistically the miniatures
do ditfer from several other miniatures of Bhdgavata etc. in the Kankroli collection
edited by Prabhudas Patwari.#* Some of these miniatures illustrated by Patwari belong
to the third skandhz of the Bhdgavala and are of course of a later date. These later
Mewad paintings can hardly be regarded as derived from the Gita-Govinda (N. C.
Mehta collection), the Bhdgavata page (Kankroli, published by M. R. Majmudar) or the
Bhagavata tenth skandha miniatures of 1598 and 1610 A. D.

There is, however, a complete Balagopala-stuti, still unpublished, of 66 folios,
in the Kankroli collection which is of the same style as the Ratirahasya page from
Muni Punyavijaya collection (figs. 58, 60), the Bhdgavata pages of 1598 and 1610.
Profusely illustrated, it has many interesting characteristics which will be discussed in

38. Mehta, Nanalal Chamanlal, ““A New Documents of Gujarati Painting,"” Journal of the Indian Sociely
of Oriental Art, vol. XIII (1945), pp. 36 f. and plates. “A New Document of Gujarati painting
version of Gita~Govinda,” Journal of the Gujarat Research Society. Vol. VII. no. 4 (Oct., 1945)
Pp- 139-146. Moti Chandra, Jaina Miniatures from Western India, pp. 43—-44. Motichandra & Khan-
dalawala, New Documens of Indian Painiing, p. 21.

39. Majmudar, M. R., Discovery of A Folio of Bhagavata DaSamaskandha illusirated in the Gujardti
style, Journal of the University of Bombay, September 1943, pp. 41-66 and Colour plate.

40. Shah, U. P., Citraparicaya, p. 20 with some more plates in the Yasodhira Krta Pafsicdkhyana
Balavabodha, Vol. I, edited by B. J. Sandesara and S. D. Parekh, published as Pricina Gurjara
Granthamala, no. 9, Baroda (1963).

41. Patwari, Prabhudas The Dsvine Flutist, published by the Vaispava seat at Kankroli (1963).
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another special study. The first and the last pages are illustrated here in figures 45
and 46 respectively. Fig. 47 is the only miniature in this manuscript showing a Kuld-
d hra turoan. Figure 48 shows another full page illustration from this manuscript.

Paintings of the Rajaprasniya, the Utlaradhyayana of 1591, and the Matar
Samgrahani of 1583, the Bhdgavata Book X dated 1610 and 1598 and the Kankroli
Bdalagopala-stuti have many common elements and can be definitely said to represent
the Sixteenth Century Painting of Gujarat. The relation of the N. C. Mehta Gita—
Govinda, the Paficikhyana (in old Gujarati) of M. S. University of Baroda collection
and of the single Bhigavata folio from Kankroli is also obvious and since the Paricd-
khyana in old Gujarati was very probably written in Gujarat, we can also take this
group as representing Gujarati painting of ¢. 1520 to ¢. 1600 A. D.

The Caurapaicasika (N. C. Mehta collection) the Bhdgavata page in the Madhuri
Desai collection, the Bhdgavata pages in tle Clevelend Museum published by Sherman
Lee, and the Prince of Wales Museum Gifa-Govinda from a group which, as Gray
and Barrett suppose, could have originated in Mewar, and, we might add, in the ad-

‘joining territories of Idar.

A single page from a manuscript of Rati-rahasya, a text on Kamasasira, is
preserved in the collections of Muni Sri Punyavijayaji. It is reported to have been

_discovered in Patan some 30 to 40 years ago. Both the sides have paintings of the

full-length of the folio (excluding the margins), neatly drawn in bright colours and
fortunately well preserved. They are illustrated here as figs 58 and 60.

Fig. 60 (Size: right side picture: 10.5x7 cm., left side, 10.7 x7 cm.)

Divided into two sections, each section illustrating the verse quoted on its top.
The section on the right shows a disciple wearing a turban, white dupatfda and red
dhoti and taking lessons from a pandita wearing turban, white dupatt@d and red dhoti
The teacher has long moustaches and his dupati@a shows printed design. A cross-leg-
ged stand with a book atop is shown between the teacher and the pupil. Light green
background: The second section shows two ladies standing with folded hands in front
of a pandita wearing a turban, a dupalid, and a lower garment with a red printed
design. The long pointed hair at the back of the ladies are noteworthy. The blue
lower garment of the ladies has a pointed end. Ladies wear white Odhanis with red
designs.

Fig. 58 shows in the section on the right two persons engaged in a talk and
wearing white turbans with black stripes, white scarfs and dhofi. The long moustache
with curved end may be noted. Both the pandsits have yellow complexion. The other
section shows a lady sitting in a front of a cocoanut tree on the other side of which
is beautifully drawn figure of a monkey. Some fine studies of monkeys are found in
Jaina MSS. like the Mandapadurga Kalpasitra in Baroda Jfiinamandira collection
(different from the Mandu style MS. in the National Museum), the Jamnagar Kalpa-
siitra painted at Patan in 1558 and especially in the Campakadurga (Campiner)
scroll of Samvat 1490 (=1433 A. D.) published by N. C., Mehta. The monkey has a
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light yellow body colour and red face. The lady also has yellow complexion, and wears
red coli and lower garment.

The painting on the right has red background, the other one on the left half
of the folio is with blue background. Each of these paintings illustrates the verse
written on top.

The page can be assigned to c. 1580-1600 A. D. from its format, script etc.
The paintings clearly belong to the Gujardti group referred to above. Treatment of
figures of ladies as also of their dress has its parallels in the Utfaradhyayana dated
1591, and the Matar Samgrahani of 1583. The discovery of this page suggests the
possibility of more secular paintings coming to light from Jaina collections. The- style
was not confined to religious texts and must have been popular in Gujarit.

Shrimati Sarayu Doshi has discovered a profusely illustrated Digambara Jaina
Adipurana from Jaipur. The paintings are in two styles, one of which resembles the
Matar Sawigrahan: style. Unfortunately the Ms. bears no date, but seems not far re-
moved from the Sawigrahani painted by Govinda. It is not known where this Jaipur
MS. was written and painted. Perhaps one of the painters belonged to the new school
of sixteenth century in Gujarét.

Mention may be made of the paintings of Rdga Dhandsri and others in the
Sarabhai Nawab’s collection, referred to by B. Gray*? and published by Nawab in his
Master-pieces of Kalpa Stira Paintings, plates H=]. These have been assigned by
Gray to Gujaridt, early sixteenth century. He has rightly noted their relation to the
Bhigavata paintings published by M. R. Majmudar. Recently the Baroda Museum has
acquired three Rdagamala paintings of one set, a painting from these bears a date,
V. S. 1665=1608 A.D. The style of these paintings is allied to the above style.

It does not seem desirable to date some of the abovementioned paintings on
the basis of the occurence or otherwise of the pointed j@mds which are taken as in-
novations of Akbar’s court from some outside source.#3 An argument in favour of Gray
and Barrett's views on the problem is the fact that such jamds are popular in temples
of the Pustisampradaya, founded by Vallabhicarya, with its two principal seats at
Nzthadwara and Kankroli in Mewid. The sect would not have preferred the purely
Moghul court dress for the deity in its sanctums. The whole argument based on cdka-
dara jamds should not be pressed too far. A garment with pointed ends is found
on a yaks? in the Mathura Museum, assignable to c. first century B. C. or A.D. Per-
haps introduced by $akas and or Kusdnas or even earlier it might have been adopted
in Indian dress several centuries before Akbar.

Incidentally we might refer here to the argument about balloon-shaped s@ris. In the
Mandu Kalpa-sitra of 1439 A. D. (now in the National Museum), as noted by Kha-
ndalawala and Moti Chandra, “the odhan? when covering the back of the coiffure, stands

42. Basil Gray in Tke art of India and Pakistan, p. 106, no. 385 (415)
43. Compare, for example, Khandalawala’s view noted in New Documents of Indian Painting, Bulletin
of the Prince of Wales Museum, No. 7, pp. 26-27.
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out balloon-like behind the head,”** Commenting on this they further note, “...... the
Odhant standing out balloon-like behind the head is seen in Jaina manuscript illustra-
tions even earlier than the Mandu Kalpa-siira of A. D. 1439 and the Jaunpur Kalpa-
sitra of A. D. 1465. The treatment of this mannerism in the sixteenth century North
Indian style is closest to the treatment of the balloon-like Odhani as seen in the above-
mentioned Mandu and Jaunpur Kalpa-si#tras.”*> This is a departure from their earlier
remarks in the Lalit Kald@, no. 6, p. 13 where it was stated: ‘“There can be no doubt
that the convention of the balloon-like odhan: as practised in the Mahipurana of 1540
A. D., was borrowed from MSS. such as the Mandu and Jaunpur Kalpa-sitras.”’ It
may be noted here that this practice of balloon-like Odhanis behind coiffure is a typi-
cal Gujarati trait of at least the thirteenth century elite of Gujarat as can be seen
on the portrait-sculptures of minister Vastupala and his family in the temple built by
him at Delvada, Mount Abu, and on a dated pedestal of a Tirthankara sculpture
from Ladol (N. Gujarat) preserved in the Prince of Wales Museum, Bombay. It is,
therefore, not unlikely that this style was borrowed from Gujarat and/or Rajasthan by
other centres in different paintings. It is good indeed that Moti Chandra and Khandala-
wala have modified their earlier views expressed in Lalit Kald no. 6.

It may be noted that the balloon-shaped sdr: is seen in the miniatures of Ma-
dhavanala-Kamakandala-Kathd, of Samvat 1500=1443-44 A.D. written at Patan
published by U. P. Shah and Moti Chandra in New Documents of Jaina Paintings, op. cit.

In the Golden Jubilee Volume of the Mahavira Jaina Vidyalaya, are published
for the first time, some New documents of Jaina paintings, by Moti Chandra and U. P.
Shah, mainly from Jaina collections, which the second author selected from two main
points of view: (1) bringing to light unpublished noteworthy miniatures and (2) selec-
ting documents which bear at the end dates and/or place-names. This method has
helped in fixing the provenance and age of different styles.

Several new trends in paintings of the sixteenth, seventeenth and eighteenth
centuries led to the creations of different schools or styles, which are at present clas-
sed as Bundi, Mewad, Kishangadh, Basoli, Mandu, Malwa, etc. Similarly, some new
creative urge must also have inspired artists from Western India, mainly Gujarat and
Western or South Western Riajasthan. Gujarit and Western Rajasthian (including
South-Western Riajasthan) were known as the home or chief centres of what is vari-
ously styled as Western Indian, Gujariti, or Apabhrarsa style of painting from ¢. 1100
A. D. to about c. 1500-1600 A. D. An area which had so much patronised and kept
alive the art of painting could be expected to have created its own style in the six-
teenth, seventeenth and eighteenth centuries when other schools of “Riajasthini Pain-
ting” (such as the Bundi, Kishangadh, Mevad etc.) came into being. Quite a large nu-
mber of loose paintings were doubtfully called Malwa or Marwir or Mevad etc. with
a question mark. Identification and provenance of styles of several such paintings can

44. Ne:_e:_Documenis of Indian Painting, p. 21, and colour pl. 2, and fig. |].
45. Ibid., p. 21. :
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be done with the help of similar miniatures of manuscripts bearing dates and or names
of places of copying. With this view, the present writer tried to find out from the
collections of the late Muni Sri Punyavijayaji and, through his kind co-operation, from
some other collections, illustrated manuscripts which could be definitely assigned to
Gujarat and which could be either accurately dated or could be assigned to a fairly
reliable date with the help of the format etc. in which matter, there was no other
scholar who had more experience than Muni Sri Punyavijayaji. Such attempts in future
are likely to be rewarded with more success and will help us in deciding the prove-
nance of different styles and in rewriting the history of North Indian Painting with a
clearer perspective.

Take for example, the Sri-Candra Riasa painted at Surat in 1716 V. S.=A. D.
1659 (figs. 70-71)*® For the first time we are on firm grounds regarding a Gujarati
style (or Surat if one may like to call it so after the discovery of some more evidences
of different local sub-styles from Gujarat) of the seventeenth century. Surat was an
important trade centre in the Moghul period and certainly had patronised art and lite-
rature. When 1 showed this new evidence to Dr. Moti Chandra, he showed me a
complete Devi-Mahatinya painted some years later (in V. S. 1776) in Surat,*?” The
style in both the above manuscripts is related. Further evidence of the art activity at
Surat is preserved in a Persian manuscript in the Prince of Wales Museum, Bombays;
it is still unpublished and I hope the Museum will soon publish it. This manus-
cript, said to have been written in the age of Aurangzeb, is full of paintings in popu-
lar Moghul Style. Recently a Sripdla—rdsa painted at Surat in 1831 A. D. has been found.

The Sri-Candra-rdsa of 1659 seems to have been the work of a mediocre
artist, or we might say, it possibly represents (to some extent at least) the popular or
the folk-art. Similar paintings on walls of private houses were very popular in Gujarat
till the beginning of the twentieth century. We must await future discoveries of better
examples of miniatures done by superior artists at Surat. But the Devi Mahatmya of
V.S. 1776=A. D. 1719 and the Sri-Candra-Riasa of 1659 are examples enough to
give us an idea of some of the characteristics of Gujarati-Surat-painting of the latter
half of the seventeenth century. Big, heavy, healthy, heads on stunted figures are
peculiar to this style. The backgrounds are simple, lines are thick and swiftly drawn,
eyes are big, the farther eye is dropped, the squarish jaw-bone is now not popular.
Turbans are heavy and typical, they are comparable with the undated Ardrakumdra—
Rasa*® and the Upadesamadld miniatures. It seems that the Ardrakumara-Rasa is
also a product of the Gujarati school, but possibly from Northern or North-Eastern
Gujarat, and, if I may hazard a guess, from the Idar region. Treatment of the figure
of the Jaina monk in the Ardrakumara-Rdsa has parallels with similar treatment in a
manuscript recently discovered by Mrs. Sarayu Doshi, which according to its colophon
was painted for some residents of Idar, by an artist called Nanji.

46. Moti Chandra and U. P. Shah, New Documents of Jaina Pasntings, op. cit., pp. 417 ff., 371 ff., fig. 34.
47, Ibid., p. 372, fig. 28.
48. Moti Chandra and U. P. Shah, New Documents of Jaina Paintings. figure 30, and pp. 414-415.
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The undated Sawigrahan? (illustrated by us in the above volume),*® from col-
lections of Muni Sri Punyavijayaji also seems to have been originally painted in some
part of the old Idar state. This will be more clear when Shrimati Sarayu Doshi pub-
lishes the Digambara Jaina documents she has recently discovered. But the style of
this Samgrahani was common throughout Gujarat. Recently the Baroda Museam has
acquired a Sanigrahani in this style, written in Bhuja in Kaccha. It is quite reason-
able to conclude the existence of a Gujarati school of the sixteenth-seventeenth century
which had broken away from the old conservatism of the Kalpa-siitra and other minia-
tures of the preceding centuries so well-known to scholars.

The tendency to break off from the earlier traditions is seen in the bold attempt
of Citara Govinda who painted the beautiful Sawigrahant siitra at Matar (Kheda dist-
rict, central Gujarat) in 1583 A. D., which perhaps began in the still earlier scroll
from Champakadurga (modern Chaimpiner, to the N. E. of Baroda), dated in Sarhvat
1490 (<1433 A.D.),®° whose importance is not so properly emphasised in this light.
This is also seen in the Kdalakacarya-Katha attached to the Jamnagara Kalpa-sittra
painted at Patan in 1501 A. D. published for the first time in the Mahdvira Jaina
Vidyalaya Golden Jubilee Volume.®?

The Matar Sarmigrahani of Citara Govinda is the most important document as
it is dated and bears a place-name. This Sarwigrahani seems to have set a standard
for several later manuscripts of the Sanigrahani and an undated Sanigrahani in Muni
Punyavijayaji's collection, of about the same age as the Matar Sargrahani, (and not
earlier of ¢. 1550 A.D. as suggested by Anand Krishna), first published by Anand
Krishna,®? obviously follow the Matar Sawmgrahani in the composition and mode of
representation of several scenes and diagrams.

This can now be supported by more evidence from Jaina Bhandaras. The
Atmarama Jiidna-mandira collection at Baroda preserves an undated Sarigrahani of
circa seventeenth century in an inferior style which definitely seems to follow the Matar
manuscript in the selection and general convention or mode of representation of the
subject matter of its miniatures. The manuscript dated 1644 V. S. = 1587 A. D. painted at
Cambay (fig. 62) and two more later ones, of the seventeenth century painted at Patan
(fig. 63) and Cambay (fig. 64) follow this tradition. Just as in the Kalpa-sitra minia-
tures certain formulas became popular and were adopted in selection and representation
of scenes (diksa scenes, samavasarana, Mother of a Jina dreaming the conventional
dreams, and soon). Similarly the Matar Sanigrahani was perhaps the pioneer in introdu-
cing several types of illustration for the Samgrahani-sitra. But the Cambay Samgrahani
of 1587 uses bright colours with a preference for bright green prominently used.

49. Ibid., pp 415-416, fig. 32

50. First published by N. C. Mehta, A Painted Roll from Gngarat, Indian Arts and letlers, (New
Series), Vol. VI, Pp. 71-78 and plates.

51. Moti Chandra and U. P. Shah, New Documents of Jaina Paintings, op. cit., figs. 12, 13, pp.
387-389, 364-365.

52. Rai Ananda Krishna, Some Pre-Akbari Examples of Rajasthani Iliustrations, M arg, Vol. XI. No. 2,
Pp. 18 ff,, and figs. 6-8 on page 20.
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Apart from this, a comparative study of only a few dated Sa#igrahani manus-
cripts will also reveal to us the new trend in Gujarati painting of the seventeenth century.

The miniatures in a Samgrahani-sitra manuscript can be divided into two
groups: first a group of diagrams of the Cosmos, two and half continents, etc.,
second and the more important group includes scenes of dancing before Indra by the
various gods and goddesses, figures of the various jewels of Cakravartins, Vdsudevas
and others, and scenes of hell-tortures and so on. These contain very interesting data
for a study not only of the art style but also the costume etc. of the age; this data
had not been explored so far. With this view I am adding here a few more photogmphs
from different Savigrahani manuscripts (figs. 65-68, 72-73).

Since this text had been very popular with monks, we are fortunate in having
evidence of art traditions from late sixteenth upto the middle of the nineteenth century.
In the Muni Punyavijaya collection (now in the L. D. Institute of Indology, Ahmedabad),
is an eighteenth century manuscript of Sawmgrahani painted at Rajanagara (Ahmedabad).
In the collections of the Baroda Museum, is another Sawigrahani copied at Bhuj in
Kaccha, and having miniatures similar in style to the wundaled sevenieenth century
Samgrahani of Punyavijaya collection (published earlier by us in New Documents of
Jaina Paintings), and referred to above. Figures 72-73 are miniatures from a Samgra-
hani manuscript painted in Bombay in Samvat 1914 (=1857 A.D,). The variety of
costume, in this Sarhgrahani are especially noteworthy. Male and female figures throw
light on the mixed population of Bombay of 1857.

It is hoped that all this new evidence will receive more attention of scholars
from various points of view.

The style of Govinda as seen in the Matar Sa#igrahani can now be regarded
as a typical style which became very popular in Gujarat. It is the new Gujarati style
of the Sixteenth century. Of this style a few noteworthy examples discovered so far
are as under:

(1) Bhagavata DasSama-Skandha, painted in 1610 A. D. by Govinda son of Narada
(fig. no. 50), from collections of the Oriental Institute, Baroda.

(2) Bhagavata with commentary painted at Ahmedabad in 1598 A. D. (fig. No. 49).
From collections of the Oriental Institute, Baroda.

(3) Rajaprasniya Sitra (figs. 38, 39, 40, 44) from Muni Punyavijaya’s collection in
the L. D. Institute of Indology, Ahmedabad.

(4) Bala-Gopala-Stuti of Kankroli collection (figs. 45-48).

(5) The Uttarddhyayana siitra of 1591, published first by W. Norman Brown, now
in the Baroda Museum.

The Bhagavata Dasamaskandha painted in 1610 at Ahmedabad about 30
years after the Matar Sanmigrahani, is in the same style eliminating the farther eye
(extended in space) and the long pointed nose. The turban used by several male figures
is'a peculiar sort commonly found in all these manuscripts (see fig. 38). The Bdia-
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Gopala-Stuti from Kankroli illustrated here in figs. 45-48 dates from c¢. 1620-1650
A. D. Of the Gujarati painting of the seventeenth century an interesting Sanigrahani
sittra from the Khajanchi collection, now in the National Museum, is dated in A. D.
1638.52 [t was painted at Wadhwan in Saurashtra (Gujarat). A few pages from this
are illustrated here through the courtsey of the National Museum, New Delhi (figs.
67-68). A beautiful eighteenth century Sawigrahani imitating the themes of Matar
Samgrahani, is preserved in Ujamphoi collection of the L. D. Institute of Indology.
The bright colours used remind one of the Upadesamali-Baldvabodha, published in
the New Documents of Jaina Paintings.

Closely allied to these paintings and also probably painted in Saurashtra, are
the miniatures of a complete Sawigrahani, with Gujardti commentary, written in
Sarhvat 1720=1663 A.D., from the Philadelphia Museum of Art (figs. 74-75).

The elimination of the farther eye and the omission of three-quarters profiles,
representing human figures in full profiles seem to have started much earlier than e.
1500 A. D. This is seen in the figure of Garada incised on the Mandhata Plates of
Paramira Jayasihha-Jayavarman, d. V.S. 1331 (=1274 A. D.) published by D.C.
Sircar, Epigraphia Indica, Vol. XXXII pp. 139 ff. and in the plates of Maharaj-
kumira Udayavarma Deva, d. V. S. 1256=1200 A. D., published by Fleet in Indian
Antiquary, Vol. XVI pp. 252 ff. and plates (fig. 16).

Of perhaps the eighteenth century are the numerous, now dispersed, pages of
what is known as Twularam’s Bhdgavala. The Philadelphia Museum of Art has six
such paintings, some more are in various collections in Boston and elsewhere in the
U.S.A. Of this group one painting from Watson collection is published by Pramod
Chandra (Indian Miniature Painting, p. 54, fig. 85); another by S. C. Welch and M.
Beach, in Gods, Thrones and Peacocks (New York 1963), no. 15. A painting from
the collection of the Philadelphia Museum of Art collection is here published as fig.
39, by the kind permission of Dr. Stella Kramrisch. These paintings show a popula
style, somewhat folkish, of the late seventeenth and the early eighteenth century A. D.

The search for dated manuscript or manuscripts with place names produced one
very interesting result. Muni Sri Punyavijayaji discovered a profusely illustrated
Upadesamala-Balavabodha, from the Devasa na pada collection, which is discussed
by Moti Chandra and Umakant Shah in New Documents of Jaina Paintings. The
beautiful paintings in bright colours illustrate various stories of a didactic nature. The
illustrations are almost like secular paintings and represent a mature style. Parellels
of this style could be traced to two dated Vijfiaptipairas written in Sirohi, now
in the National Museum, to a Sapta-Sati MS. also from Sirohi in the National
Museum, and to a few pages of Sapta-Sati in the Prince of Wales Museum.
This style was therefore called Sirohi School. But a painting in the Los Angeles
Museum has in margin some writing in Gujarati language (fig. 76). Sirohi was also
5h;;,j—j|.-finiamre Paintings from Shri Moti Chandra Khajanchi collection, {igs. 97-98.
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once a Gujarati area. It would not be surprising if we later find that this (Sirohi)
school was current in some other parts of Gujardt in the late seventeenth and the
eighteenth centuries.

A Sripdla-rdsa in Gujarati, copied in Surat in V.S. 1886=1829 A. D. has pain-
tings reminiscent of certain characteristics of this Upadesamalad Bdlavabodha which
latter was originally composed in Surat, and since the last page of UpadeSamali Ba-
lavabodha seems to have been a replaced one, it is difficult to say where it was copied
and painted.

For the information of scholars of the history of painting in Gujarit I am
illustrating here painting from a Vijfiaptipatra written from Rdijanagara (Ahmedabad)
in 1853 A.D, (fig. 78) from collection of Muni Sri Punyavijayaji in the L.D. Ins-
stitute of Indology, Ahmedabad, and from another Vijiiptipatra sent by the Jaina
community of Surat to an dcdrya at Bahedanagar, written in the nineteenth century
(fig. 79) also from the same collection. More interesting is a Kalpa-siitra painted at
Ahmedabad in Samvat 1727=1670 A. D. from which a page is illustrated here in fig.
77. An artist Chavdard Rajebaji from Palanpur, N. Gujarat, painted a Madhumalati
Chaupai in c. late nineteenth century A.D. and inserted his own portrait in it, illust-
rated here in fig. 45.

During the last forty years a very large member of illustrated manuscripts,
scrolls, wooden-book covers, canvass palas etc. have come to light from Jaina collec-
tions in Western India. They not only throw light on the art of painting from the
eleventh century to the twentieth century in Gujarit and Ré&jasthdn, but also inciden-
tally supply a good deal of data concerning the life and culture of their times. For
example, the beautifully Hllustrated UpadeSamald Balavabodh from Devasa-ni Pada-
no Bhandar has a miniature showing the runner postman in the late seventeenth and
early eighteenth century; another miniature shows a goldsmith’'s workshop; a Paiica-
khyana miniature shows a weaver on handloom: The various VijAiaptipairas represent
the main bazars of various towns and cities like Baroda, Jesalmere, Surat, Vadnagar etc.

It would be interesting to give here a glimpse of the vast variety of illustrated
material now available. I give a small list: (1) Kalpa-siiira, several manuscripts, of
which the Mandi Kalpasiitra in the National Museum, the Jamnagar Kalpa-sitra
painted in Patan, the Jaunpur KP Sa. now in Baroda Jaina Jfianamandir, the De-
vasda na Pada KP Si., etc. are amongst the most noteworthy ones. (2) The Kalaka-
kathas, the Mandu style Kalaka-kathd of Punyavijaya collection, and several others
published by Brown, Nawab, and Moti Chandra are noteworthy. (3) The MSS. of
Uttaradhyayana sitra—note the Uttarddhyayana ms. dated 1591 in Baroda Museum,
the A#njara Uttarddhyayana in Punyavijaya collection, two more in Devasa na Pada
collection not yet published, and several others. Besides the above more popular books,
following varieties of illustrated manuscripts are discovered so far.*

* Place names in brackets against titles in the list refer to the present location of the manuscript
or manuscripts.
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(30)
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(32)
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(34)
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Jidtdasitra and other Anga texts, (Palm-leaf, Cambay)

Ogha-Niryukti, (Palm-leaf, Cambay and Jesalmere)
Supdsanaha Cariyam (painted at Delvada, Mevad, now in Patan)
Santindtha-caritra (Baroda and Ahmedabad)

Candraprabha-caritra (Ahmedabad)
Upadesamala-vriti (Cambay; palm-leaf)
Satrufijaya Mahdtmya (two in Ahmedabad)
Parsvanatha-caritra (Ahmedabad)
UpadeSamald-Baldvabodha (Ahmedabad)
TrisastiSalakdpurusacaritra (Cambay)
Nisitha-carni (Cambay)

Sthananga-sitra (Baroda, Patan)
Upasakadasanga-siira (Ahmedabad, Baroda)
Rajaprasniya-sitra (Ahmedabad)
Samavayarga-siitra (Baroda, Patan)
Subahu-katha (Patan)

Dipavali-katha (National Museum)
Ardrakumara-Rasa (Ahmedabad)

Nala=Davadanti Rasa (Ahmedabad)
Priyamelaka-Rdsa (Baroda, Ahmedabad)
Dhanya-Sdlibhadra-Chaupai (Ahmedabad, Calcutta, Delhi, Baroda etc.)
Sripala-Rasa (Ahmedabad, Baroda, Bombay etc.)
Sri~-Candra-Rasa (Ahmedabad)

Simhalakumadra Caupai (Ahmedabad, Baroda)
Paiicakhyana Baldvabodha (Baroda)

Hitopadesa (Ahmedabad)

Meghadiita (Ahmedabad)

Kumarasambhava (Ahmedabad, Baroda, Boston, New Delhi)
Abhidhana-cintamani Kosa (Baroda)

Satapadi (Cambay, Baroda)
Savaga-Padikkamana-sitra-vyiti (Boston) .

Manatunga-Manavati Rdsa (Ahmedabad, Baroda)
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(36)
(37)
(38)
(39)
(40)
(41)
(42)
(43)
(44)
(45)
(46)
(47)
(48)
(49)
(50)
(51)
(52)
(53)
(54)
(55)
(56)
(57)

(58)
(59
(60)
(61)
(62)
(63)
(64)
(65)
(66)
(67)
(68)
(69)
(70)

Madhu-Mdlati-kathd (Ahmedabad)
Madhavinala-Kamakandald-katha (Ahmedabad)
Damayanti-Katha-campit (Ahmedabad)
Kakaruta (Balroda)
As$valaksana (Ahmedabad)
Samgrahani-sitra (Ahmedabad, Baroda, Cambay etc.)
Siddhahema-Laghu-vriti (Cambay, Patan)
Kathi-Ratnasdgara (Patan) '
Prasna-Sakundvali (Ahmedabad)
Gautama=-pyrcch@ (Ahmedabad)
Parsvandatha-vivahalu (Boston)
Parsvanatha-nisani (Ahmedabad)
Sakunavali (Ahmedabad)
LokanaladvatrimsSikd (Ahmedabad)-
Laghu-Ksetrasamasa (Ahmedabad)
Haribala Caupai (Ahmedabad) .
Candana Malaydgiri varta (National Museum, Khajanchi collection)
Naraki na citro (Hell Scenes) (Ahmedabad)
Kutubuddina-ni-varitd (Ahmedabad)
Vijiiaptipatra painted by Silivihana (Ahmedabad)
Vijiiaptipatra from Sirohi, d. v.s. 1782 (National Museum)
Vijiiaptipatra from Devias (c. 18th century A.D.)

Different VijAiaptipatras noted by Hirananda Shastri.
Do. uﬁﬂat;e;i_fra-l”gment c. 18th cent. A. D.
Do. from Jodhpur d. v. s. 1848
Do. from Baroda d. v.s. 1852
Do. from Jodhpur d. v.s. 1892
Do. from Jodhpur d. v.s. 1897
Do. from Jesalmer d. v.s. 1916
Do. from Surat d. v.s. 1845
Do. from Sinor d. v.s. 1827 5
Do. from Amodanagar d. v. s, 1862
Do. from Saujat d. v.s. 1903
Do. from Chhani d. v. s. 1912
Do. from Rajanagar (Ahmedabad) 4. v. s. 1853
Do. from Ghogha d. v.s. 1717 -:
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(71)
(72)
(73)
(74)
(75)
(76)
(77)
(78)
(79)
(80)
(81)

(82)

(83)
(84)
(85)
(86)
(87)
(88)

(89)
(90)

Do. from Desuri now in- Baroda Museum.

Paiica-tirthi- pata painted at Campakadurga, 1433 A. D. (.Ahmedabad)
Sanigrahani-Tippanaka-pata d. v.s. 1453 (Patan)
Vijaya-Yantra—pata (L.ondon)

Varddhamana-Vidyi-pata (Ahmedabad).

Siiri-M antra-pata (Ahmedabad)

Sahasraphani-Parsvanatha-pata (Ahmedabad)

Parsvanatha-pata (Ahmedabad)

Atte-Matle Yantra-pata (Ahmedabad)

Pata painted for Tarunaprabhasiiri (Bikaner)

Several Canvas Paintings of 2} Dvipas and continents in various collections in
Gujardat and Rajasthan.

Several Wooden book-Covers most of them listed in JISOA new series Vol. I
on Western Indian Art.

Illustrated Manuscripts from Digambara Collections mostly
discovered by Mrs. Sarayu Doshi

YasSodhara Caritra (Nagapur, Karamsad, Idar, Surat, Beawar)
Neminatha-paia Scroll (Karafija)

Adipurana (Jaipur)

Mahapurana (Jaipur, Delhi, Mojhime)

Bhaktamara-stotra (Beawar etc.)

Painted wooden covers and manuscripts of Dhawvald, Jayadkavala (at Madabidri)
(first publ. by editors of these texts)

Jaina Ramayana (Arrah)

Sugandha-Dasami-Katha (Karaiija)

This is but a tentative small list. Out of the above, the beautifully illustrated

Yasodhara—caritra from Karamsad (in Gujarat) was painted at Sojitra (near Karamsad)
in Sarhvat 1555, with profuse use of gold. It is a very important document of Gujarati
painting of the end of the fifteenth century. Similarly the Yasodharacarita painted by
Citara Nanji at Idar in 1636 A. D. discovered by Mrs. Doshi from a Digambara
collection is important for the history of Gujarati painting. The profusely illustrated
Adipurana from Jaipur with about 500 paintings is a very interesting document done
in the style of Matar Samgrahani of citdrd Govinda and when published it will cer-
tainly throw much more light on this style of Gujarat.
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Before concluding we might note here some less known sources for study of
painting patronised by the Jainas. They are the folders or holders of paper manuscripts
which Jaina monks hold in their hands and read while giving discourses from texts.
The sides facing the audiance are artistically decorated and painted with figures of
eight auspicious symbols, or of scenes from Jaina Jatakas etc. There are some good
examples in Muni Sri Punyavijayaji’s collection in the L.D. Institute of Indology,
Ahmedabad and in the collection of the Oriental Institute, Baroda.

The wooden or paper-maché boxes, in which bundles of manuscripts were stored
and catalogued according to box-numbers, were also decorated with paintings of floral
designs and with other scenes. Two very rare examples of such boxes with Mughal
paintings exist in Muni Sri Punyavijaya’s above-mentioned collections. Fig. 87 illust-
rates a (court) scene of Music and dancing on one of the sides of one of the above
mentioned two boxes, painted on cloth and pasted on the paper-maché box. It dates
from c. seventeenth century A.D. Fig. 82 is another scene of a lady playing an
instrument before a prince, obtained on the smaller side of the box. Fig. 83 introduces
a hunting scene.
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Fig. 1. Harasola Plates of Paramara Siyaka, d. g49 A.D.
(Reproduced from Epigraphia Indica, Vol. XIX)

Fig. 2. Grant of Paramara Siyaka, d. gbg A.D.
(Collection of Muni Punyavijaya, L. D. Institute of Indology, Ahmedabad)



Fig. 3. From Copperplate Grant of
Viakpatirija, d, 974 A.D.
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Fig. 4. From Grant of Paramara Bhojadeva, 102z A, D,

(Both reproduced from Indian Antiquary, Veol. VI)



King Amarasakti, his sons, minister and Visnusarma. (Fig, 57)
(From Paficakhyana, University Library, M. S. Uni. of Baroda)
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Fig. 5A. First Folio of Pancakhyana
(From University Library, M. S. Uni. of Baroda)
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Fig. 5. Banswara Plate of Bhojadeva, 1019-20 A. D.
(Reproduced From Epigraphia Indica, Vol. VI)

Fig. 6. Ogha-Niryukti, d. 1060 A. D. Fig. 7. Ogha-Niryukti, d. 1060 A. D.

& umﬂt T B Al s Mot Bbebe &g o
& : | 2, -

Fig. 10. Ms. of Ogha-Niryukti Vritti
and Dagavaikalika-tika
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Fig. 11. Mandhata plate of Jayasimha of
Dbara, 1055 A. D.

(Reproduced from Ep. Ind. Vol. TII)
Fig. 9. Bhopal Plate of Mahirija Kumar Haricandradeva.
(Reproduced from Ep. Ind. Vol. XXI1V)
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Figs, 12-14. Palm-leaf ms. of Kalpa-Siitra and Kalaka-kathd, d. V.S. 1377 (=1320-21 A. D))
(From Shri Atméaramji Jaina Jfiana Bhandira, Baroda)
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Fig. 15. Loose mutilated folio lying in the Kalpa-Siitra ms. noted in figs. 12-14.

[A<liHL
- {%ﬁ*lﬂrﬁ’%ﬁui@’ﬂ g‘?”\.
i R]‘i q[¢ |
T A A ‘

Fig. 16. Bhopal plates of Mahakumira Udayavarmmadeva, d. V. S. 1256 (=1200 A. D.)
(Reproduced from Indian Antiquary, Vol. XVI)

s. 17 and 17 A. From Palm-leaf Ms. of Uttaridhyayana Vrtti, Cambay.
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Fig. 18. Palm-leaf Ms. of Satapadi, d. V. S. 1328.
- (Jiianamandira, Baroda)

Fig. 20

Figs. 19-21. Palm-leaf Ms. of Santinatha-Caritra, d. V. S. 1412
(Pravartaka Sri Kantivijayaji's Collection, Jianamandir, Baroda)

Fig. 22. Palm-leaf Ms, of Avasyaka-Laghuvrtti, d. V. S. 1445
(Santinatha Bhandira-Cambay)
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Fig. 25. A folio of Salibhadrakikakula, d, V. S, 1358
(Oriental Institute, Baroda)
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Fig. 26. Page of Dadisruta, eighth adhyayana, d. V, S. 1443
(Oriental Institute, Barcda)

Fig. 27

Pedestal of a Jina image, from Ladol,

now in Prince of Wales Museum, Bombay.
(Courtesy, Prince of Wales Museum, Bombay)
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Fig. 28. Paper Ms. of Itihisa-samuccaya,
(Oriental Institute, Baroda)

Fig. 29. Paper Ms. of Itihasa-samuccaya,
(Oriental Institute, Baroda)
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Fig. 31. Jaitra-Yantra, d. v, s. 1504 (Copyright and Courtesy of Victoria-and Albert Museum; London).
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Fig. 33. From a paper Ms. of Kalpa-siitra in the collection
the Oriental Institute, Baroda. c. 1400-1420 A, D.
(Courtesy : Oriental Institute, Baroda)
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Fig. 35 and 35A

From Satruiijaya Mahitmya Ms.

d. 1468 A. D.

(L. D. Institute of Indology, Ahmedabad)

Fig. 36. Sika-king and Kilaka.
Kalpa-siitra Ms., d. v. s. 1403.

(Muni Punyavijayaji Collection-Ahmedabad)
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Fig. 37. From Harilila-sodasa-kala, d. 1520 A. D,
(Collection of Oriental Institute, Baroda)

Fig. 38. From Praboda-Prakasa by Bhima, d. 1526 A. D.
(Collection of Oriental Institute, Baroda)



Fig. 39. From Folio 49b, Below: Fig, 40. From Folio 62za.
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Figs. 38 to 40. From Paper I\E[s. of Rajaprasniya siitra.
(Muni Punyavijaya Collection, Ahmedabad)
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Figs 41 to 43. Ms. of Uttaradhyayana-Siitra, d. 159T.
(Copyright & courtesy of Museum and Picture Gallery, Baroda)
Fig. 44. Ms. of Rajapraéniya-Siitra, Folio |b.



Fig. 45. Folio 2 from Bilagopala-Stuti, Kankroli Collection.
(Courtesy of Piijya Shri Vrajeshkumarji)
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Fig, 46. Last page of Bilagopala-Stuti, Kankroli-Collection.
(Courtesy of Pajya Shri Vrajeshkumarji)



Fig. 47. Balagopala-Stuti, Kankroli Collection
(Courtesy of Piijya Shri Vrajeshkumarji)
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Fig. 48. From Folio 60b, Bﬁlagopzﬁla-—Stuti, Kankroli Collection
(Courtesy of Piijya Shri Vrajeshkumarji)



Fig. 49

A page from Bhigavata
Dagamaskandha

painted at Ahmedabad
in 1598 A. D.
(Courtesy Oriental
Institute, Baroda.)
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I'ig. 50, Page from Bb: tgavata Daéamaskandha written in 1610 A, D,
(Courtesy Oriental Institute; Baroda)



Fig. 51. From Samgrahani Sitra, painted at Matar in 1583 A. D,
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Fig, 52
Samgrahani-Siitra, painted at Matar,
folio giving name of Citara (painter) Govinda.



Fig. 53. Life after death according to different actions
Sarhgrahapi-Siitra painted at Matar.

Fig. 54. Hell scenes. Sz;.'rhgrahani—Sﬁtra painted at Mitar.
(Figs. 51-54. From Samgrahani-Siitra, Mahendravimal Collection of Devasino Pado,
now at L. D. Institute, Ahmedabad)
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Fig. 55. A weaver on hand-loom. A page from Pancikhyana Balivabodha
(Courtesy of Gujarati Department, M. S. Uuiversity of Baroda)

Fig. 56, From Paincakhyina Balivabodha
(Courtesy and Copyright, Dept. of Gujarati, M. S. Univ. of Baroda)
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Fig. 58. A page from Rati-Rahasya (Muni Shri Punyavijaya collection)
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Fig. 50 A page from Bhagavata Dagamaskandha. Meviad or Gujarit. c. end of 16th Cent. A. D,
(Copyright & Courtesy, Shri Jagdish Mittal)

Jain Education International For Private & Personal Use Only www.jainelibrary.org



Fig. 6o. A page from Rati-Rahasya
(Muni Shri Punyavijaya Collection)

Fig. 61. A page from Bhagavata Dagamaskandha
(Collection of Shri Jagadish Mittal. Photo copyright and Courtesy Shri J. Mittal)
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Fig. 62. Sarhgrahani Siitra, painted at Cambay, V. S. 1644 = 1587 A. D.
(Collection of Muni Shri Punyavijaya)
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Fig. 63. Fourteen Ratnas (Jewels) of a Cakravartin,
From Sarhgrahani Siitra painted at Patan in Samvat 1687 = 1630 A. D,
(Muni Shri Punyavijaya Collection)



Fig. 64. From Samgrahani-Siitra, Painted in V. S, 1694 = 1637 A. D. at Cambay
Collection of Muni Shri Punyavijaya)

Fig. 65. From a Samgrahani-Siitra, painted in Gujarit, C. 1600-1650 A. D.
(Collection of Muni Shri Punyavijaya)
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Fig. 66, From a Sarigrahani-Siitra, painted in Gujarat, C. 1600-1650 A. D.
(Collection of Muni Shri Punyavijaya)

Fig. 67. From Samgrahani-Satra written at Wadhwan (Saurashtra) in A. D, 1638
(Courtesy, National Museum, New Delhi)

Jain Education International For Private & Personal Use Only www.jainelibrary.org
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Fig. 70-71. From Sri-Candra-Rasa, painted at Siirat in 1716 V. S = A, D. 1659
(Collection of Muni Shri Punyavijaya, L. D. Institute of Indology, Ahmedabad.)
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Fig. 72 and 73: From Sarhgrahani-Siitra, painted in Bombay in 1857 A. D.
(Collection of Muni Shri Punyavijaya, L. D. Institute of Indology, Ahmedabad.)
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Fig. 74 and 75. Samgrahani-Satra, painted in Samvat 1730=1673 A. D., in Gujarat,
(Copyright and Courtesy of Philadelphia Museum of Art.)




Fig. 76. A lesson. Miniature painting, Sirohi School, mid-17Lth Century A. D.
(Photograph, Copyright and Courtesy, Los Angeles County Museum of Art,
The Nasali Heera-manek Collection, U. S, A.)
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Fig. 77. Kalpa-Siitra, d. V. S. 1727 = 1670 A. D., painted in Rajanagar (Ahmedabad)
(L. D, Institute of Indology, Ahmedabad.)
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Fig. 8o. Self-portrait of Chavara Riebji of Palanpur,
Painter of (Fig. 81) Madhumalati Katha (Gujarati)




Fig. 81. Painting on a box for preserving manuscripts., (Muni Shri Punyawvijaya Collection)

Fig. 82

Painting on the smaller side

of the box for preserving
manuscripts.

(Collection of Muni Shri Punyavijaya)
>

Fig, 83

Painting on a box for

preserving Manuscripts.

(Collection of Muni Shri Punyavijaya)
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