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An excellent painting of Ganesa done in the typical Mysore style. The painted details and the
details are very well connected; they supplement each other, and together they add delicacy and balance to

uncoloured

the painting. The lines are splendid, and suggestive.



FOREWORD

Karnataka Chitrakala Parishath
feels proud to present this gallery of

Mysore Traditional paintings to the art-
loving public of the Country. It is a
valuable addition to the excellent
galleries that are already there in the
Parishath. And it represents the unique
merit of the Mysore idiom in painting.
The paintings illustrating this idiom
were collected with great effort for the
Parishath by its former Secretary, the
late Prof. M.S. Nanjunda Rao, and
preserved with loving care in the
Parishath’s archives over years. Shri
D.K. Chowta, the present General
Secretary is to be congratulated for

donating a gallery to house these
paintings. It shows his love for art and dedication to the cause of art in
Karnataka. The excellent manner in which the gallery has been planned is due to
the effort and imagination of the Parishath’s Vice-President, Shri Kamalesh, the
well-known artist. Together they merit our deep indebtedness for the fine manner
in which this gallery has been planned.

Appropriately, a volume of Mysore Paintings is being published on
the occasion of the Gallery’s inauguration. Vidyalankara, Vachaspati Prof.
S.K. Ramachandra Rao kindly acceded to our request to prepare the text for this
volume, and we are deeply indebted to him for this help. This volume has rightly
been dedicated to the memory of the late Maharaja of Mysore, Krishnaraja
Wodeyar III, for his patronage it was, that was mainly responsible for this style
of painting.

I cherish fondly the hope that Chitrakala Parishath will continue this

Ak

S.M. Krishna
President, Karnataka Chitrakala Parishath

laudable work in the coming years.



AUTHOR’S NOTE

The present volume on the Mysore traditional paintings
is being published on the occasion of the inauguration of a
gallery of traditional paintings of Mysore which are in
possession of Chitrakala Parishath, Bangalore. Both the
gallery and this publication were ideas of the Parishath’s
General Secretary, Shri D.K. Chowta. It was he who
prevailed upon me to undertake the job of preparing
this volume. The well-known artist and my friend,
Shri Kamalesh (who is Parishath’s Vice-President) came
forward to help me in this arduous task. The elegance of
the gallery is due to his untiring effort and sense of
aesthetic perfection. He has also enriched the publication
with his calligraphy. 1 value working with him in this
endeavour. I am indebted to the enthusiasm and vision of
Shri Chowta, to the wisdom and discernment of Shri
Kamalesh, and to the information provided by Smt.
Kamalakshi. I am also indebted to Shri Munimohan of the
Parishath, for the excellent photographs he prepared of the
paintings included here (for my leisurely and careful perusal).
But for their ready and full cooperation, this volume would
not have seen the light of the day.

S. K. Ramachandra Rao
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SARASVATI

st ypyant  dvETeAdey | FeyEEeedl  HATESel A || (Devatd-dhyana-malika)
An excellent specimen of the typical Mysore style of iconic painting. Four-armed, the two normal ones playing

on veena, and the extra hands carrying pen and book, the goddess is pleasant and prepossessing. Lines are
free and flowing, firm and fluid; the drawing is crisp and expressive.



KRISHNARAJA WODEYAR III
MAKER OF MODERN MYSORE

n March 27, 1868 a  Mysore passed away. But for him,
hundred and thirty six Mysore State would have lost its
years ago, a great ruler of  individuality and unitary character; it




would have become part of the Madras
Presidency. Kannada would have ceased
to inspire the community and to provide
the rallying ground for unification.

The Maharaja was beset with a
series of misfortunes, but he fought
against all odds with rare restraint and
fortitude. Although he died in anguish,
broken with frustration, the fruits of his
efforts were borne soon after his demise:
Mysore could continue as an entity with
distinction.

His Highness Sri Krishnaraja
Wodeyar III, the great-grandfather of the
last Maharaja in the lineage, was born
on 25th July 1794, when the State was
passing through tumultuous times. For
38 years the royal family had lost control
over the administration of the State:
Hyder Ali and Tipu Sultan were the real
rulers. The English and the French were
freely exploiting the situation. The
resourceful Dowager Queen
Lakshammanni applied herself with
singular zeal to the task of restoring the
royal rights to the family. Till 1801 she
was the Regent of the young prince,
and the astute Parnayya was the Dewan

till 1811.

All was well until the prince came
of age and began to administer the
kingdom himself, in 1810. The Regent

had taken care to provide the boy with
the best education; and Parnayya, the
most remarkable man of his times, had
managed the State affairs with great
care and skill. Ill-advice led the prince,
after he came to power, to dispense
with Parnayya's services; and Purnayya
died soon after his retirement. The wise
Regent was already dead. Mediocres
gathered round the prince, whose hold
over the administration grew steadily
weaker.

The chieftains of several old
principalities, subjugated by Hyder Ali,
now sought to become independent and
fomented trouble. The famine of
1823-4 and the cholera epidemic of 1825
involved the State in extraordinary
expenditure: the financial resources of
the Government were almost entirely
depleted. It is said that Parnayya had,
when he retired from office, handed over
to the Maharaja 7,83,749 Kanthiraya
Varahas (each Varaha was worth three
rupees), as the State's savings: all this
was now spent, and a debt to the tune
of 77 lakh Kanthiraya Varahas was
incurred. However, opinion is not
unanimous on this issue. Whatever the
figures, and whatever the facts, it is
certain that the financial stability of the
Government broke: the landholders felt
aggrieved and harassed, and the
agrarian unrest became widespread.
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KRISHNARAJA WODEYAR III

A very fine painting in oils, portraying the Maharaja in his daily apparel, with a simple but laced turban,
the white kase-angi, with a chowkuli-towel hanging from his left shoulder. He holds a rose in his right
hand (recalling the Mughal style). There is a one-line writing in old Kannada characters on top of the
painting, indicating that the portrait of the Maharaja was done on 10th bright day of Phalguna, in the year
Prabhava 1769 ($alivahana) (1847 A.D.). The artist's name, Manyji, occurs at the left bottom corner of the
painting.




There were several violent outbursts,
and armed revolts; there was an
apprehension that law and order would
collapse. While the situation was grave,
it was certainly not hopeless.

The Maharaja was not directly
responsible for this crisis, nor was he
indifferent to it. He set himself to
improve the situation with great care
and tact. But the British Resident in
Mysore, A.H. Cole,
exaggerated, coloured and alarming

sent highly

reports to the Madras Governor, and
made it appear that the Maharaja was
incapable of handling the situation; he
pleaded that the British should interfere
and take over the administration. Sir T.
Munroe, who was at that time the
Governor of Madras, came down to
Mysore to find out facts, and found that
there was little reason to interfere. This
was in 1825.

But Cole's report had left a trail
behind; and the British imperialists
decided to eliminate the rule of the
Maharaja, and extend their direct
administration. Lord William Bentinck
wrote to the Maharaja on September 7,
1831 directing him to hand over the
administration "within ten days" to the
Commissioners appointed by him,
which the Maharaja did on the 19th
October 1831, soon after the celebrated

Dasara festivities. The letter was as
indecent as the act was sinister; but the
Maharaja reacted with grace and dignity.
He did not, however, compromise with
the error. He continued the struggle to
get the wrong righted till his last days;
and he succeeded, although not until
after his death in 1868.

This misfortune would have made
a lesser man sour and desperate; but
this monarch preserved his peace with
remarkable nobility and fortitude. He
put his trust in God, and persevered in
his effort. The long years of unsuccessful
waiting did not break his spirit. He spent
his time not in intrigues or in idleness,
but in writing books and patronising
talents. He acquired great proficiency in
religious and philosophical literature,
and could hold learned discussions with
scholars. He had in his court the most
eminent scholars of the times: Kunigal
Rama Sastri, Bhashyam Appa Sastri,
Kasi  Sesha
Thathacharya,
Vyasakrishnacharya, Kavi Varadacharya
and others. He had also around him a

Sastri, Sajjayam

Vyakaranam

group of poets of no mean stature:
Rajakavi Lingaraja, Garalapuri Sastri,
Madappa Sastri, Kempunarayana Kavi,
Devalapura Nafjunda Kavi and others.
He spent most of his time in the
company of these intellectuals, and came
to be regarded as the modern Bhoja.




He was himself a writer of repute:
he wrote as many as seventy works,
important which  are

Sritattvanidhi, Chamundika-nighantu,

among

Saugandhikaparinaya, Siri-Nanjunda-
Sataka,
Navagraha-puja-maijari. He could write

Chadurangasarvasva, and
fine poetry both in Kannada and in
Sanskrit. He knew many languages
including Persian, Hindustani, Telugu,
Marathi and Tamil. His Kannada prose
style was ornate and elegant. His
knowledge of astrology  was
considerable, and he has written books
on this subject. He was interested in
symbolic mathematics and in the
designing of mystic diagrams. His
manuscripts were illustrated by himself.

He was proficient in music, and he
played on Veena. He had in his court
musicians of great eminence like
Sadasiva Rao, Veena Venkatasubbayya,
Veena Sambayya and Doddaseshanna.
Mysore evolved a distinct style of
playing Veena during this time. He has
composed musical pieces in Kannada,
and has written Yakshagana plays.

He encouraged graphic arts; and
commissioned a large number of artists
to paint court scenes, and portraits of
his officers, scholars, musicians and
pontiffs. He was responsible for the
creation of the Jaganmohan art gallery

in Mysore. His interest in painting was
unbounded. In his court, there were
several artists who were his personal
friends. The grandfather of the famous
K. Venkatappa was one of them.

was chiefly
responsible for the introduction of

Krishnaraja III

English education in the State. He also
started the Raja's School in Mysore for
the teaching of English; this school
which was started in 1833 became in
due course the Maharaja's College and
the nucleus of the Mysore University.
The name of this prince is also associated
with the first hospital along modern
lines of medicine in Mysore. This was
rather remarkable, because he was
himself an enthusiast of Ayurveda, and
patronised  eminent Ayurveda
physicians like Gundlu Pandita, Hosa
Pandita Bhimarao, Gurumurti Pandita,
Jinachandra Pandita and others.

He was born in érirangapattana
which had been the capital of the State
for nearly 400 years; but he was installed
on the throne in Mysore, at that time
little more than a small village. The
ruler took great care to develop this
township into a well laid out, modern,
and prosperous city. He visited
Bangalore in October 1811 and held a
durbar in Tipu Sultan's Fort. Since then,
he applied himself zealously to develop




this city. The cantonment areas was in
fact his gift to the then "Supreme
Government'" for the purpose of
stationing the garrisons. It should be
said to his credit that he foresaw great
potentialities in this city and extended
all assistance towards its growth. He
can truly be described as the Father of
the Modern Mysore State.

The ruler was helped in this mission
of modernising and developing Mysore
State by his dewans and residents.
Parnayya, a man of "extraordinary
merits", paved the foundation for this
work by setting up an appropriate
administrative machinery, and by
repairing the damage done by warfare
for a hundred years. Savar Bhakshi Rama
Rao, Babu Rao, Venkataraje Urs, Pantoji
Subba Rao, Bhakshi Narasappa and
Bhagavata Subba Rao were among his
trusted officers who were eminent and
sincere. Dr. John Campbell, Major Evans
Bell and Sir Henry Rawlinson were
friends of the King who helped the cause
of Mysore.

Here was undoubtedly the greatest
ruler in the Mysore royal family. He
was accomplished and versatile,
diplomatic and steadfast. He was
devoted to the welfare of the people: he

mixed with them freely and shared their

pleasures and sorrows. During the days
of drought in 1811-12 he spent without
a second thought 8,550,272 Kanthiraya
Varahas to keep the people from want.

It was at that time a very huge
sum. Even when the State finances were
visibly dwindling, he continued to spend
lavishly on public works. Perhaps this
was an unsound economic policy; but
then the King was an uncompromising
humanist, and his considerations were
different. He no doubt came to grief on
this account, but he never regretted. In
fact, he justified his action in the
despatches to the Court of Directors of
the Company and in the Kharithas to
the Crown, for the rendition of the State.

He was a man of unimpeachable
integrity: he never stooped to conquer,
nor did he strike with spite. Here is
what The Pall Mall Gazette of London
wrote about him in 1866 (September
26): "During all the darkest season of
our trouble, when he might have
wrought grievous mischief to our
people, he was firm and faithful to the
British alliance ......... (But) he reasserted
his claims with increased emphasis,....... "
His was a case of the age-old conflict
between the Hour and the Man: and the
Man ultimately won.




WHAT ARE TRADITIONAL PAINTINGS ?

“n he English word tradition’
(derived from the Latin

traditio and

tradere,
meaning “to hand over”) signifies the
action of handing over or transmitting
of something from one to another, from
one generation to another. It also refers
to some usage, custom, or practice that
is long established, that is regarded
almost as immemorial, or the objects
(material things) that are heirlooms of a
past. It becomes important in the context
of cultural continuity or preservation of
cultural details of a community. More
significantly, it is the transmission by
practice of what is generally called oral
tradition, without reliance on writing.
It is to be noted that the word tradition
also signifies etymologically an active

involvement in such transmission (from
tra=trans+do, “I place, I give”).

Tradition, therefore, refers to the
ways of living, ways of thinking, ways
of enjoying, ways of interacting and
ways of finding the meaning in life.
Relevant to us here is traditional art, the
ways of decorating oneself and one’s
habitat, ways of connecting truth with
beauty and utility with aesthetic
appreciation, involving ideas and
emotions in living at a higher plane,
removed from the purely mundane, drab
and dreary, ordinary and animal
Art is different from the
‘natural’; it is created, constructed,

existance.

confabulated, and in this sense “artificial’.
Beauty in a flower is natural, but its




portrayal in a drawing or painting is
art. Art has many dimensions: body-
decoration, garments, ornaments, eating,
diversions, buildings, gardens,
handicrafts, artifacts, communication,
amusements,

In all
these, there is a role that tradition plays.

self-expression,
enjoyments, sports and so on.

It makes not only for continuity, but for
the enhancement of quality and value.

This is emphasized in the Sanskrit
word ‘sampradaya’ for tradition. The
word basically means transmission
(sam+pra+da+ghang, “ to give”) but the
prefixes “sam” and “pra” added to the

root ‘da” bring out the detail that the
transmission is of the values held in
high regard by the elite in society.

Hence Bharata’s definition:

RryrrqEdvives: ThEmE: 1|

Sampradaya consists of useful
instructions (upadesa) handed down by
a long line of cultural folk (Sishtas).
The Sanskrit word links up tradition
with enculturation and education. It is
value-oriented. Another definition of
the word draws attention to the
unbroken succession of wise masters as
teachers of proper conduct and right

living.

ok

ARCHAKAS

This is part of a larger but damaged glass-painting. This shows the priests in a Vaishnava shrine, distributing holy
water and offering the imprints of the Lord's feet to the devotees.
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The word ‘sampradaya’ emphasizes
the right teaching that is got in the
proper manner, with attention to good
and correct instructions (sadupadesah:
sam samyak-prakdrena praptah).
Tradition is what is of benefit to
individuals and society. However, it
does not connote a passive reception.
Sakti-sarigama-tantra, which discusses
at length the nature and modes of
tradition (1st patala, 8th khanda) points
out that the reception of tradition is
facilitated by an inner power, which can
bring about unity of body, the vital
currents and the objects of the world

outside:

The receiver of tradition needs to
be in favour of noble conduct, pure in
body and mind, and doing things always
full

deliberation (not by impulse, pressure

with perfect freedom and

or under compulsion)

IR Eos: Wes<HENaa]: ||

Further, he should not be motivated

by selfish interests, but engaged all the
time in actions that will benefit others:

WG W ||

Thus, the idea behind tradition is
that it is good for all, and that because
of tradition, the individual will thrive
and society flourish. The values that
are in consonance with the good of all
are sought to be preserved and
transmitted to future generations.
Traditional art is the art that is relevant
for the entire community. The individual
artists, in the context of tradition, are
ushered into oblivion, for they are only
That is
how all those artists, artisans and

transmitters and not creators.

craftsmen who built our grand temples
and made our finest of sculptural
specimens are unknown and unheard
of. They worked for a collective cause.
And their creativity was submerged in
the idiom that they represented.
Traditional art differs from modern art
in this regard.

In the realm of painting, tradition
began with painting one’s own body
and on rocks, pots, jars, funerary urns,
walls and weapons of war and hunting.
In all such instances it was the painting
that was important, and not the painters.
The early painter produced an idiom, a
style for the community, and himself
disappeared into it. The idiom survived,




YASODA AND KRISHNA

Yasoda, the foster-mother, standing and carrying the boy-Krishna in an attractive posture (tribhanga).
The painting has been done with minimum colours, green oulstanding, and with delicate
draughtsmanship. The pavilion treatment is typically Mysore in design. The parrot in green appears
to have lent the emphasis on the green colour in the painting. The tray-stand with inlay work is also
seen, together with lamp-stands, and a pot hanging on top.
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the style flourised, but not the
originators thereof. That is also why
the Upanishad calls for the remembrance
of what is done (krtam-smara), and not
of who did it.

We have in India evidence of a
distinct idiom being developed in the
murals of Ajanta (between about 200 BC
and 400 A.D.) during the period of the
Satavahana monarchs and the Vardhana
kings (contemporaneous with the
Guptas). This idiom continued in Bagh
(under the patronage of the Gupta
kings), Badami (early Western
Chalukyas), Elara (Rashtrakatas),
Kailasanatha temple at Karnchipuram
(Pallavas), TalagiriSvara in Panamalai,
Sittanna-vasal Pudukkottai
(Pallavas), Brhadisvara temple at
Tanjavaru (Chola), Virapaksha temple
at Hampi and Lepakshi (Vijayanagar)

in

and Tiruparumkunram (Nayaka).

It is important to note that the early
extant specimens of what may be
described as truly traditional Indian
Here the
painting is made to stick to the ground

paintings were murals.

(lime plaster) applied on a durable
support (stone or rock). In Ajanta, for
instance, for the wall-paintings, the
tempera method was used. Mud-plaster

was applied in two coats. The first was
to fill the rock crevices as also the marks
left by the chisel strokes (in order to
make the rock surface rough enough to
And the
second was a fine coat of lime plaster to
enable the artist to draw and paint.
Usually this was allowed to dry
completely before the artist drew his

take mud-plaster splashing).

lines or applied his pigments.

The idiom that thus evolved in wall-
paintings the
mainiatures and illumined manuscipts.
It covered both the theme and the style.
In Ajanta the theme was largely
Buddhist, in Sittannavasal it was Jaina,
in Brhadi$vara it was Saiva, and in

was extended to

Vijayanagara, the themes were largely
drawn form the epics and the puranas.
But the style continued almost the same.
The theme was also uniformly largely
religious. This is what makes all these
paintings conform to the traditional
mould. The traditional Indian paintings
has an idiom that goes back to the early
period of the Christian era. When the
theme is religious, or the style of
rendering these themes reminds us to
what we see in Ajanta, Eldra,
Sittanna-vasal, Hampi, Lepakshi or
Talagirisvara, the painting may rightly
be described as traditional in style.

11



TRANSITIONAL IMPACTS

\j? Q T\ his does not, however, mean
\Qv /[ﬁ that the style which is
identified as traditional has

Jt

continued without alteration or
innovations. We can consider the Ajanta
paintings and the paintings in Lepakshi,
in order to drive home this point. Even
in the context of tradition, Lepakshi has
moved away from Ajanta, but has not
it. The

undercurrent has survived, while the

totally departed from

overlays have undergone some change.
The style has changed retaining the core
intact. Look at the splendid depictions

of Draupadi- svayamvara or of

Kiratarjuniya. The wall-paintings are
highly decorative, especially with
regards to costumes, jewellery and hair-
do; the textile designs steal the show.
But lines are drawn freely and forcefully,

and the attempt to model the figures in

the round is conspicuous by its absence.
Few are the colours used: earth red,
yellow ochre, green, black and grey. The
tradition of using green where blue is
indicated can be discerned.

A peep into the textual tradition
also becomes appropriate at this point.
We have few books that can be called
ancient that are wholly devoted to the
art of painting.
lakshana (in its Tibetan version), the

Nagnajit's Chitra-

third part of the sixth century work
Vishnu-dharmottara-purana, Chalukya-
Abhilashitartha-
Chintamani (otherwise known as
Manasollasa, about 1120 A.D), Keladi-
Basava-bhiipala’s Siva-tattva-ratnakara
(about 1720 A.D) and portions of
Samarangana-Stutradhara (around 1060

Somesvara’s

A.D.) provide us with some details about

12
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LAKSHMI
GANESA

SARASVATI

Three separate paintings
have been framed together.
The paintings of Lakshmi
for luck, Ganesa for
success, and Sarasvati
for wisdom have been in
the folk context together
adored. The paintings have
here been obviously done
to supplement each other.
Each is a fine specimen of
the Mysore style, in
excellent draughts-
manship and delicate gold
work.

13




the craft of painting, like the preparation
of the wall for painting, the preparation
of pigments, the making of brushes, and
so on. There are also instructions, brief
but pointed, about how to make a
painting correct and pretty.

However, there are two points to
be noted in this connection. The first is
that the texts did not appear first, and
the early paintings were not done on
that basis. Texts mentioned above were
in fact prepared on the basis of the
paintings that were already there. In all
art, artists appear first, and the theorizing
comes later. The second point is that
the artisans or craftsmen could not be

expected to become directly conversant

with the texts (which were all in
Sanskrit).
in the courts of Kings who could

There were always scholars

communicate the relevant contents of
these books to the craftsmen in the
language that they could understand.
And the scholars, not being artists, could
not be expected to inform the artisans
correctly or completely about the
technical details contained in these
books. There was thus a gap between
the textual tradition and the actual art-
tradition.

And the artists, artisans and the
craftsmen of any age had necessarily to
care for, and cater to, the idiosyncracies
of their patrons, and to get influenced
by contemporaneous trends, ideologies
and technological developments.
Traditional painting could not, and did
not, remain confined to the original
models and ideals. The line drawings,
ethereal coloration, textile designs and
flat composition that we find in the
Ajanta paintings have undergone a sea
of change by the time we reach the
paintings in the Virupaksha temple at
Hampi, in the Huchchappaiah-matha
in Anegondi or in the Virabhadra-
temple in Lepakshi, or again in the
Brhadisvara temple in Tafjavaru. It is
the same tradition, but nuances differ.
Traditional paintings have incorporated

transitional changes.




TEXTUAL TRADITION

5l
ﬁ%} he early texts provide us

J

as well as preparation of the ground, on

with information regarding
colours, brushes, quills, pens

the basis of the paintings already
executed. There is mention of “virana”,
fragrant grass, the pointed ends of which
were employed as brushes for fine work
Skill in the use of such
The
artist who was an adept in handling it

in miniatures.
brushes was hailed as expertise.

was described as “vidyun-nirmana-
kusala” (expert in the free and quick
Abhilashitartha-
chintamani refers to two kinds of pens:

flow of fine lines).

one called ‘tindu’, for draft outlines
made out of a bamboo shoot, with a
copper conch-like nib fixed at both ends;
and the other (called vartika), for bold
strokes and thick flourishes, a stick made
out of charcoal-powder mixed with wax

and flour, like the wick of a lamp. For
painting, a brush (talika) was made with
calf’s body-hair and wax smeared over
a stick. Three kinds of brushes were
used: a thick one (sthila) for painting
broad areas and wide surfaces, a midling
one (madhya) for filling the enclosures
with paints, and a thin one (sukshma)
for fine lines. Also used was a knife
(kshura) for applying paint on extensive
areas, or for removing paints.
Samarangana-sutradhara mentions
2”, 3” and 4” broad.
Vishnudharmottara counsels that

different brushes must be used for white

brushes

and black paints. The proficient artist
in painting was hailed as “varna-purana-
daksha”.

Employment of gold (leaf, foil,
powder, liquid) for jewellery in

15



miniature painting, whether on suitably
prepared cotton cloth (pata) or silk
(patta) is also described in early texts.
When fine gold powder was applied, it
was preserved and fixed repeatedly
stamping it with a boar’s tusk, which
would also make it shine (Frachif< FmEid
forgeafera  fermrmm)).
straining it and making a concoction of
it are also described. Vishnudharmottara

Purification of gold,

(27, 8) mentions white, red, yellow, black
and green (but blue in 40, 16) are
There

were vegetable dyes as well as mineral

mentioned as primary colours.
pigments. Preparation of secondary
colours is also mentioned. It was
suggested that the base might be in one
colour, and another colour overlaid on
it. Artists were required to recognize

five kinds of white: danta-gaura, white

NAVANITA KRISHNA

Baby Krishna

(Bala-Krishna) shown with a pot of butter (navanita)

in a posture of elegance, innocence and ease. Two gopis are looking

at him. The pavilion and the superstructure represent the
the Wodeyar rulers.

Mysore architecture of

typical




of the elephant’s tusk; sphuta-chandana-
gaura, white in the sandal wood;
Saradghana-gaura, white in the clouds
of Sarat season; chandra-gaura, white
like the moon; and rukma-gaura, white
in the gold. Also twelve shades of
black: rakta-Syama, the dark shade in
blood; ghana-$yama, the dark hue in
cloud; pandu-§yama, ashy grey and so
on. Red also had different shades (like
darada, alaktaka, gairika and so on).

Emergent colours like goose-red (from
darada and sankha), dove-grey (kapota)
(from blue and white) and green from
the tree Butes frondosa (palasa), blue
and yellow, (in three shades s$uddha,
$ukla and nilabhyadkika) are also dealt
with.

Fixing colours (varna-stambhana) by
applying on the painted surface the
exudation from the indigo plant (bahula)

NAVANITA KRISHNA

Counterpart of painting on the opposite page
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or milk mixed with red lead (minium,
sindara) or by spraying the coloured
surface with casein (albuminoid in milk)
is also mentioned.

Such textual
information and instruction constitute
the core of the traditional painting

comprehensive

practice.  Despite the numerous
transitional phases due to the Graeco-
Roman, Mongolian, Persian and
European influences, the core survived.
Included under this fold are the
numerous folk styles, which are
altogether uninfluenced by the textual
mores. We see in many so-called
traditional paintings a judicious
incorporation of folk elements, both in
ideas and in execution. This, however,
It is

indigenous, and established right from

is not a transitional influence.

the earliest of phases. We find evidence
of this in the early miniatures as well as

VARAHA

in the illustrated manuscripts and the
mural paintings (like those of Ajanta
and Sittannavasal). There
undercurrent of this folk art even in the
Deccani paintings of Bidar (around 1347)
and in the Vijayanagar paintings of
Hampi, Anegondi and Lepakshi. The
tableau-like placement of flat figures as

is an

distinguished from an elaborately
decorative and patterned background
in all these paintings is characteristically
folk in intent and execution.

The so-called traditional paintings
of Mysore belong to an idiom that was
fostered largely in the royal court of the
erstwhile state of Mysore (included in
the present-day Karnataka). After the
collapse of the Vijayanagar empire (1336~
1565) the royal patronge for the
“traditional” painters shifted to Madurai,
Penukonda and Chandragiri.
Chandragiri, it reached Mysore and got

From

VAMANA

NRSIMHA




firmly anchored. Raja-wodeyar, the then
ruler of Mysore (1578-1617) shifted his
capital to the nearby Srirangapattana,
and took care to provide accommodation
and encouragement to the painters
(chitra-karas) who had migrated to
Mysore seeking royal patronge. These
artists belonged to the Kshatriya-caste
of Soma-vamsa lineage, and were
devotees of the form of the mother-
The

ruler not only assigned a colony for

goddess known as Nimishamba.

these artists, but built a shrine for their
tutellary goddess in the new capital,
Srirangapattana (Gafjam).

The Ranadhira-
Kanthirava-Narasimha-Raja-Wodeyar
(1638-1659), Chikka-deva-raja-Wodeyar
(1673-1704), Kanthirava-raja-Wodeyar
(also called miukarasu 1704-1714) and
Dodda-Krsna-raja-Wodeyar (1774-1766)
continued the royal patronge to the artist

later rulers,

BALA-RAMA

community from Vijayanagar origin.
The interregnum of Haidar-ali (1761-
1782) and Tippu-sultan (1782-1799) also
was encouraging to the artists. The
splendid wall-paintings of Dariya-Daulat
(18th century) in Srirangapattana are
evidence of this. Even as the Vijayanagar
paintings were traditional in the
transitional sense, the paintings in
Dariya-Daulat were also transitionally
traditional. Scenes of battle abound in
these paintings, but there are also
portrait-paintings (of several persons,
like Purnayya the dewan, Lord
Cornwallis, Dupleaux, the Nawab of
Arcot, Smith, the ruler of Tanjavur, the
king Vira-rajendra of Kodagu, Madakari-
nayaka of Chitradurga, and the queen
When the
with the
installation of Krshnaraja-wodeyar III
(1799-1868), son of the ruler Khasa-
Chamaraja-Wodeyar (1776-1796), on the

Chennamma of Kittoor).

interregnum was over




throne in Mysore by the British
overlords, a new chapter in the history
of traditional paintings began in Mysore
(the new capital).

It may be recalled that the mural
paintings of the Vijayanagar period were
influenced not only by the pot paintings

and the folk arts, but there was a
pleasant and effective incorporation of
the Sittannavasal, Elara, Mamandur and
Tanjavar styles. During the reign of
Venkatapati-deva-raya (1586-1614) in
Vijayanagar, there were Portugese artists
in his court. In the area in and around
Mysore, however, traditional painting

GARUDA - VAHANA

The most popular among the periodical processions in Vaishnava
shrines is Garuda-Vahana, Vishnu seated on his favourite mount
Garudalvar, who is also independently worshipped. This is the
processional image of Varadaraja-svami of Kéﬁchipuram on Garuda,
attended by priests. It is a painting on glass.




continued almost in its indigenous
phase, outside these
Hoysala-Narasimha (around 1170 AD)
was a great patron of art. Wall-paintings,
found for instance in Santinatha-basadi
in Sravanabelgola, the grand portico of
Tontada-siddha-lingesvara temple in
Yediytr (15th century), Teru-Mallesvara-

influences.

temple in Hiriyaru (16th century),
Padmavati-temple at Vastare (17th
century), Somesvara temple in Magadi,
Siddhalingesvara-matha in
Haradanahalli, the courtyard of Kempe-
gowda III in Magadi (1712), the courtyard
of Mantésvami-Matha in Belakavadi
and Papanathesvara temple in Lepakshi

RAMA GROUP

Rama and Sita on throne, with Hanuman in a gleeful mood. Rama's
throne has the lotus motif. This is a glass-painting.
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(all 18th century) illustrate the traditional
style of painting inherited from the
Vijayanagar phase, composite and

vibrant.

Krshnaraja-Wodeyar III was keenly
alive to this heritage, and continued this
idiom in the murals in Janana-mantapa
of his father in the Chamarajesvara
temple at Chamarajanagar, in the Chitra-
mantapa  (art-gallery) the
Mallikarjuna-temple at mudukutore near
Talakadu, and also in the Prasanna-
Venkataramana temple in Mysore. He
emphasized the epic elements in these

in

murals, although portraits also figure in
them. He was instrumental in the
crystallization of Jaganmohan-palace
(begun in 1861), as almost exclusively
dedicated to painting.
iconic paintings, jostling with royal

Here we see

processions and tiger-hunts; there are
hundreds of portrait-paintings (varied
subjects like Ranajit Singh of Punjab, the
Peshwas of Pune, the kings of Travancore,
officers of the Mysore court, relatives of
the Maharaja, the pontiffs revered by
the ruler, etc.)

Krshnaraja-Wodeyar encouraged the
new dimension acquired by the
traditional paintings in the seventeenth
century, namely making these murals
available to the common people through
miniatures prepared in the same style

The ruler
got his court-artists prepare traditional

and with the same themes.

paintings, especially iconic paintings in
small size, done on canvas, cloth or
paper on board, for private homes and
for halls used for religious congregations
like Rama-mandiras and bhajana-
A

number of traditional paintings of

mandiras in towns and villages.

Mysore that are extant today belong to
this period, and owe to this ruler’s
initiative, generosity and enthusiasm.
They are scattered all over the state,
well or ill preserved.

He was, in fact, zealous about iconic
paintings. His monumental work
Sritattva-nidhi with over a thousand
paintings is a store-house of miniature
paintings executed in mural style, of
gods and goddesses of the Hindu
pantheon. Other works composed by
him (like Sachitra-ramayana, Devi-
Bhagavata Saugandhika-parinaya) are
also illustrated with similar drawings
This ruler had a

lithograph press to print his hand-

and paintings.

written books and reproduce their iconic
paintings commissioned by him, right
Such
iconic paintings in miniatures were

behind the Jaganmohan palace.

mostly employed for book-illustration.
The early illumined manuscripts with
Jaina or Buddhist themes were on palm-
leaf, and date back to the Pala period.
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GANAPATI AS CHILD

An unusual posture of Ganapati, after the child Krishna, crawling on all four legs (ambegalu). Probably,
Ganapati is here pictured as a boy (Bala-ganapati). The lady offering him milk in a spouted vessel (called
valale in Kannada) adds life and colour to the painting.
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The wooden boards that cover the palm-
leaf manuscript of Ashta-sahasrika-
prajAa-paramita were painted with fine
icons in 1028 A.D. The manuscripts of
Mudabidri (Karnataka), Dhavala, Jaya-
dhavala and Maha-dhavala, contain
beautiful illustrations that were done
around 1113 A.D.

by the Hoysala

painters. The palm-leaf manuscript
superbly illustrated, Siva-dharma,
belongs to the period around 1220 A.D.
The palm-leaf manuscripts of Bagevadi
date back to the sixteenth century. We
have also illumined manuscripts
belonging to the Vijayanagar period

(1336-1505).

COSMIC VISION

A representation of the Cosmic vision of (Visvariipa-darsana), described in the eleventh chapter of
Bhagavatgita, in its all-devouring aspect. Krishna tells Arjuna that he is equipped with numerous heads,
arms and legs and that he is not only the creator of the universe, but the consumer of all phenomena
(e, Spegonge®). Arjuna is shown with his bow, suggesting that the vision of Visvaripa changed
his resolve not to fight. The chariot is also shown with Vasuki (Time-dragon) as the plank and drawn

by four horses (the Vedas).




TECHNIQUES

peaking about illumined

manuscripts, we are

reminded of the Byzantine
art in the Western world. This medieval
art began in Alexandria in Egypt and
became highly stylized in Byzantium.
[cons in painting were devotional
pictures for piety, with no particular
story to illustrate. Such iconic paintings
became very popular. They were
painted in gold, silver and purple
backgrounds, drapery outlines were
done in gold, and rhythmic pattern
dominated the treatment. Such iconic
paintings were done on thin cloth
covering a wooden panel; pigments were
mixed with the white of the egg, serving
as a glue. This art, which flourished in
the ninth century spread to the Balkans

and Russia. Constantinople became the

center around the eleventh century;
leonostasis was introduced in the
churches during the fourteenth century.
Wooden screens dividing the sanctuary
from the nave were painted over with
icons of Jesus, Mary Modonna and the
saints. There were also holy episodes
illustrated. This medieval art tradition
had doubtless an impact on the
traditional paintings of Mysore. While
in the West it survived within the church,
here it became available to all sections

of the society.

It may also be noted that Giotto di
Bondone (1266-1336) of Florence broke
away from this Byzantine tradition, and
caused Renaissance Art to emerge, and
attain importance. The traditional or

medieval art was pushed to the
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A
similar fate visited the world of

background, almost into oblivion.

traditional paintings of Mysore when
Ravi-Varma (1848-1906) preferred the
European models and styles to depict
Indian epic-themes, and when the
influences from the East India Company
artists began to be felt, occasioning
thereby what may be described as
modern painting. That is a different
story. But what is relevant to us here is
to note that even traditional painting
techniques underwent changes, to
accommodate the idioms and styles of
the company art, and of the methods
This
was again a transitional phase, where

and ideals of the European art.

traditional art was no longer strictly
traditional, no longer purely iconic, or
strictly religious. It was traditional only
in the sense that it was different from
modern, and it represented an anterior
stage in the development of painting.

Traditional paintings of Mysore
have many details in common with the
iconic paintings of Byzantium and
Constantinople, but there are also
differences. The painters there used
goose-quills, and chose as medium
gouaches (water colour mixed with the
white of Zinc) combined with gold or
silver. Here in the paintings done during
the days of Krishnaraja-Wodyer 111, there

was a rather heavy employment of gold,

especially for the ornaments, textile
And
vegetable colours prescribed in texts like

designs and some other details.

Siva-tattva-ratnakara were mostly used
with gold foils, gold powder, layers and
liquid gold, employed to elevate and
make prominent the ornaments or textile
designs. An indigenous technology in
makki-sapheda (dry white) or gesso
(gold-work) came in handy for the
Mysore painters. Lines are still
important. Firm and free flowing lines
can be of great beauty. The figure-
ground differentiation is elaborate, but

crisp.

The use of green for blue, which is
found in many traditional paintings of
Mysore, needs some explanation.
Vishnu-dharmottara counts green among
the primary colours, excluding blue in
one place (27, 8), but mention being
made of blue instead of green in another
place (40, 16). It is believed that blue is
not indigenous, but borrowed from
It is also true that in the
traditional paintings from the Ajanta

Persia.

days to the Vijayanagar times we do not
find blue. But it is not true that we did
not know of this pigment in the ancient
days.
nirghanta we find not only the word
nila for blue, dark dyes, black salt, blue
but many
synonyms: sauvfréﬁjana, kacha-lavana,

In many early texts like Raja-

vitriol, antimony, its
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talisapatra, suviraka and parvateya.
Sapphire is called nilasma, indranila-
mani or mani-visesha. Many blue
coloured objects are known: young
shoots of bamboo (vamsankura), suka
(parrot), moss (aivala), grass (durva),
precious stone (marakata). The infant
Krishna is bluish in hue, likewise the

planet Budha.

Sani (éanaiéchara, Saturn), the evil
celestial body personified, wears blue
garments; SO does Balarama, who is
described as
(Trikandasesha). One of the synonyms
Garuda-
purana (the chapter on expiation,
one against

‘nila-vasana’
of ‘nila’ is ‘visha’ (poison).
prayaschitta) warns

touching blue garments, lest he move
into the dark hell.

Aetes 7 TP AR gt |

Alberuni (1070) writes that blue is
inauspicious to the high-born. Thomas
Roe (1616) records that blue in India is
the dye for funerary situations. Edward
Terry (1617) gives blue as the colour
associated with cremotoria in India. It
is true that ritualistic texts (like
Tithyaditattva)
inauspicious (asubha).

describe blue as
It is such
negative ideas that make blue appear
rather improper for worshipful icons,

and made them prefer green for blue,

for the word nila or nilati also means
green or black. The pigment harita
signifies yellowish green (hence harit-
parna for green leaves, harit-trna for
grass). And in many instances, blue
and green are interchangeable. In fact,
there is a saying: “Blue and green are
identical in essence, even as ice and

water are identical in origin".

HARIHARESVARA

Line-drawing with colour tint.




ARTISTS OF THE ROYAL COURT

3
/%}N he paintings classed as
}f traditional flourished
” during the life-time of
Krlshnara]a-Wodeyar III. He was an avid
and generous patron of all forms of art.
His court had many talented painters,
and also great scholars to guide them in
That is how he
could prepare such monumental tomes
like Sritatva-nidhi.
of that period,

the traditional mores.

Among the artists
some names have
survived to our day, like those of:

Javagal Narasimhayya who hailed
from the suburbs of Halebidu in
Hassan, and who specialized in painting
themes and episodes from Siva-purana
and Devi-mahatmya; his signature is to
be found in one of the paintings
Kamesvara-

reproduced here:

Kamesvari.

Naguvanahalli Naranappa who
was famous for his paintings on the
theme of Rama-Pattabhisheka, and who
made large paintings for many bhajana-
mandiras.

Patala Nanjundappa who hailed
from Rangasvami-temple street in
Bangalore, and who made paintings like
Kodanda-Rama and Vaikuntha-Narayana.
His paintings were popular in the
bhajana-mandiras.

Tippaji of Shikaripura, who lived
between 1780 and 1856; he took the
traditional craftsmen, gudi-karas of
Sagara, as his guides, and adopted their
fine work in wood in his paintings; his
style and talent can be seen in one of
the paintings that can be identified as
his, Visvartpa darsana.
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Krishnappa of Durga, who was
patronized by the pallégar chieftans of
Chitra-durga; he specialized in painting
scenes from Bhagavata-purana;, among
his works are Ekanta-Rama, Kesava and
Sarasvati. He was known for his
composition of Pafhcha-nari-turaga,
arrangement of five ladies in the form
of a horse.

Nelamangala Rangappa

Viranna whose painting of the theme
of Siva's wedding (Girija-kalyana) was
well-known; he was also the artist
commissioned to work in Jaganmohan
Palace in Mysore.

Yallayya, working in Jaganmohan

Palace, he did many paintings like

Chamundesvari; he also assisted in
illustrating Sritattvanidhi.

Sundarayya, well-known in his
days, was a favourite of Krishnaraja-
Wodeyar III, and assisted in the
illustration of Sritattvanidhi; among his
works, Sandhya-tandava was popular.
Tippanna, who was the
superintendent (gottugara) of the palace
artists, painted “Santanambuja' of

Krishnaraja-Wodeyar III, reproduced here.

Ramoji

Venkatasubbu

Most of the traditional painters who
adorned the Mysore court belonged (as
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indicated earlier) to the Aryakshatriya
community of Soma-vamsa, who were
originally from Kanchipuram, and
devoted to Mukta-deva of that place.
Among the deities they adored were
Mailara-deva, Venkata-ramana of
Tirupati, Nanjundesvara of Nanjangudu
near Mysore, and Nimishamba of
All of

them hailed from families of traditional

Gafijam in Srirangapattana.

artisans and craftsmen, and they settled
down mainly in and around Mysore
during the days earlier to Krshnaraja-

Wodeyar 1II.
other parts of the erstwhile state.

Later they migrated to

It is these artists who preserved the
idiom and style of traditional paintings
in Mysore. Their contribution does not
consist in merely preserving the old
techniques and epic themes, but in
suggesting new dimensions of creativity
They
freely incorporated the significant

within the traditional context.

aspects of the transitionally modern
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trends while holding fast to the
traditional spirit.

It must be noted that during their
cays, rightly designated as the Raj days,
the British rule had already materialized
here. In the three presidency towns that
the British carved out, Bombay, Madras
and Calcutta, the painting began to be
done increasingly and wholly in the
British way. What is called the Company
Art was making a headway in these
towns, and its impact could not be

‘ ignored or sidelined. There were already
in India about thirty British painters

and twenty-five miniaturists in the
period between 1770 and 1825 (cf. G.H.R.
Tilloston, The Indian Picturesque). The
Indian artists were naturally open to
their influence in their techniques as
well as subjects. Mysore was a little
removed from the presidency towns, and
thus the British impact was only
marginally felt. The court-artists could
continue their interest in traditional
styles and themes, especially under the
patronage of a ruler who was wedded
to tradition, while being open to the
ideas of westernization in some details

of life. The artists of his court were
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encouraged to paint portraits and secular
themes also, and to assimilate some
features of the Company Art.

The present publication contains
specimens of the traditional paintings
done in Mysore during the days of
Krishna-raja-Wodeyar III and his
successors. They have been selected
from among more than two hundred
paintings of this genre in possession of
Chitra-Kala-Parishath, Bangalore. It is
unfortunate that the artists who were
responsible for these elaborately
decorative and finely finished paintings
have not left their signatures on them
(except for a solitary instance: Javagal
Narasimhayya in his Kamesvara-
Kamesvari).

Of course, traditional Indian art,
whether architecture, sculpture or
painting, is highly impersonal. In it, the
idiom is what matters, not the author of
The

traditional artist is merely a medium, a

a particular expression of it.
vehicle. He is averse to imagining
himself as the creator of an art-piece; he
honestly believes that it is art that is
trying to express itself, through him,
incidentally. The real creator is Visva-
karma (the All-maker); he alone is the
That is why the
builders of our temples and makers of

real artist (kavi).

sculptural icons in them chose to remain
in oblivion (barring a few Hoysala
sculptors).

Nevertheless, one cannot fail to
discern in the paintings the individual
idiom of the painters. Often, the element
of time-honoured pageantry enters into
this idiom, but how the contending
details are handled so as to give the
total impression of compactness is also
individual. Some painters are adept in
imparting to their painting a romantic
tone; some articulate freely with feeling
and sensitiveness; some succeed in
setting the painting in simplicity and
quiet dignity (as, for instance, in the
painting of Réjarajesvari in this book).

There are some paintings, of course
few, which leave us in admiration and
awe. Tippaji's Visva-ripa-darsana is
an example. Some are obviously
ostentatious, bordering on the crude and
laborious. Those iconic paintings which
are dominantly devotional in mood tend
to adhere to the traditional norms of
painting with ease and naturalness.
Others which emphasize pageantry or
romance are found to incorporate
transitional influences. Work with gold
in the traditional paintings may be
delicate or oppressive, depending on

the painter’s personality.
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THE MYSORE STYLE

nhe traditional paintings of
1® Mysore
i

&Y

A
2/

represent a
miniature continuation (if
also a noteworthy deviation) of the
Vijayanagar murals, incorporating
Deccani elements. This transitional style
was crystallized in and around Mysore
during the reign of the Wodeyar rulers
(1371-1947), especially owing to the
encouragement provided by Krishnaraja
Wodeyar Il (1794-1868).

revival of interest in religious themes

It marked a
and conventional idioms. There was
also an emphasis on iconic
representations of gods and goddesses
drawn from epics and mythology. It is
a traditional style in a transitional phase,
judiciously mixing textual prescripticns
The

tendency towards portraiture and story-

with contemporary perceptions.

telling is obvious. The delineation of
forms, figures, and postures, expression
of emotions, the fluid yet firm lines, and
use of colours to highlight contours are
competent and creative. There is also
accommodation of folk elements in

classical depictions.

It is a distinct style, at once
decorative, aristocratic and popular.
Conformity with convention goes along
with innovations. The influence of
murals is evident in the earlier paintings
while the impact of Company Art is
obvious in the later paintings. There is
also a clear thrust towards realism in
the portraits that belong to the later
phase of this style. The popularity of
these paintings becomes evident by the
possession of hundreds of them in the
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bhajana-mandalis and Rama-mandiras in
villages and towns all over the erstwhile
state of Mysore. It is a royal school of
painting which found favour among the
people at large.

The paintings are traditional in the
sense that the canons of paintings
(chitra) found in Vishnudharmottara-
purana are adopted, however
inadequately, in these paintings:
differentiation of forms, proportions,
figures, pavilions, gods and humans,
floral decorations and textile designs
(rupa-bheda), lines at once suggestive
and definitive, clear and fine (pramana),
expressions of emotions, feeling, action
and movement (bhava-yojana), creation
of beauty, grace, brilliance and
fascination (lavanya-yojana), depiction of
likeness and portrayal of realism
(sadrsya), and modelling by bright and
hormonious pigments and shadeless
This
prescription also occurs in Yasodhara’s

colours (varnika-bhanga).

gloss on Vatsyayana’s Kama-siitra:
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While however adopting this six-
fold principles of painting, the depiction
of beauty, which is the essential element
in a painting, is seen in innovations as

regards draughtsmanship, brush-work,
colour-schemes and figure-ground
differentiation. In the Mysore school of
paintings, convention has been
crystallized, and attention has been
focussed on graceful contours. Although
the plasticity of form is rather side-lined,
and the perspective is rather juvenile,
the figures come to life. What is most
obvious in these paintings is the
aristocratic elegance. One cannot forget
that it is a royal school of painting, and
the painters were not only acquainted
with, but admired, the splendid
pavilions, the luxuriant gardens, the
excellent furniture and the fascinating
textile designs in the palace. All these
provided models; they were introduced
into the paintings, often regardless of
relevance to the themes, and squeezed
There

was also a delight in story-telling which

into the conventional standards.
often becomes evident. Vivacity is
sought to be created by contrasts of
colours. Drapery and jewellery enliven
most of these paintings.

The ‘traditional’ paintings that
originated in Mysore, especially those
that were done with royal patronage,
exhibit a strong influence of the palace
and its environs. The royal court, the
audience given to the dignitaries, the
the decorated halls and
pavilions, ornamental gardens, and the

throne,
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attendants of various types all figure in
paintings done during this period,
whatever the theme and the subject-
matter. The throne in particular in many
paintings is clearly inspired by the
bejewelled throne (ratna-simhasana) in

the Mysore palace. This throne is no
doubt a splendid piece of furniture, and
has a history of more than three hundred
years. It dates back to the times of Raja-
Wodeyar (1578-1617) who was a
contemporary of the Mughal emperor

CHAMUNDESVARI

The tutellary deity of the Mysore Wodeyars, Chamundesvari, with a smile on her
countenance and seated upon a regal lion against a red background
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Jehangir. He got this throne made

around 1610 A.D. There is an inscription
of 1646 (Srirangapattana), belonging
to the period of Kanthirava-Narasimha-
(1638-1659), which
mentions this throne:

S AIaa e TR
ARl HUSRE HeE |
TR BT ||

Another inscription (of 1678 in the

Raj-Wodeyar

same place) describes the throne as
bejewelled:

288,030 0TOT0R  WBOIT OI,TT T
peTonTY T T A0TIHITWFE TN
FREoITO 13O303TE

Another inscription (T. Narasipur,
1748) eulogizes the grandeur of the same

throne in the same capital (SRTga):

SERg AR eTRE eI
s |
JHSIHEAN
ey ||

It was Krishnaraja-Wodeyar III, who
got the throne repaired and refashioned
with added decorations in 1812-14.
Exquisite work in gold was elaborately
done and introduced into the thorne. It

was a delight to look at, and an abiding
fascination for the artist.

Likewise, the court-scene, the
monarch seated on the bejewelled throne
decorated with flowers and finery,
surrounded by elegantly dressed
attendants, male and female, in a grand
and pompously got up pavilion during
the days and nights of Dusserah, was
another memory that lingered in the
minds of the artists and influenced their
compositions. It was scripturally
ordained that the anointed ruler should
sit on the throne during the “nine
nights”, and hold durbar. The rulers of
Mysore made it a memorable occasion.
It was in érirahgapattana, the original
capital of the state, that the Navaratri
celebrations began to be conducted in
the palace. The ruler being seated on
the throne on this occasion is prescribed
in Kalika-purana and the ritual is done
in acordance with the prescriptions of
this purana (‘ees QYoeBees s PTERTN
20TRRTTRER0 SRR

As the ruler was seated
ceremoniously on the throne, the well-
dressed female attendants (seedzo 2£0300)
were standing on the sides dutifully
carrying the sacred parasol (8), two
flywhisks (=:38), fan (@ezesrt), bunch of
peakcock feathers meant to cause delight
(sumana) (Ro=33n0), silver spittoon
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(o%o3), ornamental mirror (3g®), basket
of holy pots (@ows uew), a snuff-box
@33 ®y), a decorated box containing
betel leaves (Desodom Se3n), the materials
for a gambling game (Duozema),
ornamental sandals (se=7t), and scented
water sprinkler (@Resmer). There were
several attendants, each with a fixed
service (like Rowok wwen, wBows weow
YRR, B0 YWPR, JRNE N9, BZROD
vRen, BOWR YN, BoIPOTYE  nNen).
The decorations for the pavilion (=3,
=% ) included finely embroidered and
woven silk draperies (oeensesy, w0,
By, @wa@, 33) and hanging bunches of
pearls (@033 #uw).

All these details are introduced
somehow into the paintings of the court-
artists, irrespective of the subject-matter.
Even in the iconic paintings, some of
these details are to be found. A word
must also be said about the deities
selected by the Mysore artists of this
The artists
employed by the state administration to

period for their paintings.

work for the palace were asked to
prepare paintings of deities for worship
in the homes of relatives of the monarch.
The monarch himself commissioned
such paintings and presented them to
his favourites. The usual choice for
such paintings were Rajarajesvari,
Chamundesvari, Rama, Krishna, Siva
and the saints. The presiding deities of

Nanjangud, Meélukote, Tirupati and the
Chamundi-hill in Mysore were frequently
painted.

The art-enterprises of the Mysore
court-artists were in a curious way
inspired by the shrine of Chamundesvari
on the hill in the city of Mysore, ever
since Yadu-raya, the founder of the
Wodeyar dynasty, visited the hill-shrine
around 1371 A.D. The goddess was
Durga in the form of Mahisha-mardini,
the slayer of the demon Mahisha. The
very name of the town, Mysore , is due

KRISHNARAJA WODEYAR IIT ON HORSE BACK

The Maharaja, dressed in his wusual finery and
clegance, is riding a splendid and spirited charger,
shown in its gallop. The painting, with white
dominating, portrays the dignity and sportsmanship
of the great ruler.
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this detail. She also
Vindhyavasini. She became the tutellary
deity of the rulers of Mysore, and the

Navaratri celebrations in the palace

to was

centered round this goddess. It is an
ancient shrine, which was repaired,
expanded and made prosperous by the
services of Krishna-raja-Wodeyar III in
1742-43. Another tutellary deity of the
early Wodeyar rulers was Jvalamalini of
Uttanahalli. During the days of Raja-
Wodeyar (1578-1617), Srirangapattana,
Melikote, Tirupati and Srirangam were
frequently visited by the royal family.
The deities in these places attracted
them, and artists were asked to do
paintings of these deities. Krishna-raja-
Wodeyar III himself was greatly attached
the
(Srikanthesvara). He was also proficient

to deity at Nanjangud
in Saiva-dgama and in the worship of
Sri-chakra. He

numerous paintings of Rajarajesvari,

commissioned

who is the principal deity of the
cosmogram known as Sri-chakra.

Krishna-raja-Wodeyar III was a very
religious person. He spent his time
visiting sacred places, and spent his
money in getting the deities of those
places painted by the court artists, who
always travelled with him. He was also
an aesthete who delighted in painting
and music. There were several

enclosures and pavilions (called totti)

in his palace, which were all decorated
by paintings in the traditional style.
Some of these enclosures were rich in
paintings. The names of the enclosures
themselves were significant:
Samukhada-totti, Sringarada—totti,
Chandra-vilasa-totti, Amba-vilasa-
totti, Rama-vilasa-totti and Atma-
vilasa-totti. The paintings in these
enclosures were not only “traditional’;

they
techniques made popular by the

incorporated subjects and
company artists (of the East India
Company, around 1782) and the French

artists who resided in Pondicherry.

KRISHNA WITH CONSORTS

Krishna surrounded, and almost submerged, by his
eight consorts (ashta-mahishi), each of whom is
splendidly decorated with white pearls; and donning
beautiful sarees with unique colours and designs. The
soft green of the background lends charm to the
painting, which assumes an almost circular shape.
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THE UNIQUENESS OF MYSORE PAINTINGS

@%@ here is often a difficulty
Z/? experienced by students of
> the
This
difficulty is natural because the paintings

7
¥ e e um
=N 7 art in identifying

paintings of the Mysore school.

done in Mysore, especially during the
reign of Krishnaraja-wodeyar III (1794-
1868), inherited the Vijayanagar idiom,
and incorporated the styles of Rajasthani
and Mughal miniatures and also of the
Deccani School. It also had an impact
of the company Art. It was open to the
trend of Tanjore and Pudukkottai
schools. People find it difficult to
distinguish between Mysore and Tanjore
styles, for there are more similarities
than differences between the painting
techniques and themes in these two
styles. It is necessary therefore to dwell

the
uniqueness of the Mysore school of

briefly on what constitutes

paintings.

The Mysore style has its roots, as
mentioned earlier, in the Ajanta murals,
dating back to the second century B.C.
to about sixth century A.D. and in the
Badami cave paintings (especially cave
II) of the sixth century. Among the
early influences that moulded this style
were the paintings in the Dhavala palm-
leaf manuscripts (now in Mudabidri) of
These
paintings (in Dhavala, Mahadhavala and

the early twelfth century.

Jayadhavala), which are Jaina in theme,
are characteristically different from those
in the Kalpasutra manuscripts of
Western India, although they share the
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The
Dhavala paintings were indigenous to
Karnataka, with an emphasis on

Jaina ideology and orientation.

miniature delineation. The impact of
this style survived the subsequent

influences.

The more immediate background
to the Mysore paintings was the
Vijayanagar style, which prevailed in
the centuries fourteen to sixteen. The
murals in Anegondi and Hampi (in

Karnataka), Tadapatri, Lepakshi,
Kalakasti and Tirupati (in Andhra
Pradesh), Srirangam and

Kumbhakonam (in Tamil Nadu) typify
this style. The Mysore style inherited
details like the absence of naturalism,
two-dimensional texture of the painted
surface despite the flow of lines and
dignity of contours, colour and drapery-
dispositions only for formal and
ornamental purposes. But it retained
the Dhavala details like the sculpture-
models for drawing figures, the linear
draughtsmanship, heavy and angular
features, postural expressions and the

emphasis on contour lines.

There were also influences from the
Bagewadi school (Bijapur district), which
flourished in the sixteenth century, and
which delineated scenes from Siva-
purana on wooden planks. This school,

also indigenous to Karnataka,
emphasized linear representation,
anatomical accuracy and the aesthetic
appeal of colours, designs and lines. It
achieved great effect with limited
The of the

Vijayanagar style found in the murals of

colours. remnants
Nippani (Belgaum district), Naragunda
(Dharawada) and Kammatagi (Bijapur
district) also provide clues to the early
formation of what constituted the
Mysore Style. Not to be forgotten in the
context is the northern Deccani school
of the Adil Shahi period, which was
contemporaneous with the mature
Mysore school. It revived the Mughal
elements to some extent.

After the fall of the Vijayanagar
empire in 1565 the two schools that rose
to prominence in the field of art were
Tanjore and Mysore. The social religious,
economic and political conditions in the
two areas facilitating the emergence of
art-styles were almost alike. It is here
that the personality of Krishnaraja-
wodeyar III, who ruled over Mysore,
that makes the marked distinction. He
was personally and deeply, almost
passionately, involved in the creation of
new trends in art. The Mysore style of
painting arose as a magnificent edifice,
owing to his enlightened patronage. A
passing review of the artists of his court
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ROYAL MESSENGER

This painting which is both simple and elegant, represents the visit of a messenger (probably from Maharashtra)
to the Mysore Court. The scene is typical of the Mysore palace, while the dress and head-gear of the visiting
messenger suggests the Mahrattah idiom.
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brings out the unique character of the
Mysore school of painting which took
shape during that period.

The Maharajah of Mysore was
himself an accomplished scholar and
poet; he was well-versed in Sanskrit
and several Indian dialects. He was

familiar with Persian, and was
acquainted with the best of Mugal art
and literature. He was a traditionalist,
uncompromising in his religious beliefs
and behaviour, but open-hearted and
tolerant. He encouraged his court-artists
to experiment with techniques and
colours, while focussing their attention
He directed the

pandits of his court to instruct and assist

on traditional themes.

the artists in the selection of themes.
Many of the artists were themselves
proficient in puranas and the epics in
Sanskrit and in Kannada.

For instance, Durgada Krshnappa
was well-versed in Bhagavata and
Vishnu-purana. He delighted in painting
episodes from these books. Javagal
Narasimhayya was a keen student of
Siva-purana and Devi-Mahatmya; he
His
painting of Kama-Kamesvari is an

was also a devotee of Srividya.

exposition of the Siva-Sakti ideology.
Sundarayya, the descendent of the
celebrated Yallayya and Veeranna of the
Sri-tattva-nidhi fame, was a master of

His highly

imaginative compositions of Girija-

mythological lore.
kalyana and Sandhya-tandava of Siva,
and his depiction of Chamundesvari
show how brilliant he was as a story-
teller. The delicate lines, the subtle
shades of colour, and attention to minute
details are evident in all his works.
Madhugiri Lingappa, whose ancestors
were patronized by the Nayaks of
Chitradurga, was a fervent devotee of
Rama. His of Rama
pattabhisheka
bhajana-mandira in and around Mysore
So was Ananta-murti of Cubbonpet (in
Bangalore), who was a great student of

paintings

adorned many a

Ramayana. His paintings on the theme
of Rama's coronation, and on the theme
of Rama in the forest are outpourings of
His delineation of
his
knowledge of Bhagavata and the

a devout heart.
Vaikuntha-narayana reveals
puranas.

It is to be noted that the Maharajah
of Mysore was not only a patron for
these artists; he was also their mentor,
teacher, guide and friend. Many of them
were patronized by the people as well.
A large number of bhajana-mandiras in
the state ruled by this Maharaja pressed
on these artists to prepare paintings for
their halls.
were popular with the bhajana-mandiras

Among such artists who

were Lingappa of Madhugiri, Patala
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Nanjundappa, Durgada Krishnappa,
Naranappa  of
Venkatasubbu, Kondayya and Ananta-

Naguvanahalli,
murti.

Each of these artists was innovative
and imaginative; he could produce
And the

artists being themselves learned, and

variations in composition.

guided as they were by the luminaries
of the royal court, the themes for
painting selected by them are indeed
various and significant. This is one of
the outstanding features of Mysore
paintings; variety and width of thematic
representations, all from myths and
legends.

To get an idea of this unique feature
of Mysore paintings one must look at
Visvarupa-darsana, a remarkable
painting done by Tippaji of Shivamogga
(who lived around 1780-1856). This is a
comprehensive mythological depiction
of God, each part thereof being so
exquisitely executed that it is a complete
picture by itself, a veritable masterpiece.
The technique is in keeping with the
theme. The artist has used a single-hair
brush as well as the pointed blades of

grass.

Another of the
characteristics of the Mysore style is the
fidelity with which the artists of the

unique

royal court here assimilated the textual
Their ability to create
illusions of elevation (unnata), depth

prescriptions.

(nimna), delicacy (komala), sublimity
(ghana), and loftiness (uttunga) on a
mere flat surface, is a textual detail,
praised by the great poet Pampa
(Vikramarjuna-vijaya) as an ability
indigenous to the Kannada country.
Closely related to this is the inclination
to bring out a total aesthetic effect
(samudaya-sobha), which is also a
canonical expectation. All the artists of
the Mysore court appear to have been
impelled by this art-appeal.

They also seem to have studied the
texts dealing with different methods of
application (lepana), drawing and
sketching (rekha-pata), and various
brush-strokes (like analika, patraka,
binduka, udvartaka, dhumra-vartaka
and chitra-pravartana). Evidence of this
textual acquaintance can be had in the
The artists
also made use of a judicious combination

paintings that are extant.

of figure-drawing (viddha) with free-
flowing lines (aviddha), to enhance the
aesthetic effect (rasabhava).

Even in the matter of technical
details, we find that the Mysore
paintings have been made on wood,
cloth and paper, using the methods
which are partly textual and partly
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belonging to oral tradition. For instance,
the paper paintings are done using a
board made of paper pulp, thin and
light wooden plank on which sheets of
paper are fixed with a rich paste to
provide thickness; by drying the
prepared board in Sun, and the surface
made smooth and even by rubbing it
slowly but firmly with a polished quartz
stone. If cloth is chosen for painting, it
is pasted on a wooden board with white
lead (sapheda) mixed with gum and
gruel (ganji), and then the board is dried
and burnished. When the painting is
done on a wooden board, the surface is
prepared by applying dry white lead,
mixed with yellow ochre (gopi) and glue.
For sketching, tamarind twigs are used
as charcoal sticks.

In the matter of colour also, they
were prepared in the usual traditional

manner using minerals, leaves and
flowers. And the colours frequently
used in Mysore paintings were

vermillion (chandra), chrome yellow
(natu-haladi) and Indian red (urumamyji),
all three being mineral colours, and
green (pachche), white (sapheda),
crimson (kirmi), amber (chamala), black
(kappu), red (kavi), gamboze (makki)
and indigo (nili), all from vegetable
source. In the preparation of the colours,
textual prescriptions and folk tradition
were combined.

The Mysore paintings are not
distinguishable from the Tanjore
paintings for the inexpert, because the
themes are largely the same, all taken
from Indian mythological lore; and
the
representation of familiar gods and

especially iconographical
goddesses, following the sculptural
depictions and dhyana-slokas. Most of
such representations are familiar and
popular in Karnataka as well as Tamil
Nadu. Treatment of the subject-matter
is also often similar. The background,
drapery, pavilion and setting are
conventional in both styles. And both
styles have branched off from the same
parental Vijayanagar style, and therefore
they are bound to display characteristics
that are common.

However, the artists in Mysore were
mostly favoured by the Maharaja, his
relatives, wealthy courtiers and officials
of the palace. Hence they frequently
visited the palace in Mysore and the
luxurious residences of those associated
with royalty. They were familiar with
the architectural details (like artistic
pavilions, fluted columns, carved pillars,
and cusped arches) of the old (and no
longer extant) wooden palace in Mysore,
and residences of the elite in the city.
The Mysore paintings incorporate these
artistic and architectural nuances,
prevalent in the 17th and 18th centuries
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among aristocracy, especially the ornate
throne of the Maharaja, the expensive
carpets, the elegant hangings, fine
chandeliers, artistic drapery, the
embellishments of the rooms and the
enclosures. They also document the
ornaments and dresses of influential men
Whatever

subject-matter, the

and women of those days.
the principal

inclusion of these details of intensely
human and historical interest, makes

The
portraits are no doubt stylized, but they

the Mysore paintings unique.

are full of life. They capture the spirit of
that has
The Mysore paintings

the times long since
disappeared.
provide an eloquent testimony to the

royal and opulent city that Mysore was.

SARASVATI

The goddess of learning, Sarasvati, is a popular subject-matter in
the Mysore style. She is shown as an independent divinity, playing
on Veena, with her two main hands (nijahasta) and holding in her
extra-hands (parahasta) a manuscript (Sastra) and a quill (Iekhani).

She is seated in sukhasana.




The differences in the technique of
painting adopted in Mysore and Tanjore
are also there. For instance, the Mysore
artists preferred paper on wood or cloth
for painting, while the Tanjore artists
preferred only cloth on wood. They
used different materials for the ground
and binding medium. In Mysore, white
lead (sapheda, a term used extensively
in Mysore, probably borrowed from
Persian) and gamboze (makki, for
yellow) derived from the exudation of a
particular tree (Revana-chinni-halu) were
used for getting a golden hue without
using gold. In Tanjore, raw lime in the
paste of tamarind seeds, powdered, was
employed in Gesso work.

The
pronounced in the matter of the

differences are more
employment of gold principally in
jewellery and ornamentation, and in
borders and designs and in Gesso-work.
In the Mysore paintings, we find pure
gold leaf being employed, not only for
enhancing the lustre but to render the
Gesso work durable. But in Tanjore, the
painters used gold—cbéted silver leaves.
That is why the Gesso work in the
Tanjore paintings-is:in high relief,
whereas it is low in relief in the Mysore
paintings. Also of interest is the use of
glass pieces of varied colours in the
Tanjore paintings for the sake of
embellishment of dress and decoration,

jewellery and ornaments. Sometimes,
precious stones and pearls themselves
are set in the paintings to add effect and
value. This is altogether absent from
the Mysore paintings. Pigments in
different densities and dilutions are here

employed for the purpose.

Gesso work (covering some details
like jewellery or portions thereof with
gold) is important in Mysore paintings
as well as in Tanjore paintings. But the
way it is done in Mysore is significant.
Usually this work was begun when the
picture including the base of gold work
was still moist, so that gold foil would
If the gold applied
overflowed, the unwanted gold area is

firmly be fixed.

covered by pigments while the finishing
The
outlines of the details covered with gold

touches are given to the picture.

are shown off in darker shades (called
in Kannada “gatti-banna') or in black.
When the picture is finished, it is
allowed to dry. It is then glazed by
covering the entire picture by a thin
paper, and rubbing it with soft glazing
stone (called in Kannada, 'Kulupada-
kallu') or with the seed of a prickly
climbing shrub, (Gullandina bonducella)
known in Kannada as 'gajjuga’. When
the covering paper is removed, the
painting and especially the gesso-work,
shines resplendently.
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SANT AN AMBUJA
The Lotus of Royal Descent

‘BB LT TR B3 ROTIFB
NS ® DOEPIITE 02268, ToT %oﬁ@,?
F0TITE SWF WD MHTTHY 0N WFONI
BT WZMo8 TR N WFrwson
MAZMRC SHTBDIYTRT 10ESTE SR, WD

WRATY
ﬁ;%%} his family tree of the royal

40
g& ? dynasty of the state of
]

along with

Mysore has been painted
the
accompanying it by Tippanna, the servant

prose mnarrative

of the royal Court, who is the
superintendent of the artists (in the
palace) and who is the son the artist
Ramappa, who (in turn) was the
grandson of Sarige Channayya. This is
being submitted on Thursday the second
of the dark fortnight of the month of

Ashadha in the

corresponding to Salivahana era 1779"

Paingala year

This is the writing that goes along
with the painting done around 1856
A.D., and reproduced here. The painting
is named “Santanambuja' (the lotus of
the geneology) of the then ruler
Krshnaraja Wodeyar III, who is seated
on the throne in the centre of the
painting. The artist mentions that he is
represented along with the kings that
preceded him right from Yadu-raja.

GIATSTHe Rgreoe: |
gl ! TSI FONH: | |

He is also described in words: His
forehead is adorned by the sacred

ash; he wears a necklace of splendid
rudraksha beads. He is covered by
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golaen garments. His bearing is
fascinating. He is the son of (Khasa-)
Chamarajendra-wodeyar:
HRFTATAPIT TR
FARAAG BRI, |
Geaawiicd A% =g S,
TP TwId I 1|

The geneological tree begains with
Yadu-raya (1399-1423) and ends with
Krishnaraja-Wodeyar III (1799-1868), who
was the twenty-second ruler in the line.
After him there were only three rulers:
Chamaraja-wodeyar (1868-1901),
Krishnaraja-wodeyar IV (1901-1941) and
Jaya-chamaraja-wodeyar (1941-1947).
The the
“Santanambuja' painting include:

kings represented in

1. Yadu-raya (Vijaya) (1399-1423)

2. Hiriya-bettada-chamaraja-wodeyar
I (1423-1459)

3. Timmaraja-wodeyar (Appanna-
Timmaraja) (1459-1478)
4. Bettada-chamaraja-wodeyar 1II

(1478-1513) (He had six fingers,
hence called *Aru-berala')

5. Bettada-chamaraja-wodeyar III
(1513-1553)
(first ruler of Mysore to appear in

(Vijaya-chamaraja)

inscriptions)

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

Timmaraja-wodeyar II (1553-1572)

Bola-Chamaraja-wodeyar v

(brother of 6) (1572-1576)
Bettada-wodeyar (son of 6) (1576-
1578)

Raja-wodeyar (son of 7) (1578-1617)
Chamaraja-wodeyar (son of 6) (1617-
1637)

(Immadi) Raja-wodeyar II (1637-
1638)
Kanthirava-Narasa-raja-wodeyar
(1638-1659) of Bettada-
chamaraja-wodeyar who was the

(son

younger brother of Raja-wodeyar)

Dodda Devaraja-wodeyar (1659-1673)
(son of Muppina-Devaraja-wodeyar,
another younger brother of Raja-
wodeyar)

Chikka-Devaraja-wodeyar (1673-
1704)

Kanthirava-Narasa-raja-wodeyar I
(son of 14) (1704-1714) (born deaf
and dumb)

Dodda-Krishnaraja-wodeyar I (1714-
1732)

Chamaraja-wodeyar (adopted son of
16) (1732-1734) (deposed by
Nanjarajayya the Dalavai)
Krishnaraja-wodeyar II (adopted son
of 17) (1734-1766)
Nanjaraja-wodeyar (son of 18) (1766-
1772)
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20. Chamaraja-wodeyar VII (son of 18)
(1772-1776)

21. Khasa-Chamaraja-wodeyar VIII
(adoted son of 20) (1776-1796)

22. Krishnaraja-wodeyar III (son of 21)
(1799-1868) (His adopted son was
Chamaraja-wodeyar IX, who ruled
from 1868 to 1901)

The painting, however, has more
personages, as the brothers of the rulers
(Yuvarajas) are also represented. Among
these kings, the 9th (Raja-wodeyar) the
12th (Kanthirava-Narasaraja-wodeyar),
the 14th (Chikkadeva-raja-wodeyar) and
the 22nd (Krishnaraja-wodeyar III), rulers
in the line were outstanding in their
accomplishments, as also the queen-
regent Lakshammanni (died 1810, at the
age of 68), wife of the 18th ruler.

Although it is uncertain where
Yadu-raya (or Vijaya) hailed from, the
account appearing in Govinda-vaidya's
work (contemporaneous with the
Mysore ruler Kanthirava-Narasa-raja-
wodeyar 1638-1639) is that the two
brothers Yadu-raya and Krishna-raya
were from Dvaraka, belonging to the
lunar race of the Yadavas. They arrived
here to worship at the shrine of Narayana
in Yadu-giri (the present Mélukote) and
eventually became rulers of Mysore.
Another account relates that they came
to Srirangapattana and settled down
at Hadadana near Mysore. The ruler of

the area, éanta—néyaka had disappeared
in a fit of renunciation, and his
commander Mara-nayaka of Karugalli
had usurped the throne. He wantea to
marry the princess, the daughter of
Santa-nayaka. Santa-nayaka's wife
sought the help of Yadu-raya, and the
brothers fought against Mara-nayaka
and drove him out. The grateful queen
offered her daughter to Yadu-raya
(Vijaya) and asked him to be the ruler of
the land. There was a loyal jangama
priest (oderu) who helped Yadu-raya in
this enterprise; and Yadu-raya assumed
the title “odayaru' (“the lord"), which
got stuck to the names of the Mysore
rulers (Wodeyar). Yet another account,
an old document unearthed by
Muddaraj Urs (Bhakshi of Khas-
sammukha in the Department of Palace,
Mysore) relates that the brothers visited
Srirangapattana and then came to the
Chamundi-hills, and settled down in
Hadadana, which was a fort on the
southern hill-slope, to worship
Chamundesvari, the goddess they chose
as their tutellary deity.

“dedonmeiead, 2o ¥ JeeRBROT
ON TEd DERY WH[00TEeTD  I[ET
BYE BB, B TJFTY, TAETED 0
BoeE3N WOt WTNOTWED WaSH[T BeTBONZ,
SR80 & TS, ), ~3D....”

Yadu-raya (born in 1371) is said to
have ruled over the area covered by the
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present day Mysore, érirangapa‘gtana
and Hadadana, for about twenty-five
years (1399-1423). He was a
contemporary of Harihara II (1377-1404)
and Devaraya (1406-1422) of Vijayanagar.
We are on firmer ground only after the
reign of Bettada-chamaraja-wodeyar III
" (1513-1553). We have epigraphs and
historical narratives. Although the
Wodeyar dynasty is reputed to have been
founded in 1399, it would appear that
the Yadavas were feudal vassals of the
kings of Vijayanagar.

It was Raja-wodeyar (1578-1617)
who was appointed as the viceroy of
érirangapattana in 1610 by a royal
order (rdja-nirtipa) of Venkatapati-raya
of Vijayanagar (1586-1614). He became
soon an independent ruler of the place,
and began building an empire.

He encouraged art and learning. In
his court was the well-known poets
Tirumalarya and Alani-singaraingar. He
was a devotee of Vishnu, and made
generous grants to several temples
of Meélu-kote,
Srirangam and Kafchipuram. The

including  those
deities of these shrines were also got
painted by court-artists.

The next wodeyar to attract our
attention ws Chikka-devaraja-wodeyar
(1673-1704), in whose court were

numerous eminent poets and scholars
(Chikkupadhyaya,
Singararya, Timmakavi) including a

Tirumalarya,

poetess of merit, Sanchi-Honnamma.
They wrote works on Vishnu shrines
and Vaishnava ideology. The next ruler
who has claim on our attention is
Krishna-raja-wodeyar II (1734-1766),
whose court-poets (like Karachari-Narja-
rajayya) made Siva-worship a matter of
popular appeal (with works like Sangita-
gangadhara and Siva-pada-renuka-
sahasra). The worship of Ganapati
became extensive during this period all
over the state.

Krishna-raja-wodeyar III (1799-1868)
was, of course, the greatest of the Mysore
rulers in the field of culture. He
consolidated the art trends and religious
leanings of the earlier rulers, and
continued the encouragement to art and
letters that the Vijayanagar monarchs
were famous for.

In the field of painting, mention
must be made of the picture-gallery
(Chitra-sale) the of
Kanthirava-narasa-raja-wodeyar (1638-
1659) that has been eulogized by his
court-poet Govinda-vaidya. The murals

in palace

were from Bharata, Bhagavata and
Puranas. Temples built by royal
patronage during this period must also
have been adorned by mural paintings
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depicting popular scenes from the epics
and mythology. This is suggested by a
fifteenth-sixteenth century temple still
extant Haradanahalli
Chamarajanagar Taluk. The temple
dedicated to the deity Anilesvara
(Divyalingesvara) has an apartment at

in in

the back, with a row of cells and a long
corridor in front of them. On the ceiling
and beams of this corridor are to be
found murals, now extensively
damaged. From the fragments that
survive we can discern themes like
Pancha-mukha-siva (five-faced), Uma-
mahesvara, Gaja-lakshmi,
Kiratarjuniya, Raja-rajesvari,
Vrshartidha (Siva on the Bull), Ganesa
and Lakshmi-Narayana. The style of
depiction and decoration, which may be
gleaned from these fragments, reminds
one of the murals of the Vijayanagar

period, in Lepakshi and Hampi.

Krishna-raja-wodeyar III must have
been conversant with the paintings (both
murals and miniatures), done by the
court artists of the earlier reigns in
Mysore, and he seems to have sought to
continue this endevour. The artists of
his own court were probably asked to
reproduce the temple-murals that
survived in his days. We find in the
paintings commissioned by him themes
from Ramayana, Bharata, Bhagavata and

Puranas. Some of the paintings of his

period like Girija-kalyana, Rajarajesvari,
Vrshabhartadha, Kiratarjuna, Uma-
mahesvara and Panchamukha-$iva
would be reproductions of the murals
in temples like those of Haradanahalli
mentioned above. The paintings of the
period of Krishnaraja-wodeyar III are no
doubt largely inspired and influenced
by the Vijayanagar idiom, but they bear
a distinct stamp of the wodeyar
patronage. They answer neatly to the
by  the
nomenclature '"the Mysore style of

description suggested

painting".

What follows is the prose piece
(gadya) in praise of Krishnaraja-wodeyar
III, composed by his attendant Tippanna,
who the of
'Santanambuja’. It is clear that he looked

was also artist
upon his monarch as a veritable divinity,

worthy of adoration.

The throne on which the Maharaja
is shown as seated in some of the
paintings is an excellent piece of
craftsmanship. The original structure
was of fig wood, overlaid with ivory. It
is said to have been a presentation in
1699 to Chikka-Devaraja-wodeyar (1673-
1704) by the Mughal
Aurangazeb, whose friend he was. There

emperor

is another account that the founders of
the Vijayanagar empire, Harihara and
Bukka, discovered this throne burried
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near Penuknda; the Vijayanagar rulers
used it until it came into the hands of
Raja-wodeyar (1578-1617), who sat on it
when he acquired Srirangapattana in
1610 A.D. And the throne discovered
burried in Penukonnda is said to have
been the one on which the Pandava
monarch sat in Hastinapura. Whatever
the antiquity, it is certain that it was
used by Chikka-Devaraja Wodeyar.

An inscription of 1678 in Kannada
found in Srirangapattana taluk says:
“BoPwoRY, HADE DWOTINTION
TOTIIBZ [RE O 00 oW BB IO[TT
TPOINE, WoFIIT BaE JoT, OOTR,
DTWoZowT ToB® FSRZFT BLTTFR
TR BOZT  T2ER,TITIT, 30T
ICBS B WIS TNTITIW LTEONTO,TBTO
®eTONTLHTWE TBROTIXIITWE TN
BReoowo Hodoggen.....”

It is a stronge twist of fortune that
when Tippu-Sultan was killed in the
battle at Srirangapattana in 1799, the
throne was found in the lumber-room
of the Mohammedan palace; and it was
taken out by the British officers and
used for the coronation of the young
prince, Krishna-raja-wodeyar III, in
Mysore in 1799.

The throne that one sees now has
lost its original character. The ivory
which covered the figwood structure

was overlaid with gold and silver
plating, with elaborate carvings of
theological themes and figures. The lion-
motif has been prominently employed
in keeping with the significance of the
expression “simhasana' for throne. The
swan-motif (hamsa) is also used. The
throne was bejewelled and artistically
re-fashioned. The throne was gold-plated
in 1812-14, and further improved by an
order of Krishnraja-wodeyar III. It was
a characteristic symbol of the royal
dynasty in Mysore.
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GENEOLOGY OF MYSORE ROYAL FAMILY

This unusual, interesting and highly artistic representation of the royal dynasty of Wodeyars in Mysore, called
\S/anténémbuja’, was done by Tippanna who describes himself as the personal attendant (385) and superintendent
of the court-artists (:33mw30R R’e2yed) during the reign of Krishnaraja-wodeyar III (1794-1868). The painting along
with an ornate eulogy in customary literary style in Kannada (i@®®) was submitted to the Maharaja in 1856 A.D.
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KRISHNAR AJA-WODEYAR III

2 he following five paintings
the
illustrious among the kings

represent most

of Mysore Krishnaraja-wodeyar III (born
as Nanjargja in 1794), ascended the
throne in 1799 and died in 1868). He
was regarded as the “Abhinava-Bhoja'
(the Bhoja of modern times) for his
munificent patronage of all forms of art
and learning. He was himself a scholar
and writer of no mean merit in Kannada
and Sanskrit; he was acquainted also
with Persian, Mahrathi, Hindi and
Urdu. Among more than twenty
interesting works of his, Sri-tattva-nidhi
He got the
book splendidly illustrated with about a

is the most remarkable.

thousand paintings, done at his direction
by some of the best artists in his court.

He also got numerous iconic paintings
done in the Mysore style for distribution
among his favourites.

It is unfortunate that there was
unrest and economic instability in the

state due to his administrative
inefficiency, =~ and  the  British
Commissioners took over the

administration from 1831 till 1868.
Owing to his persistent efforts, the
administration was reverted to
Chamaraj-wodeyar, his adopted son in

1868.

He was a deeply religious man and
made generous donations to many
temples in South India, especially in the

state of Mysore. His tutellary deity
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MAHARAJA, KRISHNARAJA-WODEYAR III

Portrait of Krishnaraja-Wodeyar III, incomplete (the right hand holding the flower is still to be
completed). There is an evident likeness of the Maharaja. The elaborate head-gear, bejewelled
and ornate, and the splendid garments, together with ornaments, suggest that the Maharaja
gave the sitting during Navaratri celebrations in the palace. The glow of medieval aristocracy
is there in the portrait.
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Chamundesvari of the Chamundi hills
in Mysore received his deepest devotion,
Srikanthesvara of Nafjangiid, Cheluva-
Narayana of Meélukote, Venkatesvara
of Tirumala, Varadaraja of Kafichipura,
and

Ranganatha of Srirangam

Srirangapattana, Jvalamalini of
Ummattiir, and Rajarajesvari were

forms of divinities closest to his heart.
The court artists were kept fully busy
painting these icons for the palace, for
his relatives, and for his books, and
making sculptures for the numerous
temples that he got renovated or
constructed. His favourite god was

Krishna, and he was a keen student of

KRISHNARAJA WODEYAR III IN ZENANA DURBAR

This represents the “Zenana-durbar', the regal audience being given to the ladies of the royal household, and
feminine dignitaries during Navaratri celebrations. The usual entourage is also there. The customarily worshipped
horse @wg &wd) and elephant @@ ©3) are also seen in the painting, with their guardian-officials in ceremonial
dress. The pavilion is stylized, as also the flying gandharvas on top, jostling amidst candle-light stands and
chandeliars.




Bhagavata. He was a Saiva in his
personal predilection and read Siva-
purana frequently. This contributed
considerably to the religious and iconic
themes that prevails in the Mysore
paintings. He insisted that the old style
encouraged by the earlier Wodeyar-rulers

should be preserved and continued.

But he encouraged the court-artists
to assimilate and incorporate techniques
and forms that were gaining currency
The influence of the
Vijayangar mural style is evident in the

during his days.

paintings of this period, as also the
Deccani style; and in many of the later
paintings, the influence of the Company
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WODEYAR COUPLE IN SIVA-PUA
The painting shows a Wodeyar dignitary (probably Krishnaraja-wodeyar III) with his wife, engaged in the worship

of Uma-mahesvara on the bull (Vrshabhariigha-miirti) in the shrine-room within the palace.

The ashtottara-

archana (recital of the 108 names of the god) is in progress. The worshipper and his consort are obviously saivite
in their appearance; and they also have an aristocratic bearing. The bull in silver is an excellent representation.
The icons of Siva and Parvati lodged on the bull are specimens of processional images (utsava-marti).




art, and even of the European masters
can be discerned. The king was
conservative in his religious aspirations,
but he was an aesthete to the core,
romantic in disposition and had a
breadth of vision that was unusual

among the royal folk. He loved horse-

riding and indoor games like Indian
Chess (chaduranga) and Ganjipha. All
these princely pursuits find expression
in the paintings done in his court. The
Maharaja was also keenly interested in
getting the portraits of his eminent
courtiers painted by the court-artists who

KRISHNARAJA WODEYAR 111

The Maharaja (Krishnaraja-wodeyar III) giving audience to an important officer of his government, probably his
“darbar bakshi'. Two attendants are also seen, each with his conventional silver staff (3ge 8»eev) to represent royal
service. The Maharaja is seated on his customary chair, inside a pavilion in the palace.
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were proficient. Here are some
specimens included, although they do
not strictly adhere to the ‘traditional’
norms of the Mysore school.

The Maharaja was also responsible
for the founding of the first tasteful art-

gallery in the state of Mysore. Called

Jaganmohan-mahal; it was situated
outside the Brahmapuri gate of the
Palace to its west. He also organized
another art-complex with sculptures,
outside the Fort on the eastern side near
the Karanji-kere Lake. It was called

Lokaranjan-mahal.

KRISHNARAJA WODEYAR III

The Maharaja (Krishnaraja-Wodeyar III) is seated on the throne, attended by his female companions (sewgagescy).
It is the typical representation of the throne in the Mysore palace. It is obviously during one of the Navaratri

celebrations that the painting was done.
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PORTRAIT OF
A DEWAN

An important officer
(dewan) of the Mysore
Durbar (probably
Purnayya), giving
audience to an official
from elsewhere, probably
a messenger. The two
attendants  standing
behind the seated officer
are dressed in a fashion
not typically Mysorean.
The pavilion is treated
with care and
imagination. The rose-
wood chair with
elaborate ivory inlay and
the carpeted floor add
significance to the
painting.

PROTRAIT OF AN OFFICER

An eminent officer of the Mysore palace is
seated on a rose-wood chair with rattan seat,
in an ornate pavilion inside the palace. The
floor-tiles and arches with drapery are
highlights of the painting. The face of the
seated figure is full of dignity and importance.
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CHAMUNDESVARI

[:”m he following four paintings

}f represent the tutellary deity
SR of the Wodeyars of Mysore,
Chamundesvar1 whose shrine is atop
the hill in the vicinity of the city of
The hill is therefore called
Chamundi hill; it was formely known as
Marbala-tirtha (Mabbela-tirtha), in the
tenth century. It has been a sacred spot

Mysore.

since early antiquity, frequented by
The hill is 3,489
feet above sea level. The Mahabalesvara

ascetics and adepts.

temple on top of the hill was existing
there even before the Hoysala monarch
Bittiga-Vishnuvardhana, who makes a
grant for 'Marbala-tirtha' in 1128 A.D.

Chamundesvari (the vanquisher of
the demons Chanda and Munda) is a

form of Durga, who killed the Buffalo-
demon (Mahishasura), and hence came
The
local legends state that the demon
Mahisha ruled over this tract of the
land including the hill known as

to be known as Mahisha-mardini.

Mahisha-mandala (which got corrupted
in course of time as Mahisharu, and
later into Mystru). Chamundi came here
at the request of the gods, killed the
demon Mahisha, and settled down on
the hill. Jvalamukhi of Uttanahalli
helped her in the fight, and so the
Wodeyars have a special regard for this
goddess also. The goddess fighting with
Mabhisha is eulogized in many puranas
(like Skanda, Kalika, Markandeya, and
Vishnudharmottara), and her form is
described in all Silpa-§astra texts.
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CHAMUNDESVARI

e TERSgasadn |
ARSI SAMHEYSTIAr ||

She, the tutellary deity of the
Mysore royal family, abides on the hill
of Mahabala (the Chamundi hills). Dark
of complexion, she has eight arms,
carrying various weapons.

gt YafeEgr g |
USSR AT 11
fHeeel Tsel SUSHITa A |
YeeRgeRhieHIR SRR 1|

Praised by all the gods, she cut off
the heads of the twin demons, Chanda
and Munda, and vanquished the Buffalo-
demon. Riding on a lion, wearing the
crescent moon, and carrying weapons,
she bestows victory on her devotees.

Note the palace-pavilion, complete
with attendants. The inset is the icon
worshipped in the palace. The red
background for the icon is noteworthy.
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CHAMUNDESVARI
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CHAMUNDESVARI

FreuEl Heleal Yrefererenn |
TR GEASIer T ||

TREAE TSIAAERA |
vIfthaaeaeT e 9e &S ||

The goddess, with the sun, moon
and fire as her eyes, and the composite
form of the three divinities (Lakshmj,
Sarasvati and Kali), fulfils the longings
of mighty monarchs.

She rises in glory, above the demons
of darkness.
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This form of the goddess became
the tutellary deity of the Mysore
monarchs, ever since the founder of this
dynasty Yadu-raya, came to this hill in
1399, and settled down in a village called
Hadadana at the foot of the hill. Yadu-
raya (Vijaya-raya) and his brother
Krishna-rdya became staunch devotees
of this goddess, and built the Mysore
Kingdom owing to the grace of this
goddess. So we learn from an old
manuscript dated salivahana-era 1707
(corresponding to 1785 A.D.), unearthed
in 1920 in Mysore (cf. Annals of the
Mysore Royal Family in Kannada
D eRRTEoRTRS Sz, Mysore 1922,
Part-1I, Pages 86-87).

All the Wodeyar rulers have been
fervent devotees of this goddess. The
hill on which her shrine stands is as
sacred as the shrine itself. This is why
many of the names in the royal line
begin with “hill" (betta). It cannot be
ascertained when the shrine was
originally built, or by whom. It would
appear that it was there when Yadu-
raya visited the hill, for the early
accounts mention that he worshipped
there. Raja-Wodeyar (1578-1617) thought
of constructing the entrance-tower
(dvara-gopura) for the shrine around
1610. He got the hill-temple repaired,
and also did service to Jvalamukhi shrine
in Uttanahalli. Dodda-Devaraja-Wodeyar

(1659-1673) got a sopana with one
thousand steps constructed in 1664 to
climb the hill easily and reach the shrine;
and he got a monolith Nandi (16 foot-
tall) carved in a rock in situ at the seven
hundredth step. He also arranged for
its daily worship.

It was Krishnaraja-Wodeyar III, who
not only carried out extensive repairs
for the temple on the hill but enlarged
the structure. As the “ashtabandha' for
the shrine done in ancient times had got
weak, he got the “ashtabandha' ritual
done again in accordance with
Devyagama around 1818; he got the
processional images made in ‘five-
metals' (pancha-loha) for the deity. He
arranged for periodical festivities in the
temple, especially during Navaratri
season. A splendid entrance-tower
(dvara-gopura) in seven storeys was
erected by him; it was consecrated in a
grand manner in 1827. His own statue
in stone in a devout posture (bhakta-
vigraha) was installed in front of the
sanctum of the processional image, along
with those of his consorts Devajammanni,
Chaluvajammanni and Lingajammanni. He
regularised the worship conducted in
the shrine, and regulated the procedure

of temple administration.

Numerous iconic paintings of
Chamundesvari were prepared by the
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court-artists during his period, for the gﬁqrﬂug-[ Heedr ml

Maharaja's own books as well as for 0
presentation to his favourites. The
Maharaja was keenly and constantly RICCIERRE E-CRIE RIS el

aware of this form of the goddess being TSREITatE] Tsacedvem |
his tutellary deity. He mentions in his .
S Gl Fel & ||

Sri-tattva-nidhi (introductory verses):

CHAMUNDESVARI

Typical Mysore painting, highly stylized, elaborately ornate, minute work in
gold (punching) and splendidly decorated. The goddess has twelve hands,
carrying weapons of warfare; but her countenance is tranquil and pleasant.
There are flames of fire around the crowned had, signifying ~Agni-durga'.
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R AJAR AJESVARI

(77 he paintings figured here
the
Ra]ara]esvarl

/ represent goddess

(otherwise
known as Lalita or Tripura-sundari),
adored and worshipped by the devotees
of Sri-vidya. The worship involves both
Vedic and Tantrik approaches. It has its
focal point in the mystic diagram known
as Sri-Chakra and the manifest form of
this goddess. The two are in principle
identical, and symbolize the primordial
power, the ultimate reality. The goddess
is the personification of the diagram
(cosmopsychogram), and the diagram
(Chakra, mandala, rajya) is symbolic of
the kingdom of all existence and all
energy, including will (icchha), action
(kriya) and wisdom (jnana).

If the diagram grows out of the
central point (bindu) identified with

Siva (pure consciousness), the goddess
is the visual manifestation of the same
central point and is identified with Sakti
(energy). The diagram of the goddess
signifies the union of Siva and Sakti.
They are in fact inseparable in principle,
but phenomenal and transactional
existence pulls them apart, resulting in
stress and sorrow. Sri-vidya as a cult
seeks to achieve the commingling of
consciousness (Siva) and energy (Sakti).
When materialized, the two principles
appear as Kamesvara (male) and
Kamesvari (female).

In this cult,
principle)

energy (feminine

is emphasized, and
consciousness (male principle) is but an
aspect of energy. Hence the worshipful
form is a goddess, seated upon her male

consort or counterpart. Prakriti prevails
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on the basis of Purusha, and this makes
Rajarajesvari sit on the body of Siva
lying across as a corpse (preta): without
her, Siva is but inert (Sava). The whole
imagery of this goddess speaks of the
primordial energy (Sakti of prakrti) as
the wondrous mother ($ri-mata), or as
the resp/endent empress of all creation

(raja-rajesvari).

This goddess is visualized as most
charming, and as brightest of all lights.
She shines like countless suns and
She sits at
ease (lalitasana), with the right leg

moons all arisen at once.

dangling down and the left leg held
across the seat. The seat on which she
sits is Siva himself, who is described as
the plank of the swing-cot. The legs of
this cot are the four deities, Brahma the
creator, Vishnu the preserver, Rudra the
dissolver and Sadasiva the principle of
bliss that is unchanging. These four
gods are inert without the goddess
energizing them, even as Siva is. It is
therefore that the goddess is described
on five corpses

as  perched

(panchapretasana).

The complexion of the goddess is
the hue of the red hibiscus (japakusuma),
or the rosy colour of ripe pomegranate
(pingala-vasasa). She is bedecked by all
auspicious ornaments, her ear-rings
representing the solar and lunar orbs.

Her countenance is tranquil and pleasant
(prasanna).

She is four-armed, carrying in her
extra-hands (para-hasta) an elephant-
goad (symbolizing anger and aversion)
and noose (passions and urges), and in
her normal hands (nija-hasta) a bunch
of five flowers (symbolizing the five
primordial elements, audition, vision,
olfaction, gustation and tactation) as
arrows, and the sugar-cane stalk (Mind)
as the bow.

TR TeIeh USRI h T | |

(MIG: | TTUAE | TRFHERH |
T ZgHIEE: 1)

She has the goddess of wealth and
prosperity (Lakshmi) and the goddess
of learning and liberation (Sarasvati) as
her attendants, standing by her sides,
entertaining her and fanning her.

Beneath the dangling foot of the
goddess is usually represented the
celebrated Sri-chakra. It may be in
with foot
samsprshta), or a little removed

close contact (pada-

(antarita). Sri-chakra symbolizes the
entire universe as the union of siva and

Sakti.
BENERIGENRRIESENCEICT Al
(Rrarreree g STe=er=/] 1)
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The goddess emerges from the
sacred cosmogram (Sri-chakra), which

is Her dwelling town, pleasure-garden,
, and mystic seat.

(Vamakesvara
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the goddess of prosperity and

Sarasvati, the goddess of learning attend
on Her, holding in their hands the

splendid mansion
4

Lakshmi
reverential
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RAJAR AJESVARI

ol ] T |
Ferafguegndr qempfaefid 1|
One of the early acquisitions of the

Parishat, it is being worshipped ever

since it was acquired. The royal family

from which it was got also worshipped
it all along. It is an iconic painting,
meant specifically for worship. It
breathes an air of sanctity. It perfectly
portrays the dhyana-sloka given by the
Maharaja in his Devata-dhyana-malika
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Some texts insist that worship of
Rajarajesvari would be in vain without
the worship of Sri-Chakra as associated
with her:

forr F=rr <ICqST Sdar |7 e 1

However, there are paintings of this
goddess without Sri-chakra.

The early paintings of Rajarajesvari
are from the Tanjavur area and from the
court of the Wodeyar rulers of Mysore.
It is probable that the name of the
goddess is derived from the ancient
abode of this the
Brhadisvara temple at Tafjavar in
Tamil Nadu. The Chola monarch, who
built this temple around 1010 A.D.,
called himself Raja-raja (Rajarajesvara).

in

goddess

The cult of the goddess, however,
is ancient. We find many agama-texts
like Shodasi-kalpa and Srividyarnava-
tantra, entirely devoted to the doctrinal
and ritual considerations of Sri-vidya.
The cult is widely prevalent in the whole
of South India. Krishnaraja-Wodeyar III
(1794-1868), the erstwhile ruler of
Mysore, was himself initiated into this
cult, and he actively encouraged the
artists of his court to prepare stylized
paintings of Rajarajesvari for purposes
of worship in the households of his
relatives, friends, dignitaries and

scholars of his acquaintance. Most of

the extant paintings of this goddess
belong to his period. And all of them
were meant for ritualistic worship.

They generally follow the dhyana-
sloka specifications, although the artists
are also found to give expression to
their own imagination with regard to
composition, ornamentation,
architectural background and colour
The mood of the goddess

(prasanna-vadanambuja), the presence

schemes.

of the crescent moon on the crown
(balendu-mukutojjvala), the third eye
on the forehead (tryaksha) characterize
the iconic form.

The necklace

(manimangala-sttrena vilasat-kandhara)

auspicious

and sparkling eyes with a slight smile
on the face (sumanda-hasitekshana) are
characteristic features of this goddess.

The dhyanasloka composed by the
Maharaja himself is given in his book
(4). The
paintings follow the iconic details given

Devata-dhyana-malika

here.

R ECHINIR IR S C e L
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Rajardjesvari is well settled in the
central point (bindu-pitha) of Sri-
chakra. She is red in complexion and is
adorned by crescent moon on her crown.
She is four-armed, carrying the bow of
sugar-cane stalk and arrows of flowers
in her normal hands, and noose and
She has
emerged out of the fire of consciousness

goad in her extra-hands.

(chid-agni). She is seated on a cot, the
legs of which are the five divinities who
would be inert without her power
(pancha-preta). Alternately, she may be
seated on the lap of Kamesvara, her
consort (viz. Siva as the base for Sakti).

The first painting reproduced here
has been in daily worship at the
Chitrakala Parishath ever since its
acquisition from a royal household in
Even at this household, the
painting was in daily worship. It would

Mysore.

appear that the painting was got made
only for the purpose of worship. The
painting therefore breathes an unusual,
almost occult, atmosphere around it.
And it has been executed with great
care, The
attention devoted even to the minor

interest and devotion.

details is astonishing. It is a perfect

specimen of iconic painting. No
significant detail has been omitted, and
nothing is overdone.

The main figure (Rajarajesvari)
merits the center of attention and covers
the main area of the painting, what in
sculptural texts is designated as the
"brahma-sthana". The figure is
excellently delineated, with fidelity to
the usual dhyana-sloka of this divinity.
The goddess is flanked as usual with
two other divinities, Sarasvati playing
on the veena (to the right of the goddess)
and Lakshmi playing on the violin (to
the left) while the goddess is seated in
lalitasana posture. These divinities are

standing, attending on her.

In conformity with canonical
formulation, the goddess is seated upon
Siva (whose head and leg all that cannot
be seen of him) lying prone on a swing-
which
representing Brahma (four-headed),
Vishnu (blue hued body), Rudra, and
Sadsiva (five headed).
squatting gods are finely painted. At
the bottom of the cot and beneath the
goddess is the mystical diagram, Sri-

cot stands on four

legs

Even these

chakra, perfectly drawn. This is placed
prominently in the lower portion of the
painting, removed from the main figure
(called antarita variety), unlike some
other versions where the diagram is
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RAJA-RAJESHVARI

Another lovely portrayal of the
deity in characteristic Mysore style. The
reclining $iva’s head is on the left side
of the goddess. Delicate work in gold
and subdued colouring. The foreground
is treated uniquely and tastefully. There
is no Srichakra at the feet of the
goddess; nor are there the usual
Lakshmi and Sarasvati attending on
the deity. There are only two damsels
carrying fly-whisks (chamara-dharinis).




RAJESVARI

RAJA
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RAJAR AJESVARI
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Seated in regal splendour, she seems
to give audience (olaga) to her devotees.
A piece of elaborate, careful and correct
draughtsmanship, ornate, elegant, and
balanced in details as in colours.

The swing-cot on which she sits
has four male divinities as legs thereof:
Brahma, Vishnu, Rudra and Sadasiva.
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KAMA - KAMESVARI
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(PTHERIRIERT)

(Lalitopakhyana)

Kamesvara with Kamesvari (Raja-
rajesvari) seated on His lap. The two
represent the union of Siva and Sakti,
or Mulaprakrti and Purusha, the very
core-concept of Sri-chakra. The
painter's  signature is  there:
Narasimhayya of Javagal.
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close to the right or left foot that is
dangling. It stands aloft in the center of
the stage ascended by a flight of five
steps. It is in perfect tune with the
Brahma-sttra of the figure of the

goddess.

The foreground represented by a
well laid out garden with flower beds,
and the architectural background are
tastefully composed. The central
expansive arch, the yellow background
for the main goddess and the narrow
arches on the sides providing red
backdrop for the goddesses of learning

and wealth add dignity, grace and

grandeur for the painting. The whole
ensemble is delightful. Siva lying across
as the plank of the cot has his head to
the right side of the goddess. Only his
head and legs are seen, the rest of the
body being covered by the splendidly
designed and elegantly pleated drapery
of the saree of the seated goddess. This
is also in accordance with the
iconographical prescriptions in the
canonical texts. Siva's body-complexion
is bright white (signifying pure sattva
of the purusha) in pleasant contrast to
the rosy red complexion of the goddess
(symbolizing the rajas dominant

prakrti).

RAJARAJESVARI
TSRIAETEE SRR |
TSIy IRTTerdeh T ||

Another representation of Réja—réjes’vari, but

without Sri-chakra accompanying the
goddess.
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CHELUVA-RAYA-SV AMI OF ME LUKOTE

elukote (Yadu-giri) is a
famous pilgrim-centre in

the old Mysore territory.
Hallowed by the visit of Sri Ramanuja,
it has been a Sri-vaishnava centre.
There is a large temple here, of Chola
architecture, dedicated to Sampatkumara
(or Cheluva-Narayana). The Wodeyar
rulers of Mysore have served this God
with various gifts and donations.

Raja-Wodeyar (1578-1617) got an
extraordinary crown, bejewelled
generously, called Raja-mudi, made for
the processional deity (Cheluva-raya),
to be used during the annual temple-
celebration, “brahmotsava'. This was to
be worn by the deity, after the removal
of the customary diamond-studded
crown, Vayira-mudi (vajra-mudi) from
the deity. He also presented gold
coverings (kavacha) for the main deity.
He contributed to the magnificence of

the temple, and its safety.

Chikka-Deva-raja-wodeyar (1673-
1704) also attended to the upkeep and
repairs of this temple. Later, Krshnaraja-
Wodeyar III (1799-1868) made many
contributions to make the temple and
the town prosperous. During his
birthday celebrations (Khasa-vardhanti)
in 1817, he presented the third splendid
crown called Krishnaraja-mudi, to the
He stipulated that
the colourful ritual, Kalyanotsava, was

processional deity.

to be performed before decorating the
deity with this crown; and that a car-
festival (rathotsava) was also to be
arranged on the occasion.

The
represents the wearing of bejewelled the

accompanying  painting
crown presented by Krishnaraja-
Wodeyar. The processional image
(Cheluva-raya-svami) is seated on
Garuda, and is accompanied by his
consorts, Sridevi and Bhidevi (ubhaya-

nachchiyars).
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(Devata-dhyana-malika)

The processional icon of
Sampatkumara mounted on Garuda
(Garudotsava) is the theme of this
excellent painting. The composition
inspires admiration. Embossing done
in gold, and the use of gold for painting
are noteworthy. The green background
has been very effective in highlighting
the red, gold and the makki-safeda work
that goes into the encircled iconic
representation of the form of Vishnu that
the Wodeyar family was devoted to. The
figures are very neatly drawn, the
colours are soft and sober.
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VARADA-RAJA,
K ANCHIPURAM
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(Devata-dhyana-malika)

This painting was inspired by the
Maharaja's visit to Kanchipuram, the
celebrated érivaishnava centre, where
Varada-raja-svami is worshipped. The
topmost panel is typically Srivaishnava
in character: the namam flanked by
discus and conch, Hanuman and
Garuda, and royal insignia (parasol and
banner). The panel below it represents
Ranganatha (reclining form of Vishnu on
Adisesha), flanked by the sports of
Krishna narrated in the Bhagavata-
puranam. The next panel depicts the
ten incarnations of Vishnu (dasavatara).

Below this horizontal panel, and
occupying the centre of the painting is
the representation of Varada-raja
mounted on Garuda. The background
story is the saving of the elephant (Indra-
dyumna, Vishnu's devotee cursed by an
irate sage) from the clutches of a
crocodile. This is the processional image

in the Kéﬁclﬁpuram temple. By the side

of this large panel are representations of
Sri Ramanuja and Tirukacchhi-nambi,
the form of Vishnu, Vaikuntha-Narayana
The two
panels below show the iconic portraits

and Rama-pattabhisheka.

of the divine preceptors (divya-suri) and
the alvar-saints ('divers' into the bliss of
God-realization).

The whole painting is crowded
with fine iconic paintings, done in
the typical Mysore style. The red
colour is outstanding, and leaf-work
in gold (with no embossing)
abounds.
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VAR AHA-SV AMI
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(Devata-dhyana-malika)

Chikka-Devaraja-Wodeyar (1673-
1704) brought from Srimushnam the icon
of Sveta-vardha-svami and consecrated

:'E‘.r y

it in Srirangapattana. Along with this
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image, the icons of the two consorts
(Sridevi and Bhidevi) which were
lying in Tafjaviru were also brought
and consecrated. So was the metallic
processional image (Nilamegha-Syama-
svami) brought to this shrine in
Srirangapattana. The temple that was
built and consecrated was later
embellished with a splendid gopuram
by Krishnaraja-Wodeyar III (in 1809 A.D.)
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VENKATESA
WITH CONSORTS
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The royal dynasty of Mysore was
always devoted to the Lord of the Seven
Hills (Tirumala-Tirupati). Dodda-
(1659-1673),
especially, arranged for many daily and

Devaraja-wodeyar

occasional worship rituals in a grand
manner, and presented ornamental and
bejewelled seats for the processional
deity (mandasana) as well as gold
vessels for offerings to be made (pongal-
naivedya-gangalas). He also made
provision for sahasra-nama to be recited
daily in the sanctum. He donated many
villages to the temple. Chikka-Deva-
raja-wodeyar (1673-1704) continued the
interest and arranged for more festivals
in the temple. He presented gold parasol
for the processional image (Malayappa)
and gold wutensils for worship
(pujopakarana). Krishna-raja-wodeyar III
was most generous in his gifts and

donations to the temple. The articles

presented by him are still in use in the

temple.

It may be remembered that Rana-
dhira-Kanthirava-Narasaraja-wodeyar
built a temple for Venkatesa of the Seven
Hills around 1640, on a small hill near
érirangapattana, called Kari-ghatta,
which is visited to this day by throngs
of devotees.
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VENKATESVARA
ABHISHEKA

The main image of Venkatesa in
the sanctum of the temple atop the hill
(Tirumala-Tirupati) receives his elaborate
bath (abhisheka; tirumanjana) every
friday; and it is an awe-inspiring
occasion for the devotees.

This the

painting captures

extraordinary spectacle and reminds the
devotees of the memorable experience.
The reverential priests are busily

engaged in performing the sacred task
of bathing the deity. The blue
background turns red within the
enclosing arch of glory (prabhavali). The
deity, devoid of heavy ornaments, is
painted grey, and touched up in white.

The deity, popular all over the

country, stands in majesty and
splendour. The priests serving him are
puny, but feel privileged and important.
The painting does not need gold or gesso
work to impress the onlooker. The

subject itself is grand.
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Vishnu reclining on the folds of Adi-$esha (time), and being attended upon by Lakshmi and a chowrie-
bearer (chamara-dharini). The creator, Brahma, emanates from the navel-lotus. Tumburu and Narada, the
celestial minstrels, are shown on the sides, singing his glory. The four young sages, Sanaka, Sanatana,
Sanandana and Sanatkumara, are also seen. Vishnu's vehicle (vahana), Garuda is shown in readiness to
carry him. The treatment of the clouds above and of water below (with fish moving about) is suggestive.
No gold has been used, but the effect is brought out successfully. This is the deity in Srirangapattana,

the former capital of Mysore state.
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FORMS OF SIVA

rishnaraja-wodeyar III
was a staunch devotee of
of
Srikanthesvara in the great temple of

Siva, especially
Nanjangtudu. He is said to have been
born immediately after (and as a result
of) his father, Khasa-Chamaraja-wodeyar,
went through the ritual of reciting Siva-
panchaksharimantra (3f : RE@1) one
crore times in the temple at Nanjangud.
This was in 1794. And after Krishnaraja-
wodeyar III became the ruler, he got the
Nafnjangudu temple repaired and
enlarged (around 1819 A.D.); among the
services that he undertook at this shrine,
the sculptural representations of the
twenty-five classical sportive forms of
Siva (pancha-vimsati-lila-mrti) that he
got made and installed, figure
prominently. Similar series of Siva-
representation is to be found also in
the temple at Chamaraja-nagar, for
which he alone was responsible. These

forms of Siva were included in his

Sri-tattva-nidhi in the form of excellent

paintings.

By the side of the palace in Mysore,
the Siva temple (Trinesvara) was in a
state of disrepair with the sanctum being
empty. Krishnraja-wodeyar III arranged
for the deity that was hidden in the fort
at Nazarbad brought and installed in
the sanctum, along with the consort-
deity Tripura-sundari. He also built the
temple anew, and arranged for regular
worship. Other Siva-shrines to which
he offered his services include
Mudukutore (Mallikarjuna) Talakadu
(Vaidyesvara), Kanchi (Ekamresvara)
and Sri-saila (Mallikarjuna).

The ten paintings that follow are
from the classical sportive forms of Siva
mentioned above. They are done in the
typical Mysore style, crystallized by the
court-artists during the days of
Krishnaraja-wodeyar III
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(Devata-dhyana-malika)

Although the painting relates to the
story of the devotee Markandeya being
saved by Siva from the clutches of Yama
(Kala), and represents Siva as Kalari-
maurti, the linga reminds one of the

shrine in Nafjangtdu, of which

Krishnaraja-wodeyar III was a staunch
devotee. There are other paintings done
at the royal court which strongly
resembles this mukha-linga.

The story-telling painting done on
paper-mount provides an intricately
worked pedestal for the mukha-linga,
embossed with gold. On the sides of
Siva and Parvati are fine designs in
although
unconnected with the theme. Yama, the
god of death, has his terrible attendants
behind the boy-devotee. Seated on the
dark buffalo, Yama is being pierced by
the trident held in Siva's hand.

gold and gesso work,
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(Sri-tattva-nidhi)

The family of Siva, comprising of
Parvati as his consort, and the six-
headed Kartikeya and the elephant-
headed Ganesa as their children, is
invariably associated with the white
Nandi as Siva's vehicle. They are
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together known as 'Siva-pafichayatana'
(Siva-pentad). The family constitutes a
circle in the painting, elaborately
composed and intricately decorated; still,
but charming. It shows a judicious use
of gold and gesso-work. The “circle' is
poised on a fine rectangular carpet in
Vandyke brown, buff and burnt sienna.
The designs are fascinating. The Nandi,
white all over, though sitting stands out

majestically; it steals the show !




'-'y,‘-.n-u T

presmanv LR T ‘ -

R ———

«
-

. -

SIVA-FAMILY

101



VRISH ARUDHA

o Wghquelfiaehdeha
Myd: 7eue ame |
el TR Igh M
LTINS ENEL DERCIR ]
Fganitierdie |

am et gid T e
d guEeE IFYA

Pretty picture of Siva and Parvati
riding the sacred bull Nandi. The bull,
is magnificently drawn, elaborately
adorned, and is up and about. The divine
couple seated on it are splendid
specimens of icons in Mysore style, full
of grace and grandeur, poise and dignity.

Late in period, the painting has
used colours which are at once sober
and subdued. Embossing with gold leaf
and liquid has been done in a pleasing
manner.
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PANCHAYATANA
PARAMESVARA
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(Sri-tattva-nidhi)
An unusual painting, probably
influenced by the Tanjore style, depicting
Siva with five heads (Sadyojata,
Vamadeva, Aghora, Tatpurusha and
Isana), and ten hands seated with
Kumara on his lap upon a tiger-skin
laid on a beautiful pedestal. The central
pavilion, surmounted by a tower-niche
flanked by lions, is elaborately and finely
worked. Siva seated in this pavilion is
attended by a devout and royal couple,
perhaps Siriyala-raja and Changale, in

the smaller pavilions on the two sides.

The painting done on coated wood-
plank is remarkable for its use of gold
leaf, gesso and inset of a few precious
stones. Siva's body is done in gold, and
overlaid with greyish white.

The five heads represent the
elements earth, water, fire, air and space
(akasa) in order. The three-hooded snake
that is on top of Siva's head represents
the three gunas, sattva, rajas and tamas.
The five faces also suggest the projection
of the five directions, west, north, south,
east and sky (upward) in order. The ten
hands represent these four directions
and also the four intermediary
directions, together with the directions

above and below.
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An interesting depiction of Siva as
Dakshina-marti, it abounds in details like
the mountain (the Himalayas) on top of
which he is seated in the Yogic posture,
the caves in which the asceties do
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penance, the sages headed by Suka
surrounding Siva, seeking grace from
him, the sacred tree under which he sits
and the three-hooded serpent which
emerges from the tree to function like a
parasol. There is a small but elegant
entrance-tower to ascend the mountain
on one corner at the bottom, and the
picture of Parvati engaged in worship
on the other corner at the bottom. The
figure of Siva is done with great care
and devotion, as also that of the snake

on top of his head.
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GIRIJA-KALY AN A

This was a favourite theme for
painters in Mysore during the nineteenth
century: Siva's wedding with Parvati.
There are many of them in the traditional
style. This painting is an elaborate one,
crowded with numerous figures (sages,
gods, demons, goddesses and Siva's
attendants). The marriage-pavilion is
exquisitely depicted (gold leaf work),
and on top of it are shown the flying
gandharvas in the sky (ultramarine), the
celestial minstrels Narada and Tumburu.

The Himalaya (father of the bride) along
with his consort Mena, is offering
Parvati to Siva; the ceremonial milk
that he pours (dhara) into Siva's palm
is being sucked by the devout Nandi,

lying at Siva's feet. Brahma officiates as
the priest, and he is tending the sacred
fire that witnesses the wedding-ritual.
The three-legged Bhrngi, the staunch
servant of Siva, is all excited, naturally,
because his master is the bridegroom.

It is a painting where romance,

colours, figures, devotion, and
imagination combine. The centre-piece
is the wish-fulfilling tree (kalpavrksha)
under which the divine wedding takes
place. The tree also signifies a successful
painting, the wish of the artist being

amply fulfilled.

Siva on this occasion is known as
Kalyana-sundara-marti or as Vaivahika-
murti.
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SIVA - PANCHAYATANA

It is a cosy family portrait, peaceful
and serene, with warm green standing
out. It shows Siva and Parvati seated
on a splendid throne with elaborate
designs. Thier two children, Skanda (on
the right) and Ganesa (on the left) stand
on the sides. And the favourite attendant
of Siva, the bull (Nandi) is seated right
in front of the divine couple. The flying
celestial beings with wings are shown
above, holding the garland that runs

across the top of the painting, and above
the throne.
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Tripura are three demons with cities
of gold (heaven), silver (midregion) and
iron (earth); they are offsprings of
Taraka. With Brahma's boon, they begin
destroying the world of gods and
humans. Siva sets out to fight with
them. This is the painting's theme. The
story is symbolic, and very suggestive.
And the painting is equally interesting.

Siva is five-headed, representing
the five constituent elements and the
five directions. Brahma, the creator, is
his charioteer. The horses that draw the
chariot are the four Vedas. Sun and
Moon are wheels of the chariot. Vishnu
takes the form of Mohana-Buddha to
lure away the $aktis of the three asuras.
The eight guardians of the directions
(dikpalakas) hover about to help Siva
in the battle. The seven sages are also in
readiness to help. Siva's chariot moves
over hills and dales.
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Seating Parvati on a golden throne
atop the Kailasa peak in eventide, Siva
danced in front of her, and all the gods
accompanied him: Narada and Tumburu
sang, Brahma kept time, Vishnu beat the
drum, Sarasvati played on the veena,
and so on. This is sandhya-tandava, one
of the seven classical dance-styles.

L)

y .
pint
3‘*‘;1";/
¥ e,
e MRS

Vo s =7\
)ﬁ}.;.«mu....-

The painting is dominated by
Parvati on the right side, light blue in
complexion and by the dancing Siva on
the left side. The hall where the dance is
being performed is modelled after a
pavilion in Mysore palace (totti). The
guardians of the directions and iconic
representations of the gods and sages
are neatly drawn and lightly coloured.
There is no gesso-work to be seen, but
punching in gold has been introduced
in designs.
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KIR AT ARJUNA

The Pandava hero, Arjuna, did
penance on the Indrakila mountain to
obtain Pasupatastra from Siva. In order
to test his ardour, Siva assumed the
guise of a hunter, and created a wild
boar (Mukasura) to distract Arjuna from
his meditation. Arjuna hit the wild boar
with his arrow, and at the same moment
the hunter (Siva) also hit the boar with
an arrow and killed it. A strife was
occasioned as to who it was that killed
the boar. The two fought; and at last
Arjuna discovered that the hunter he
was fighting with was Siva himself.
Arjuna seeks the blessings of Siva, who
presents him with the Pasupatastra.

The narrative painting is very
effectively composed in three distinct
levels moving spirally upwards. The
central division shows the fight between
the hunter and Arjuna. The top division
is interesting. It shows Arjuna recounting
the episode to his brothers. Bhima
challengingly claims he would win
Siva's grace within the time his mace
he throws up falls to the ground. He
proves right. Siva catches the mace and
blesses him. On the top corner to the
right is Siva and Parvati seated in a
flying chariot.
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MAIL ARA-DEVA

Siva assumed the form of a valiant
hero, semi-divine Mailara (Mailari,
Mallari), in order to vanquish the demon
Malla. This hero headed an army of
seven crores (€lu-koti), and rode a
powerful charger, and accompanied by
his consort, Mhalasa (incarnation of
Parvati), killed the demons. He was
fond of dogs, who also helped him in
his fight with the demons. He is the
folk-god of Maharashtra and northern
parts of Karnataka, widely worshipped
and eulogized in song, dance and drama.

In the painting, the charger, blazing
white in complexion, is shown as
spirited and lovely to look at. On top of
its head is the Huma-bird with an
ornamental plumage. Siva (Mailara)
wearing a gown, reaching his ankles, is
two-armed, the right hand flourishing a
bright sword. Parvati (Mhalasa) is green
in hue and is profusely decorated. The
green is for blue, and Parvati is the
sister of Krishna whose complexion is
blue. The charger's tail is interestingly

multi-coloured.
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SPORTS OF KRISHNA

rishna was among the

favourite deities of

/ Krishnaraja-wodeyar III
The founder of the Wodeyar dynasty
belonged to the Yadu-vansa from
Dvaraka. Many of the earlier rulers of
Mysore were devotees of Sampatkumara
of Mélukote, especially Raja-wodeyar
and Kanthirava-narasaraja-wodeyar. The
pontiff of the Parkala matha was the
raja-guru in Mysore. Krishnaraja-wodeyar
IIT was greatly devoted to the Alvars
and Sri Ramanuja.

Almost the first important thing he
did after he assumed the reigns of
administration, in Mysore, in 1811 was
to make the Prasanna-Krishna-svami
temple by the side of the palace a centre
of Vaishnava activities. He established

the relatedness of this shrine with the
of
importance (divya-desa-sambandha).

classical Srivaishnava places
He got installed here the typical

Srivaishnava-deities  in  stone:
Ranganatha of Srirangam, Varadaraja
of Kanchi, Venkataramana of Tirupati,
Garuda,

Nammalvar, Sri Ramanuja,

Vishvaksena,
Vedanta
desika, the Jeers and the twenty-four

Ananta,

alvar-acharyas. This was around 1828.

He was naturally devoted to the
Ranganatha shrine in érirangapattana,
the former capital of Mysore state. He
gave many endowments to this temple,
and arranged for several services. He
got the devotee-icon (bhakta-vigraha) of
Kanthirava-narasa-raja-wodeyar
installed in front of the deity. It may be
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mentioned that his father Khasa-
Chamaraja-wodeyar also was greatly
devoted to this temple. In fact, it was he
who got the present processional image
installed in 1770, when the earlier
processional image (Kasturi-ranga) was
lost when the chariot got burnt during a
festive occasion. Krshnraja-wodeyar III
also offered services at Biligiri-Ranga
hills, Himavad-gopala-svami hill, Kanchi
(Varada-raja, garudotsava), Srirangam
(nanda-dipa, Sahasranama-archana) and
Tirupati.

In all these Vaishnava-centres, the
sports of Krishna were celebrated in a
grand manner on several occasions
during the year; and the Maharaja was
naturally interested in them. It was his
custom to listen regularly to the tenth
chapter of Bhagvata-purana, which
describes the juvenile sports of Krishna.
He therefore directed his court-artists to
paint Krishna in various sportive moods.
Here are paintings of a later period that
depict Krishna in some of these sportive
forms which were then crystallized.

VENUGOPALA

Krishna playing flute, surrounded by
his eight consorts (Rukmini,
Satyabhama, Jambavati, etc.) under
the wish-fulfilling tree (kalpa-vrksha).
The four cows are also enjoying the
music, one of them licking his right
foot, for he is go-pala. The textile
designs are prominent, as also the
jewellery, treated with lavish gold-
work. A serpent is perched on the
tree, also enjoying music. This is to
justify the saying that music is
appreciated by animals and reptiles
too. The calf that is sucking milk
from its mother, which is absorbed in
music, is shown to heighten the effect.
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(Sri-tattva-nidhi)

This is a popular subject for the
“traditional' painters of Mysore and
Tanjore: Krishna as a baby being fondled
by his foster-mother Yasoda in Nanda-
gokula. It not only brings to focus the
innocence of divinity but the motherly
love. The artist is free to handle the
details of the situation. He can spend all
his skill on the portraiture of the
fortunate lady and also depict the infant
in all its glory. He can even introduce a
time-piece that is anachronistic, and a
bird that is irrelevant. Some critics trace
the origin of this subject to the medieval
European paintings of the Infant Jesus
with his mother.

The dhyana-sloka given above, by
Krishnaraja-wodeyar III in his Sri-
tattva-nidhi is fully and faithfully
followed in this painting. The
visualization of the baby-Krishna in this
manner is said to bring about progeny.
This is perhaps what made the subject
popular.
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NAVANITA KRISHNA

A favourite theme in traditional
paintings of Mysore and Tanjore: Krishna
shown as a child enjoying a pot of butter
that is freshly churned (nava-nita) Two
ladies attend on him, one offering a
delicacy and the other entertaining him
with a peacock as his playmate.
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KRISHNA
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(Devata-dhyana-malika)

Krishnaraja-wodeyar Il was fond of
the puranic imagery of Krishna. The
artists of his court made a large number
of paintings on the Krishna theme, for it
was popular even among the people.

An  excellent  composition,
comprehending the three human figures
in one oval form, and the architectural
lay-out in the background, recalling the
Mysore style of storeyed mansions.
Krishna is in the amorous embrace of
his two consorts Rukmini and
Satyabhama. The latter is more
ostensibly bejewelled, and Krishna is also
shown as partial to her. Probably the
influence of Bhama-Kalapam the folk-
drama is seen here.

This ?ainting shows Krishna in
romantic company with his two favourite
damsels: Rukmini and Satyabhama. The
architectural setting for the three
amorous figures is that of the palace,
probably the inside of a pavilion (totti)
in Mysore. The composition of the main
subject is neat, complete and colourful.
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KRISHNA AS LOVER

Krishna in his early youth was a

celebrated lover of the cowherd damsels.

This is a familiar theme of painters in

India. In this painting, he is shown

embracing one damsel, with another one

lap. Two other ladies are

seated on his

attending on him. The sarees of the

female figures are done with care and

as also the elaborate couch-

imagination

spread.
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KRISHNA AT THE WELL

A fine painting depicting a sample
of the romantic sports for which Krishna
is celebrated. The well forms the centre
of the situation. A Gopi has come to
draw water from the well, with her
friends. As she was about to drop the
vessel into the well, suddenly Krishna
arrives (or was he expected ?) and holds
her to her obvious delight! He has come
with another lass, holding a royal parasol
over his head (for was he not the king
of Dvarakad?), and yet another girl
holding a “sumana-gari' (of the Mysore
palace?). The Gopi's friend discretely
turns her head aside.

The well is shown as situated
indoors, in the interior of a mansion, in
close proximity to the ornate edifice for
the sacred basil plant (tulasi-katte), also
within a pavilion. The white pillar is
plain, but the drapery on the other side
is fascinating red. Gold probably was
rich when applied, but now it has lost
its lustre.

Krishna with five ladies around a
well is not merely picturesque, but also
symbolic: five sense-organs, mind as
their mate and master, and the self
hidden in the heart-cavern as water in
the well.
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(Devata-dhyana-malika)

This is a painting in typical Mysore
style, breathing the air of the grandeur,
comforts and opulence of the erstwhile
Mysore palace. Krishna is the king of
Dvaraka; reminding us of Krishnaraja I1I
of Mysore. He is seated on an elegant
throne surmounted by a charming
parasol, playing ‘chaduranga’, a game
of Indian chess, with perhaps
Satyabhama, seated on a chair with ivory
inlay. He also holds in amorous embrace,
another lady love, probably Rukmini.
Surrounding Krishna the king are all
women playing on musical instruments
and entertaining the king and the
queens. The ladies are all dressed up as
typical weess 2goddy. The carpet is of
splendid design.

The gold employment is delicate
and effective, although gesso-work is
not there.
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A familiar subject in the Krishna-
paintings, it depicts Krishna with his
little finger lifting up the hill
(Govardhana) to shield the hamlet from
the fury of the storms and torrents of
rain sent by the irate Indra. Indra was

annoyed because the dwellers of the
hamlet stopped worshipping him, on
Krishna's advice, and began offering
their adoration to the neighbouring hill,
which provided much to the welfare of
the people and the cattle of the village
(hence, called 'Go-vardhana', 'cattle-

nourisher'). Krishna held this hill on his
finger until the fury abated. Indra was
humiliated, and he supplicated to
Krishna.

It is a pretty painting, incorporating
several influences. The figures are well
drawn, the ladies showing a variety of
facial expressions. They are all
splendidly decorated, including the cow
that stands behind Krishna. The textile
designs are conspicuous and colourful.
The hill, alive all over with foliage,
animals and birds, has an uninterrupted
rampart surmounting it. The dark and
rainbearing clouds hover over the hill
ominiously. But everything is calm

below.
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(Devata-dhyana-malika)
Here is an extraordinary and
ambitious painting, attempting to depict
the entire, eventful life-story of Krishna,
all in miniatures in one canvas. The
artist has been successful. There are forty
miniature-paintings, each of which could
be blown up into an independent
painting, arranged around a central
panel in which Krishna is relaxing with
six pretty damsels.

There is an entrance-tower (dvara-
gopura) designed for the configuration

i

of miniatures, guarded by Jaya and
Vijaya, the door-keepers of Vaikuntha
(which is Krshna's Goloka). There are
two towers within the enclosure, leading
to the rear-tower. All four towers
constitute the central dividing line
(madhya-rekha): and the seated Krishna
represents the central point along this
line (brahma-sthana). The composition
has been thoughtful.

The miniatures tell the story of
Krishna in an orderly narrative fashion,
covering all the major events in his life.

The painting has been done on
paper pasted on wood. Gold leaf is
generously used, but no gesso-work.
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KUCHELA-EPISODE

Krishna and Kuchela are boyhood
friends. Krishna becomes the monarch
of Dvaraka. Kuchela remains the poor
brahmana that he always was. Prompted
by his wife, Kuchela visits Krishna.
Krishna receives him with love and
affection, warmth and effusion. Kuchela
is overpowered, and incidentally all
prosperity comes to his lot, unasked.

This episode is the subject-matter
of this painting. It is narrative in
character, and orderly in sequence,
starting from the corner to the right and
moving left-ward. Krshna's elder brother,
Balarama, receives their boyhood friend,
Kuchela, and takes him to the inner

apartment. Kuchela has not come empty-
handed: he has brought a handful of
parched rice-grains as present to Krishna.

The monarch of Dvaraka is mighty
pleased, in fact excited. The poor
Kuchela is treated to an extraordinary
reception!

The main enclosure in the painting,
the largest and most colourful, shows
Krishna seated on his throne with
Kuchela by his side, nay of his lap,
surrounded by all the ladies in the court,
in greeful attendance. Other ladies in
the palace gather in the balconies and
gaze at this wonderful spectacle.

The painting is crowded with
human figures, but the careful
composition provides unmistakable
identily and meaning to each of the

figures.

It is without doubt an unusual
painting.
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he Rama-saga (Ramayana) is
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country. The images of
Rama, his consort Sita, his brother
and his

Hanuman are etched deeply in the

Lakshmana, devotee-aid

Indian psyche. There have been
thousands of literary works bearing on
the subject of Ramayana in all Indian
languages, and hundreds of paintings
of the Rama theme. Temples to Rama in
the country cannot be counted. They are
all over the country. The day dedicated

to Rama in the month of Chaitra is”

celebrated with zeal and devotion.

In the old state of Mysore, there
have been Rama-mandiras since ancient
days, almost in every village and town,
where devotional congregations gather

and sing the eulogy of Rama, in front of
an image or painting of the Rama-group.
Recognizing this, Krishnaraja-wodeyar III
got paintings of Rama theme made by
his court artists, and distributed them to
the rural and urban Rama-mandiras.
This is how a remarkably large number
of Rama-paintings are to be seen in the
erstwhile Mysore state. And one of the
king's own literary enterprises was
Sachitra-Ramayana, full of fine paintings
depicting the story of Rama.

The wusual subject-matter for
painting is the Rama-group (Rama, Sita,
Lakshmana and Hanuman). Sometimes
Rama-panchayatana (the four brothers
and Sita) is painted. It is rare that Rama
alone is painted. The theme of Ekanta-
Rama includes Sita and Hanuman with
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Rama. But the most impressive of Rama
paintings concern the coronation of
Rama after his return to Ayodhya (Rama-
pattabhisheka). The artists have used
their ingenuity, imagination and skill in
composing this subject. The Mysore
palace and its opulence provides the
setting; the usual picture of the ruler's
durbar in royal splendour haunts the
memory of the court-artists; the assorted
assembly of courtiers and officials,

servants and savants, priests and sages

is introduced. Sometimes, the rather
unusual depiction of Rama's children,
Lava and Kusa, in the durbar scene of
Rama is also seen.

Independent paintings of Hanuman
are, of course, legion.

In Rama's paintings, the artists have
freely used their imagination, since the
canonical prescriptions are absent.

A SCENE FROM RAMAYANA SHOWING THE FIGHT BETWEEN
RAMA AND MEGHANADA (SON OF RAVANA)
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KODANDA - RAMA
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(Devata-dhyana-malika)

A typical portrayal of the Rama-
group (Rama, Sita and Lakshmana) as
residents in the forest, before their return
to Ayodhya, together with Hanuman in
the unusual posture of absolute
submission. Copies of this painting can
be found invariably in all Rama-
mandiras and bhajana-mandiras; but
Hanuman's posture will be different.

This situation is said to be auspicious,

for Rama (Self) has eliminated Ravana
(Delusion) and joined with Sita (Self-
knowledge), and is accompanied by the
(Mind
wholesome). The celebrated vimana (of

all-powerful ~ Hanuman
Kubera) is in readiness to carry them
back to Lanka; it is represented
beautifully.

The blue sky and the forest
landscape are well depicted. Sita in her
lovely red saree and bedecked with all
ornaments, stands to the right of Rama,
unusually though (for the classical
prescription is to show her on his left
side Jeeces Yetefcemeglee).
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This painting shows Rama-
pafichayatana. Rama is delineated as the
king of Ayodhya, seated on the grand
throne with his queen-consort Sita by
his side. Hanuman is at his feet; and so
are Angada (son of Vali), Vibhishana,
Jambavan and others. The seven sages
stand to the right of Rama, each with a
word of praise for Rama (collected as
Saptarshi-ramayana). Standing in
attendance are the royal horse and the
royal elephant, both finely decorated for

the occasion.
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TARAKA MANTROPADESA

Rama and Sit3, after thier return to
Ayodhya, are seated on a throne, and
present a picture of Purusha and Prakrti.
This is a depiction of Sita instructing
Hanuman with regard to Rama-taraka-
mantra, which is said to be the heart-
mantra (hrdaya-mantra). Rama, the
divinity, is seated in blissful composure.
The goldwork utilized in the painting is

superbly done.
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RAMA ON THRONE

Rama being anointed as the king
(Pattabhisheka), by the sages. The
occasion shows the ceremonial
installation of Rama on the throne, after
his return from Lanka, after killing
Ravana. The festive scene shows sages
and courtiers in respectful attendance.
Angada, the Vanara chieftain of
Kishkindha, is in charge of distribution
of gifts to the guests. Vibhishana, the
successor to Ravana on the Lankan

throne, is also seen, along with the
Rakshasa and Vanara heroes. Rama, his
brothers and Sita, attended by
Hanuman, are seen.

The depiction recalls the glory of
the erstwhile Mysore palace on such
occasions; with the state elephant and
horse, musicians and dancers. The
pavilion also is typically Mysorean, with
its ornate columns and decoration.
Considerable gesso-work has made the

painting valuable.
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RAMA'S CORONATION

This painting, breathing
atmosphere that is at once serene and
splendid, depicts Rama-pattabhisheka.
Rama is being crowned, and made to sit
on the ancestral throne of Ayodhya, after
his return from Lanka. He is giving a
gracious audience to the Vanara

an

chieftains, sages, Vibhishana and
courtiers; Guha too is there. Ladies
attending on Sita are shown. Sita in all
her glory sits on the throne by the side
of Rama; Lakshmana stands behind
Rama. The other two brothers stand
behind Sita. Hanuman sitting gracefully
and at ease sits at Rama's feet; he sits on
his own tail!

It is a pretty composition, with

pleasing colours and good effect. The
Vandyke brown of the floor, the green

NIty

of the background and the bands of
light-coloured lotuses add charm to the
figures.
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CHITRA-R AM AYANA
qd T T B T
TR TAFHT GG |
FAFTIRY T AIYUETET |
TYEETETEIET TG THREI ||

Around a central rectangular space
depicting the grand coronation of Rama
(pattabhisheka), as many as 104 smaller
spaces are arranged in rows and columns
to tell the whole story of Rama as told
in Valmiki's great epic, Ramayana. The
sequence starts from the bottom left

corner and moves clockwise. Each major

event in the epic is painted carefully
and colourfully, especially the episodes
involving Hanuman. And each picture
in miniature bears being blown up to
best advantage.

The copious use of gold in the
painting, the elegant gesso-work in the
central panel (coronation scene), the use
of varnish for the hair-treatment, foliage
and trees, stylized stippling technique
and the delicate lines all add to the
remarkable effect of the crowded
painting, which is at once ambitious
and eloquent. It is, by all standards, an
outstanding enterprise.
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LAVA AND KUSA

This painting, which is ornate, elegant and eloquent, is on the theme of Ramayana. But it is unusual
inasmuch as the scene takes us beyond the usual Ramayana story. Lava and Kusa are born to Sita,
and are left in charge of the sage Valmiki in his hermitage. The sage brings them back to Rama and
Sita, who are rulers of Ayodhya, for being formally named (ndmakarana) and duly anointed as
princes (pattabhisheka).

The painting has been elaborately, carefully and tastefully executed. The splendour of the royal
pavilion has been brought out well. The creamish green hue in the background, gesso-work in low
relief, gold for the throne, and colour scheme in high key make the painting’ memorable.
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HANUM AN
WITH FIVE FACES

SR TaS TR EsarsT |

ENEEIEN RSN GreSUIERIT Ol

wiadf THG HUrSHEEIRA |

S STRIRH ||
(Devata-dhyana-malika)

Panchamuka-Hanuman is a Tantrik
visualization of the hero of Ramayana,
incorporating Varaha (boar), Garuda
(eagle), Narasimha (lion) and Haya-

griva (horse), all deities worshipped in
tantrik rituals. It is an impressive image
with five heads and ten arms, setting
out to desteroy demons and evil spirits.
The background red is effective and
symbolic. The blue demon being
trampled upon sets off the tone. There
is a mandala worn on the chest. The
composition is delightful and original.

The painting was probably meant
for worship, or for some occult ritual. It
combines imagination with awe,
stylization with sacred sentiments. It is

religious art in essence and effect.
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LAKSHMI
QU Al TSI |
e lCE GRS IRl

(Devata-dhyana-malika)

The natural rivals and adversaries,
the devas and the asuras, joined to churn
the fabulous milky ocean, to get the
death-defeating ambrosia (amrta).

Mandara, the tallest mountain, was the -

churning rod, the primordial dragon
Adi-$éesha was the rope for churning,
and Vishnu himself was the tortise to
hold the mountain from slipping. Many
wondrous objects emerged out of this
extraordinary churning. Lakshmi, the
goddess of wealth and prosperity was
one of them.

All the objects that emerged out of
the milky ocean are shown on the top
division of the picture: the Asvins,
Ucchaisravas  (horse), Airavata
(elephant), the Moon (chandra), the
Kamadhenu (the cow that fulfills all
wishes) the divine weapons, and so on.
Lakshmi, of course, is the very theme of
the painting; she occupies the central
position, and the whole of the middle
division of the painting is reserved for
her glorification. The bottom-division
shows the devas (on the right of

Lakshmi) and the asuras (to the left) in
the act of churning.

In a complex and crowded
composition like this, the artist has been
successful in portraying effectively the
classical description of Lakshmi as the
daughter of the ocean (samudra-raja-
tanaya). Lakshmi chose Vishnu as her
consort and disappeared into his chest.
The deadly poison, Kalakata, that
emerged out of the ocean, causing
anxiety to the whole of creation, was
consumed by Siva to save the creation;
and Parvati, naturally concerned for
Siva, pressed his throat to prevent the
poison from getting into Siva's system.
When the devas and asuras began
fighting over the nectar that came out,
Vishnu assumed the form of a bewitching
damsel (Mohini), and cheated the
asuras. The painting is a splendid
narrative of the high drama of ocean-
churning (samudra-manthana), telling
these episodes in line and colour.

It is an unusual but excellent
depiction of Lakshmi.
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VAIKUNTHA-N AR AYANA

Sl Y dgueE: 1|

(Ashtakshari-kalpa)

Shown here is the primordial form
of the all pervading and all originating
Vishnu, seated comfortably on the
principle of Time pictured as the seven-
headed dragon (Adi-$esha), in a posture
known as lalitdasana (or maharaja-lila).
This form is known as Vaikuntha-
Narayana, Adi-Narayana, Adi-mirti or
Para-Vasudeva. Temples to this form of
Vishnu are to be found in many places in
the old Mysore state. Krishnaraja-
wodeyar was probably impressed by the
imagery of this form, and commissioned
his court-artists to paint this form
frequently. There are many copies of the
paintings of this form of Vishnu in and
around Mysore.

Here the artist has also painted the
ten classical incarnations of Vishnu (the
celebrated “dasavatara') in miniature
style on the sides of the main figure.

And these have been done with
imagination and very effectively. The
main figure of Vishnu, of course, is
superbly delineated with firm lines and

warm colours.
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LAKSHMI-NARASIMHA
TR T EgEaT |
ISCY aSE TAUShITHHARITH ||
Tqalg UG SRIFSIGEaET |
feagsieR. TR ||

A popular and widely worshipped
incarnation of Vishnu, this man-lion form
is the subject of this painting. Vishnu
made his appearance when the demon
Hiranya-kasipu was tormenting his son
Prahlada, to save this young devotee of
his. He was in a terrific rage, and to
assuage his fury Lakshmi approached
him. The demon had been destroyed,
and the pious boy had been saved. Now

the god was pacified. This is Lakshmi-
Narasimha.

To his right stands his devotee,
Prahlada; and to his left is his vehicle,
Garuda. Both of them are supplicating.

The figures are highlighted by

decorative arches with dome-
superstructures in conventional style.
Within  the central arch
accommodated Lakshmi

Narasimha, and under the arch to its
right stands Prahlada, and under the
arch on the other side is Garuda. All the

figures are painstakingly drawn and

are
and

coloured. Gesso-work, punching and
gold-work make the painting precious

and pretty.
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PANCHA-N ARI-TURAGA

FHeEE] el ST Yfd |
YEEREe FeRfETe: |
Fdl g Wt wE: TIEOERT Te |

(Sri-tattva-nidhi, from Saivagama)

This delightful painting of Kama
(Manmatha, Eros, the god of love) riding
a horse (turaga) composed of five
damsels (Pancha-nari), is a highly
imaginative composition. Son of Vishnu,
and Rati
Enjoyment), Kama is visualized as a
handsome divinity shooting an arrow
of five flowers (Pancha-bana) with a bow
made of sugar-cane stalk (ikshu-danda).

consort of (meaning

Traditionally, he rides a parrot
(Suka-vahana). But here a horse is

provided for him. But it is not a real
horse. Five ladies assume postures to
make the shape of a horse: three of
them engaged in music (singing and
playing the drum and playing on violin)
make the belly of the horse; the lady
keeping time with cymbals constitutes
the head; and the lady holding a
flywhisk which is the horse's tail, serves
as the back of the horse; the legs of two
of the ladies constitute the four legs of
the horse.

The horse's imagery is symbolic:
The Upanishad, which speaks of the
human body as the chariot (¥R T ),
makes the five sense-organs the horses

that draw this chariot (= ga=Ig:).
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VISVARUPA

HIeed: Ty [0

T fagee 1 AT |

Jufg o 9 W I 9M

[CRIGGACEEEE T
(Bhagavad-gita, 11, 38)

The spiritual seekers aspire to have
of the All-
comprehensive form (visva-rupa) of

a vision (darsana)
God. God is everything, everywhere,
inside and outside of each particle and
of the entire universe. He is all that
exists, and he transcends existence.

The artist has boldly and cleverly
sought to represent this abstract and
unfathomable idea in a painting. He has
made the oval (egg-shape) signify the
universe, for the classical notion of
existence is ovular (brahmanda). It
contains in its womb the very source of
life and light (hiranya-garbha). Vishnu is
pictured as the primaeval person (adi-

purusha), without beginning or end, and
comprehending in his own person the
entirety of the universe: its source,
support, sustenance, and destiny.

The painting is remarkable. It is as
comprehensive as the Visva-rapa itself.
It includes all the classical textual details
within the limited canvas. The seven
oceans at the bottom, the seven worlds
on top, the foundational tortoise and,
the time-dragon, the gods and the sages,
the directional elephants and so on. It is
not only the macrocosm that figures
here; even the world within man, the
six psychic centres (shat-chakras) which
are esoteric and mystical, find a place in
the very body of the cosmic person.
They are the centres for Vishnu himself.

Indeed, the human body itself is
the combined representation of both the
macrocosm and the microcosm. It grows
out of the God that abides within the
heart-space of creatures, and is sustained
by Him.
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VISVARUPA DARSANA
TR SHhE HferRhHET |
SYYIeTTH YRR UUSaar ||

(Bhagavad-gita, 11, 13)

Arjuna on the battle-field of
Kurukshetra was favoured with the awe-
inspiring and extraordinary vision of
Visva-rupa ("all-forms") (et
Bhagavadgita, chapter 11). This vision,
described eloquently in the epic-poem,
has inspired the artist (whose name
fortunately has been preserved for us,
Tippaji) to compose this magnificent
painting, which unfortunately has not
been preserved fully. What remains of
the painting itself makes it one of best
specimens of the Mysore style of
traditional paintings.

There are insets of lovely paintings,
each a master-piece in itself, all over the
composition, which is a veritable
treasure for the art-lover. One gleans in
these insets myth and legends that make
our religion fascinating. The vision of
the artist, the freedom and care with
which he has handled the details, the
aesthetic appeal that is evident in every
detail and the delicacy of the free-
flowing lines and the subtlety of colours,
all render this painting (albeit in
fragment) a remarkable one from
Mysore.
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TEMPLE-PROCESSION

The village or town is all agog and
excited when the local temple takes out
the procession (utsava) of the presiding
deity. People gather in large numbers
and crowd round the procession-group.
But the artist here has focussed attention
on the procession proper. The temple
looms large in the background.

Perhaps this is the Ranganatha
temple at Srirangapattana as it looks a
hundred years ago. The processional
deity is Vishnu, being carried on the
shoulders of the employee-devotees of
the temple. That it
incongruously, and not in the direction

faces us
of the procession is of course unrealistic,
but how else do we get an idea of the
deity? The elephants in front and at the
back add splendour to the procession.
There are of course musicians heralding
the procession.

It is undoubtedly an unusual picture
in the Mysore style. Its realism is
conspicuous; and attention to details is
remarkable. There is movement in the
picture, especially in contrast to the
stillness of the temple behind. The
animals and humans are portrayed with
teeling and fervour. The whole group,
small in size, fills the painting with
action and imagination. It is a lovely

painting, with each detail full and
fascinating.
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PARA-VASUDEVA

An elaborate, ornate and delightful
representation of Para-Vasudeva (or
Vaikuntha-Narayana) in the typical
Mysore style of iconic painting. There
are, however, some innovations
introduced here. Vishnu sits relaxed (in
what is known as Maharaja-lila posture)
on the coils of the divine dragon Adi-
sesha. But the two consorts, Sri-devi
and Bhu-devi, are also shown as seated
with him. This is rather unusual, for
Para-Vasudeva is to be shown “alone'
(kevala), according to Silpa-$astra texts.
Garuda is also shown here. The left leg
of the deity rests on a 1otus, springing
from the primordial waters. All the
images are profusely decorated with
conventional ornaments.

The colour-scheme adopted by the
artist is fascinating, especially the textile
designs of Vishnu and his consorts. There
is attention bestowed on the principles
of balance and bilateral symmetry. The
depiction of the two celestial garland-
bearers over the heads of the Lord and
his consorts adds movement and life to
the otherwise immobile picture. The
artist has followed the $astra-
prescriptions of madhya-statra and
bhanga while composing the details.
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APPENDIX
ICONOGRAPHY: BACKGROUND
FOR THE MYSORE PAINTINGS.

conography strictly means
“drawing” or etching of an
icon. It refers to a sculptural

representation only by an extension of
this meaning. The earlier practice was
to draw in lines, sometimes filled with
colours also, the image of the deity for
purposes of meditation, adoration or
worship. Before sculpture in stone or
wood appeared, the practice was to draw
in outline or sketch on the material.
Paintings and drawings to serve an
iconographic purpose were in the nature
of natural evolutes.

There is a legend that Narayana, the
great God, drew on earth (Urvi) with
mango-juice the drawing of a charming

feminine form, and infused life into it.
Thus was the nymph ‘Urvasi’ born.
Then Narayana composed texts on
painting and iconography and handed
them over to the celestial architect/
sculptor Visvakarma. Narada-silpa
classifies painting into ‘those on the
ground’ (bhaumika), ‘those on the walls’
bhitti), and
The first two

were stationary, while the last was meant

(murals, and frescoes,

“portraits” (bhava-chitra).
to be portable.

Portraits and wall-paintings were
involved in iconography, the former
being regarded as ‘mobile’ (chala) and
the latter “immobile” (achala). The wall-
paintings were done in four stages.
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Whitewashing the surface of the wall
(dhauta), mounting a coat of boiled rice
on it (ghattita), drawing of the outline
in charcoal (lanchita), and finally filling
in the colours (varna-rafjita). The same
procedure was followed when, instead
of wall, cloth (pata) was employed as
the medium. The manner in which
portraits were prepared was slightly
different. It was done in the following
stages: initial outline drawing
(rekhapata), modulating the light and
shade, and finalising the sketch
(vastava), arranging decorative details

(alankara), and colouring (varna).

An old verse mentions that masters
are attentive to drawing, experts to
modulations, women to decorative
details and common people to bright
colours. The import of this verse is that
outline sketches are regarded as
possessing a relatively high artistic
value. Differentiation of forms (rupa-
bheda), accommodation of proportions
(pramana), projection of feelings and
aspects of beauty (bhava lavanya-
yojana), bringing out the resemblance
(sadrsya) and putting the colours on
(varnika-bhanga) are regarded as the “six
limbs” of drawing, according to
Yasodhara’s gloss on Kama-sutra.
Among the six details that are here
enumerated, it is the last one alone that

makes the sketch a painting; the other
five relate to drawing.

The importance of line-drawing is
to be gleaned from numerous medieval
treatises on painting like Vishnu-
dharmottara, Samaranganasiitra-dhara
(Bhoja), Abhilashitartha-chintamani
(Somésvara), and  Hara-Vijaya
(Ratnakara). And the application of this
outlook is to be found in the wall-
paintings of Ajanta, Bagh, Badami,
Sittanavasal, Hampi Virapaksha temple,
the Lepakshi

Papanasa temple and Vardhamana

Anegondi palace,
temple, Tanjore Brihadisvara temple,
Sravana—belgola Jaina-matha and Seebi-
Narasimha temple.

A strong iconographic style evolved
from these wall-paintings in two
principal divisions: the Jain style in
Gujarat (principally in illustrated
manuscripts) and the Tanjore style of
painting icons on pots and paper. It is
the impetus provided by the Tanjore
style that contributed to the iconographic
development in Karnataka, especially
under the patronage of the ruler of the
erstwhile Mysore State.

Mention has already been made of

polytheism  being essential

an

characteristic of Hinduism, and thus
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being fundamental to Indian
Iconography. Innumerable are the deities
that receive worship from the Indian
masses, from earliest of times to the
present day. In fact, the number of deities
that merit adoration is increasing over
years. Besides the major gods and
goddesses that have scriptural sanction
and are of national status (like Vishnu,
éiva, Ganesa, Durga, Hanuman),
numerous heroes, saints and benefactors
of regional significance are periodically
accorded divine or semidivine status;
and people look upon them as
with
peculiarities of their own cultic and folk
bulk of Indian

incarnations or emanations
deities form the

polytheism.

Generally, however, five deities
constitute the normal or core pantheon
of Hinduism: Vishnu and Siva (both of
whom have a Vedic background), Devi
(the mother-goddess who goes back to a
more remote past), Ganesa (the folk god
of universal appeeﬂ in our country), and
Sarya (the solar divinity, whose cult has
been popular all over the world at some
time or other). The Sun (Surya) is often
regarded as an aspect of Vishnu (Surya-
narayana), and is represented by Fire
(Agni), especially the sacrificial fire.
Thus, in effect, there are four major

divinities.

But the custom of pentadic worship
(panichopasana) has gained currency in
the country. It is difficult to ascertain
when exactly this custom commenced,
but we find it recommended in the
the
Sankaracharya (early 7th cent.) is

Puranas and smrti-texts.
supposed to have been responsible for
its prevalence. But we find nothing about
it in any of his authentic works; and
from what he says about worship, it
appears unlikely that he prescribed this

pentadic worship.

The custom is closely associated
with the concept of monotheistic
primacy of the deity of the devotee’s
choice (ishtadevata). The arrangemn.ent
of the five gods on a common platform
would signify their equal status. At the
four corners and the centre of a square
base (vedi) would be located the five
deities. But a Saivite, for instance, would
place Siva in the centre, and the other
four deities in the four corners. A
Vaishnavite, on the other hand, would
make Vishnu occupy the central position.
There is thus a sectarian involvement in
the arrangement of the five deities.

The presupposition is that the
central deity is in fact the only deity
receiving worship, the other four being
only aspects of this central deity. There
is thus a monotheistic tendency even in
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the pentadic worship. There were,
during the middle ages, five sects that
had become important: the Saivites
worshipping Siva, the Vaishnavites
devoted to Vishnu, the Saktas given to
the cult of Devi (Sakti), the Ganapatyas
adoring Ganapathi, and the Sauras
worshipping the Sun. Each sect looked
upon its object of adoration as the God,
but accepted the gods of other sects
also.

The devotee given to the pentadic
worship does not actually worship five
gods; he worships only one God, but
accepts the other gods as belonging to
the same family (parivara). The texts
explain that, in accordance with the five
elements that ultimately are the stuff of
which the entire universe is made,
the
earth type, the water type, the fire type,

human beings are of five types :

the air type, and the ether type.
Although the elemental predominance
is the distinguishing feature, no element
can possibly do without the other. In
due consideration of the elemental types
(‘pratyeka tattva-prachuryam vimrsya
vidhi-pturvakam’), the pentadic worship
is instituted.

The association of the five elements
with the five deities is variously given.
However, the commonly accepted
correspondences are: Ganapathi-earth;

éiva-water; Devi-fire; Surya-air; and
Vishnu-ether. There is another account
where Siva corresponds to the earth
element and Ganapati to water. They are
represented by distinctive yantras in
order; square (chaturasra), crescent
moon or hexagon (shatkona), triangle
(trikona), circle (vrtta) and dot (bindu).

The five deities are represented on
the platform either by these geometrical
designs, or by icons. More frequently,
however, they are represented by five
natural objects : Ganapati by a red stone
(rakta-prastara-khanda), Siva by white
quartz from rivers like Narmada (bana-
linga), Devi by metallic stone
(dhatupatra or yantra), Sturya by crystal
(sphatika), and Vishnu by ammonite

from Gandaki river (salagrama).

The positions of the four deities
with respect to the central deity are
specified in the texts. The deities being
on the same platform, worship offered
to the central (main) deity is shared by
the other deities. Each deity has a
gayatri formula of its own, and the
sectarian worshipper will utter the
gayatri of the central deity during

worship.

1. Ganapati : ‘Tat purushaya (or
karataya) vidmahe, vakratundaya
dhimabhi, tan no Dantih
prachodayat’.
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2. Siva :
Mahadevaya dhimahi, tan no
Rudrah prachodayat’.

“Tat purushaya vidmahe,

3. Devi : ‘Tat
vidmahe; Girisutaya dhimahi, tan

ganga-gaurhyaya

no Gauri prachodayat’.

4. Surya : ‘Tat bhaskaraya vidmabhe,
Prabhakaraya dhimahi, tan no

Bhanuh prachodayat’.

5. Vishnu
Narayanaya dhimahi tan no Vishnuh

: ‘Tat Kesavaya vidmahe

prachodayat’.

The philosophical interpretation of
the pentadic worship has been given in
some texts. Ganapati, as the lord of the
group of fourteen worlds, signifies the
phenomenon of bondage, which
obstructs the dawn of enlightenment
(hence called Vighnesvara). Surya is the
principle behind creation (from the root
‘st” to produce). Vishnu is responsible
for the preservation of the created world,
and Siva for its destruction. Devi is the
principle of the power of wisdom (jhana-
Sakti) which liberates the devotee from
phenomenal bondage. It is well-known
that Ganapati is worshipped for worldly
success, Surya for health, Vishnu for
wealth, Siva for dispassion, and Devi
for the liberating wisdom. Further, the
five elements that are represented by
the five deities are translated into the
five constituents of the inner constitution

of man : earth-ego (ahamkara), water-
object awareness (chitta), fire-primary
consciousness (buddhi),
(manas), and ether-‘the heart’ (hrdaya,

the seat of consciousness). Thus, this

air-mind

mode of worship is sought to be
integrated into conceptual and symbolic
framework.

Each of the five deities has many
iconic forms in which it is worshipped.
Examples are Rama, Krishna, Narasimha,
TrivikRama and Hayagriva, (among the
forms of Vishnu), Virabhadra, Bhairava,
Dakshina-murti and Nataraja (among the
forms of Siva), Kali, Tripura-sundari,
Lakshmi, Mahishamardini and Kanya-
Kumari (among the forms of Devi),
Siddhi-Vinayaka, Heramba, Sakti-
Ganapati and Haridra-Ganapati (among
the forms of Ganapati).

Surya, however, does not appear in
many forms. Usually he is represented
as standing with two hands holding
lotus flowers, drawn in a chariot to
which several horses are yoked and
driven by Aruna (“the dawn”). He is
often represented as the chief among
the nine planets (grahas).

When the deity has iconic variants,
there is usually a legend to justify the
iconic details like the posture, number
of hands, weapons and expressions. The




puranas, some of which are sectarian
(like Siva-purana for Saivas, Vishnu-
purana for Vaishnavas, Markandeya-purana
for Séktas, Mudgala-purana for the
Ganapatyas) contain these legends. And
as part of the worship, these legendary
accounts are read in order to crystallize
the iconic form of the deity that is
worshipped.

The pentadic worship is current
among the followers of the Smrti-texts
(the Smartas), who owe allegiance to
one or the other of the monastic
institutions claiming to have been
founded by the great Sankaracharya.
The Vaishnavas or the Saktas, however,
do not recognise this mode of worship,
although they do honour and worship
the other four deities (besides their own
chosen deities viz. Vishnu or Devi),
separately and on different occasions.
Their daily worship is conducted
exclusively to Vishnu or Devi.

Whether éaivas, or Vaishnavas, the
Devi is invariably worshipped along
with Siva or Vishnu. She becomes some
form of Durga when associated with
Siva, and of Lakshmi when associated
with Vishnu. Ganapati is also commonly
though
worshippers of Ganapati (the Ganapatyas)

worshipped, exclusive

are extremely rare now. The Sun is
adored during the sandhya-ritual, but

not in any iconic form except as one of
the nine planets.

Iconic differences are usually
indicated by the posture (bhangi), the
number of hands (hasta); weapons
(ayudha), ornaments (bhushana), hand-
gestures (mudra) and facial expressions
(bhava), The postures can be seated,
standing, reclining or mobile. Vishnu as
Krishna is often shown as a child on all
fours (Bala-Krishna), or as an infant lying
on its back on a leaf of the banyan tree
(Vatapatra-sayin). We find Ganapati also
being represented as a child moving
about on all fours, but rarely. No other
deity is represented in this posture.

Seated and standing are common
positions in which icons of all deities
are represented. But there may be
variations in these postures. While
seated, the posture may be easy and
relaxed (Maharaja-1ila, e.g. Ganapati, and
Para-vasudeva), alert and lotus-like
(padmasana, e.g. Mukambika, Lakshmi,
Sarasvati, Brahma, Tirthankara and
Buddha), riding an animal (vahana, e.g.
Ganga on the alligator), in a Yogic stance
(yoga-patta, e.g. Yoga-Narasimha,
Dakshinamurti and éésté), or with one
of the legs bent (kunchitapada, e.g.
Sadadiva, Samhara-Dakshinamdurti,
Lakshmi-Narayana, Lakshmi-Narasimha
and Lalita),
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While seated or standing, it is usual
for the Vishnu and Siva images to be
accompanied by their consorts in the
same posture (Lakshmi and Parvati
respectively). Rama with Sita, Siva with
Gauri, Strya with Chhaya, Ganesa with
Lakshmi, Narasimha with Lakshmi,
Nataraja with Sivakami, are common
examples. There are some gods who
have consorts on either side of them :
Vishnu, for instance, with Bhii-Devi (the
goddess of earth) and Sri-Devi (the
goddess of wealth); Subrahmanya with
Deva-Sena (personified army of gods)
and Valli (a human spouse); Ganapati
with Siddhi (success) and Buddhi
(wisdom); and Krishna with Rukmini
and Satyabhama.

If the god is alone, it is called
‘kevala’. Several Vishnu and Siva icons
answer to this description: Para-
Vasudeva, Bala-
Krishna, Venu-gopala, Kevala-Hayagriva,

Yoga-narasimha,

érinivésa, Dhanvantari, Bhairava,
Virabhadra, Bhikshatana,
Dhakshinamurti, Dattatreya, Sasta and
Sarabhesvara. It is usual for Ganesa
images to be represented alone, although
in some forms (e.g. Sakti-Ganapati,
Lakshmi-Ganapati and Ucchishta-
Ganapati) he is shown with one, two or
eight consorts. Bala-Subrahmanya is
likewise a loner, but in some forms he

has two consorts. Hanuman and Garuda
are invariably single icons, and so is
Sudarsana.

The standing posture involves the
delineation of flexions or bends (bhangi).
When the plumb-line passes through
the navel (nabhi) from the tip of the
crown ($ikhamani) to a point between
the two heels on the pedestal (pitha), it
is ‘samabhanga’; upright, symbolising
perfect poise. This position is devoid of
any bends, and the body is held erect,
firm and even rigid. The images of the
tirthankaras in the kayotsarga posture
are excellent illustrations.

However, to heighten the aesthetic
effect, bends are delicately introduced.
If it is only a slight bend in both the
upper and lower parts of the body, it is
abhanga; if the bend is conspicuous and
great it is atibhanga. If there are three
bends noticeable (the plumb-line passes
through one of the eye-pupils and
descends to the middle of the chest, and
then it passes through one side of the
navel, right or left, and finally comes
down to the heels) it is tri-bhanga (head,
trunk and lower limbs). When the sweep
of the curve in this posture is
emphasized (“like a tree caught in a
storm”), it becomes atibhanga.
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Feminine and dancing deities are
shown in abhanga and tribhanga
postures. The atibhanga is a rare posture,
especially in sculpture. But drawings of
Vajrayana divinities in Tibet frequently
employ this posture, the excessive
flexion being suggestive of violent
passion (krodha).

Vishnu is shown in the dance stance
only as Krishna (Kaliya-Krishna, dancing
on the hood of the dragon Kaliya,
Navanita-Krishna, dancing with balls of
butter in one hand or in both hands). A
pillar in the temple atop the Tirumalai
hills shows Narasimha dancing; and this
is altogether a rare depiction. Siva as
Nataraja is a celebrated image and quite
popular.

But there are several variant
postures in this, which are not so well
known, as the famous Tiruvalangadu
icon. Ganapati and Sarasvati are also
shown sometimes as dancing. Several
Devis with Tantrik background, like Kali
and Apardjita, are also shown in dancing
postures, or in semidancing (alidha)
postures.

Reclining is a posture that is almost
exclusive to Vishnu. Ranganatha in
Srirangam,  Ananta-sayana  in
Trivandrum, and Seshasayana (terra-
cotta in the 5th cent. temple at

Bhitargaon and relief in stone from
Deogarh, 6th cent.) are familiar
examples.

Rama is occasionally depicted in
this posture, with Lakshmana sitting at
his head and Hanuman standing at the
feet as in the Vijayanagar panel. This
panel may alternately be an illustration
of the episode of Lakshmana fainting
during the Great War, and Rama
deputing Hanuman to bring the
safjivani drug.

Mobile postures include Vishnu as
Varaha rescuing the Earth, as Trivikrama
measuring the upper regions, as
Narasimha rushing out of the pillar to
slay the demon, and as Venugopala
playing the flute (in a standing posture);
Siva as the conqueror of the three realms
(Tripurari), as the ascetic on his begging
round (Bhikshatana), and as Virabhadra
destroying Daksha’s sacrifice; and Devi
as Durga setting out to kill the buffalo-
demon, Mahisha, and as Tara shooting
arrows.

For main worship, however, the
seated and standing postures of the
deities are preferred. It is usual,
therefore, to find such postures in the
sanctum of the temple (with some
exceptions like érirangam). Vishnu is
usually represented as standing, and
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Sakti as seated, either on a seat (pitha)

or on lion.

For seated figures, texts like
Ahirbudhnya Samhita, prescribe as
many as eleven variant postures ; ‘lotus’
(padma), ‘tortoise’ (ktrma), “peacock’
(mayura), ‘cock” (kukkuta), ‘lion’
(simha), ‘heroic’ (vira), svastika, ‘firm’
(bhadra), ‘free’ (mukta), ‘cowhead” (go-
mukha), or in a tantrik diagram (chakra).
Usually; however, the lotus-posture is
employed by sculptors.

The seats on which the iconic
representations are lodged also figure in
various forms: circular (padmasana),
rectangular (simhasana), triangular
(anantasana), octogonal (yogasana)
hexagonal (vimalasana) and so on. It is
also customary to use detachable seats

of different forms in different stages of
the worship ritual, like simhasana for
bathing, yogasana for invocation,
anantasana for witnessing amusements,
and vimalasana for receiving the offering

made.

Speaking of the geometrical forms,
we need to remember that all icons have
their graphic representations (yantras)
as well as verbalizations (mantras).
During the worship, the yantras are
prepared and employed, and mantras
are chanted. The
worshipped in the ‘Sri-chakra’, either

Devi is often
as a linear diagram (rekha-yantra) or as
an aniconic image (meru). This is
regarded as the most powerful of the
yantras. It is also most intricate in its

design, and the worship involves an

elaborate ritual.
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