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PREFACE

To discover anything worth preserving is to find
out the need of one or more subsequent alternatives -
either to organise the preservation of the discovered
object in its own location or to create 2 new location
for it. In the case of mural paintings which are worth
preserving, there mey be the double necessity of retain-
ing the originals as long =s goaslble and at the same
time of housing authentic coples of them for the study
of experts and the edification of the general public.
Lovers of art, who are unable to see the actual psint-
ings, can utisfy their longing by seeing faithful re-
productions of the originals.

Of late, in various parts of Indies, archseoclogi-
cal discoveries have led to the realisstion of the
fact that treasures of art, vast in quentity snd superd
in quality, have lain hidden for centuries, with the
resultant incalculable loss of the knowledge of the
past erass of history and en equal loss of inspiration
to contemporeneous art expression. These discoveries,
which have pushed the art history of India as far back
as five thousand years ago, have led to a further and
somewhat disturbing discovery. The index of achieve-
ment in the arts has, with occasional efforts st re-
covery, steadily fallen in the course of ages from
various forms of perfection to almost universal medio-
erity or worse. These treasures of art were, however
known to the local inhesbitants, as most of them were
paintings done on temple-walls and other historic land-
marks familiar to them; though they never felt the
necessity to have them broadcasted, so to ssy, to the
‘world at large. o & o :

The Kerala region, on the western coesst of Indie,
has shared in this double discovery with difference
that its era of neglect has been much shorter then that
of other regions. casional items have been found
there going back to the nineth century A.D.; but the
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mural peintings now reproduced may be taken in the
main tg be %e work of artists belonging to the
sixteenth and the seventeenth centuries. Though
comparatively recent in age, these murals have a
special significance in that they belong to an ex-
clusive school of artists, whose technique and work-
manship is considerably different from what we know
to .be the characteristics of the other schools of
Indian Art. These paintings, though not of hoary.
antiquity, throw fresh light on the remge of the
characteristics of Indian painting.  Besides, being
uninfluenced by the Moghal, Rajput and other schools,
they are singularly Hindu in conception and orthodex
in style. Further, they facilitate, to a great ex-
tent, the mtorpro%mg of the sinmiar custons and
manners of the people of Keralas. They also form an
suthoritative background to understand their unique-
"Kathakall® - the peculiar form of dence. .. . .

In placing this set of two volumes of Collotype
reproductions of Cochin Murals before thgngnbnc for
the present, the authors desire first to humbly ;ng {ac
their respects to His Highness the Maharaja of Cochin,
but for whose interest, it would have been impossible -
to make this venture. Primerily it started from the
circumstance that His Highness desired to have faith-
ful coples of these murals made, 8o that, if the ori-
ginals perish, the copies at least could be preserved.
‘For this purpose the services of one of us Mr. ¥V« Re
Chitra was engaged; and he with the co-operation of
some local artists, was able to get very faithful
coples of the pictures made on special boards impor-
ted for this purpose, in the colours used by the
originel masters and in the seme technique. Ilater
on, the idea of housing these faithful copies in a
prominent place in the State, so thst tourists and
art lovers cen have the benefit of seing them occurred
to the Dewan. He was responsibla therefore for bring-~
ing into existence, the Art Gellery, now housed in a
gociang-built spacious building at Trichur. When

is was being done, the natural temptation to in-
grease the valug of these murals by preseniing them
in a book form tock shape; and when Mr. Chiira went
‘to' Japan, he got into touch with Messrs. Benrido
Printing Co., the foremost fine-art printers in the
East, who are- rec‘?e‘naible for reproducing in origi-
nal size (10" x 4') copies of the famous Buddhist
frescoes in Horyojl monastery in Ners, Japan, which
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are believed to have been executed in fifth century
A.Ds Thus, it may be said that it was purely out of
love and rogard for Indian Art, that they have under-
taken to print these are plates rather than for any
monetary consideration they may get from the work.
All the tglatn again are printed on genuine hand-made
paper, e Torinoko paper of Japan, the best and the
finest hand-made paper ever made. MNessrs. Benrido
have printed the plates in Collotype, a process till
now exclusively confined to importent printers in
Europe. We wish to mention here that the original
scheze was to publish, as volume I, that wonderful
_uanfinished masferpiece now existing only ss line
drawing depict ."Uma Parinayam®’ or the marriage of
- Sives In fact, 8 would heve materialised, bdut
“for the present political convulsion, which prevents
the execution of the work by our printers in time to
go along with the other two volumes. Our readers
~would be glad to know that this scene is 2 remerkadle
piece of nearly 30 fect length and we heve now made
all the necessary arrangements to bring this panel,
in a manner befitting its grandeur and hope to be
able to plece it for sele at an early dete, as Volume
I1I of this publication. ; i3

Our thanks are specially due to Sir R. K. Shan-
mukhen Chettisr, K.C.I.E., Dewan of Cochin, who from
the very begining has given every encouragement and
support for bring this gigantic work to completion.
Considering the rigid strictness which has been observ-
ed by the keovorm“mt pg{ eoehia mfc:;: pmi;ti.ng any-

to take photographic copies o se paintings,
mat acknowledge our indebtedness to the enlightened
and srt-minded Dewan for encouraging the publication
of a few of the original murals in the present form.

Ne doubdt these paintings cannot be regesrded 2s dis~
coveries; but as they have been msde availabdble for

the first time to 2 wider circle of art lovers, we
except that these paintings, Jjust like new discoveries,
would go a long n%n:o £i11 some at least of the blanks
'in the history of ian art. Our indebtedness to Pro-
_ fessor V. Rangacharya, Retired Professor of Indiesn His-
tory, Presidency College, ¥adrass, requires special men-
tion as he was plessed to go through the menuseript of
the text and give us very valuable suggestions. Further
we are glad that he has contributed a most interesting
article on the historical dbackground of these arts to
form pert of this text. Mr. G. Venkatachalam, the well-
known art critic of south India, has given a short note
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on some of the sesthetical aspects of Indian murals,
and in his own inimiteble way given a frank opinion-
of the present condition of these murals. An sutho--
ritative account of the history of the Mattancherry
Palagce, with particuler reference to the location
of these murals, forms the subject matter of an
apticle specially contributed for this book by the
statclngagoluht, Mr. P. Anujan Achens Last dbut
not least important is the technieal article from -
the pen of Mr. Jaysntilal Parekh of Sri Aravindo
Ashram, Pondichery, who was responsible for faith-
fully copying these mural paintings for the Art .
G-uc:{gc. Ve would be failing in our duty if we do
unot acknowledge our gratitude to Mr. K. N. Vembu,
of Messrs. Devl Press Limited, Madras for printing =
this text, in, as short a time as possible. b LIRS

g lnmotho_n ‘have assisted us in this task,
and' we take this opportunity to convey to one and
2ll of them our most heartfelt thanks for helping -
us with their suggestions and heel griticism, . .
all of vwhich put together have enabled us to make .
this compilation as exhaustive and we hope, 28
satisfactory to the art-loving public, as possible.

e . ¥ &2 b a8 - LS L , i
Modraly .. oo rdoo . o We ReCHITRAG




FOREWORD

My first introduction to Indien art wes at
Ajanta. It was in these ancient caves of the Buddhist
monks that my eyes were opened to the atness of
Indian art and the vastness of our cultural heritage.
The rhythmic compositions of the frescoes and their
robust humenity, franknese and freedom; left a deep
impression on my mind. I realised that ‘"here was a
great and immortal art. : i

Another aspect of Indian art which impressed
me greatly is the art of the "Stapathis®, the tredi-
tional image-makers of South Indis. Some of the
bronzes, especially those of the Chola period, are
masterpieces of the art of the sculptor and I consi-
der them as & unique contribution of Scuth India.

When I came to Cochin in 1935 I was anxious to
know the evidences of the cultural heritage of the
people of Kersla. I knew thet as the centre of the
great Chera om of the past, Kerala was the home
of valuable relics of Dravidian culture and art. The
0ld dance-art of Kathakali has been attracting dancers
from a1l over the world. The interesting art of the
wood and iv carvers and the temple architecture of
Kerala have always interested students of art. My
attention was drawn to the beautiful wall paintings
in some of the temples and places.

; Many of the frescoes were beginning to fade
away. Some were inside the walls of templas which
were not accessible to 2ll persons. With a view to
ensble 2ll lovers of art to know and appreciate these
unigue frescoes I took steps to have some of them
copgad. This was done by local artists helped and

guided by two artists of the Sentiniketan School.
These are now housed in the Town Hall at Trichur and
are open to the public. They are attracting a good
~deal of public attention and the gallery is becoming
increasingly popular. :
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_: ment, are more sensucus and v

The Cochin murals are in the best traditions
of the Hindu temple art, religious, decorative and
stylised. They are painted in rich warm colours
ané in the accepted tempera technigque. The composi-
tions are rather florid end the figures are all con-
ventionally treated and profusely clothed and orna-
mented. T reflect some aspects of Hindu life and
- art - exuberant, over-ornate and too full of details.
-The Cochin murals sre no doubt very different from
-the Ajanta frescoes which, thou{h religious in senti-
€ mC irile end less mystical
~and symbolic. The beauty of Ajentan art is its truth-
. fulness to life and nature, its glowing humenity, its
healthy humour and, above all, its restraint and sim-
y.uciv,{; The Hindu mind hes & strange tendency o
dwell fanciful regions where creative expression
. 1s concernmed and to evolve fantastic forms to repre-
 sent some cosmlc idea or illustrate a mythological
event. The Cochin murals exhibit many of these cha-
racteristics. = - ¢

Most of the wall paintings inside the temples
are scenes from the Mahabaratha while the murals in
the Mattancheri Palace are mostly incidents from the
Remayana. Some of these paintings are of 2 fragmen~
tary character and some are large pamels, narrative
and continmuous. - e =

- The scene depicting the marriage of Siva and

Parvethi is undoubtedly one of the best 6f these
murals. This is 2 long panel in which are grouped
together not only the major gods of the Hindu Pan-
theon but also the lesser deities, rishis end wor-
shippers. It is an animeted scene and there is a
lot of excitement in the crowd. Women are whisper-
ing to one another and happiness is writ large on
their faces while the chief actors, Vishnu, Siva and
- Parvathi stand intesely agitated witn significant

silles and the irrepressible Narada stands close by,
evidently enjoying a musical joke.

‘Apart from their asesthetic value these murals

- are interesting records of the civilisation that pro-

- duced them. They have a neive: }tmlit: of their own
and 1like the other folk arts of the land are extremely

unsophisticated. It is intriguing to note that not

only the details of costumes, crowns and ornements

Six



but also the stylised smiles, attitudes and poses of
the cheracters are still preserved in the Kathakali
dance of to-day.

In view of the unigue character of these murels
it was decided to produce them in a form accessible
to art lovers in general. This handsome publication
is really the result of the enterprise of Er. V. R.
Chitra, late of the Madras School of Arts. With the
ggrniaaim of the Cochin Government he brought out

is magnificent publication. The plates are beau-
tifully printed and the get-up is superb in the best
Japenese style. It 1s & venture of which any one
cen be proud.

The art world is richer by the discovery of
these 014 paintings sné by the timely publication
of these portifolios and I heertily commend them to
- all lovers of arts :

Diwan's House,
‘Dated 18th October 1940. I* K. SHA}
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ERISHNA :
SPORTING WITH GOPIS
IN BRINDAVANA

The early period of Krishna's life as a child
and youth was spent in Brindavane, a village near
Muttra. The most suthoritative hiatu‘y of his 1ife
forms the subject matter of one of the Puranas -~ the
Bhagavata, and minute details of this period of his
1ife have not only served es 2 fountain source of a
copious literature in the hands of numerous poets,
but have exercised unlimited inspiration on the art-
ists of India. The material of the original Purena
has indeed been utilised in enriching the literature
of every Indien language and beautifying the art of
every Indian art or people. It can be safely seid
that there is not 2 single school of Indisn painting,
beginning from the earliest Gupte period to the pre-
sent day, that has not portrayed one episode or other
of Kz-ix:n'. life, either by the chisel or the brush.

South India has contributed no mean share to
the development of this cult; and differences of the
sectarian schools of Vaishnavaism end Saivaisa have
not stood in the way of its progress and popularity.
Hindu as & body revers Krishna. The numerous sculptu-
ral pieces found in South Indian temples comsist,
among others, of exquisite masterpieces depicting
th2 verious attitudes of Krishna, just as the icons
of the purely South Indiasn Schools furnish remarksble
maaterpieces of the comecretion of this deity. So, it
. is no wonder that the Kerala school of artists also

. should conteibute their share im the representation
of Kpishna's history; and this picture, among others,
- 'is one which portrays rather a gay episode of his
1ife. ¢
" Tn thie mursl peinting, Krishna is seen fri-
" yoling with the Gopis -~ the cow maids of Brindavena, -
in a pavilion situated in the midst of a forest,
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robe during the season of Vasanta, which corres-
;éndab{z the months of April and Msy of the English
calender. Hindu astronomers have divided the year
into six seasons; and as this particular season imme-
diately succeeds the 'Sasiruthu’, the two coldest
months of the year, its beginning is usually welcomed
as the period during which people can disgard their
warm clothing, take pleasant baths in the rivers and
roam freely about in the forests, enjoying the scenary
and adorning themselves with the multitudinous variety
of unt-iiuu. flowers which give beauty as well as
sweet tngcn‘t... uuag; g f:ch’ 1:1:@;1,&%_ tt;e I.::“
' _the seaponsi the faveurite. e for of Loves
and_ the,nruat. pirha 9, -had this in view, while portray-

“ing Krishna's sport. with the. Gopis..

: ‘In this picture, Krishna is represented as a fairly
-gdult person and lying in the pavilion with the is
erowding sround him in different attitudes and postures.
-One note-worthy feature about the figure of Krishna is
that, whkeress he is usually represented with two hands,
he is here shown as possessing eight hands. Perheps
. this 12 meant to portray his desire to satisfy the yeor-
-ning of each of the Gopies simultaneously and without
partiality; had he been represented with twe hands; there
- would heve been'a netural ground for Jjealousy among his
admirere. With two of his hends, he g:aye the flute; and
with the cther hends he is_  occupled im dasllisnce with his
comrades. NoO less then sixteen ies are seem in the pie~
ture, snd their facial expressions show their anxiety and
. eagerness to please Krisknes in every possible form. In
consonence with the seeseson, evidertly the ertist hss
ngpm.tod the floor of the pevilicn ss belng covered
with 2 bed of flowers over which Krishns i= seen lying

down.on the lap of ome of the Copis.

: The figure of Krishna is exquisitely drewn. He
is crowned with a kirita made of flowers. INe is adorned
with sirings of pearl and other crnsments, and he wears
- & pitambara.. The figures of 211 the Gopis sre very care-
fully drawn and every type of fecisl expreszion is shown
with exquisite skill end faithfulness te nsture, by the
artist. Two portions of this picture are enlarged in
Plates II and III, to show clearly the varyins expressions
_of thelr faces. - In these enlargeuents, the facisl ecut

of the cofis 13 seen very clearly; and it is obvious that
the’ peculiar contour of their face 1s different from what
_ls seen in the figures of Ajentz and Bagh. The gentle
‘eurves are purely Hindu in conception, with no asdmixture
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of ‘any other extraneous school of peinting. Then
again, the faces of those who are in actual con-
tact with Krishnsas express the gratification of
their ambition in lovely bashfulness. Equally
well represented are twosGopis whose faces: show -
a little dejection for their inability to get sccess
to their Lord. In the left hand corner stand two
of.;them, .who .appear-as though they-are plott ing a
device,. by which.they can reach;the‘enthralling hero
Ok theln-ReaBi®ent ,evic ,semenwe-avil 6f snEieosne

7 Mogive alatgniried Background 6 this sdene,
the ‘art 3t ‘Hds ‘portrayed in front, the Brindayana .
forest as abounding in deer, whiéh a“lg"o give them-
selves up to merry enjoyment. The study of snimals
displeyed here is remarkable both from the anatomi-
cal and the artistic wview-points. ' The black-spotted
deer commonly found inNorthern India is drawn-well,
and some of.them are depicted-in Sports and gratifi-

v &
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cations wvery faithfu 1ly.
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__On fop of the picture, ‘the “artist has also
shiown' ‘a ‘bit “of ‘the roof of the paviion, which he’
hels ‘takeén'as an dpportunity to represent bhird Xifel

e

i

for ‘We“sé€ here & few pigeons, two of which are i
pairss “The birds are drawn with 'skill and espécis
‘the “twovof ‘thiem "t play, des?re’ s*pé’c‘ia"l ‘noti 1%

%
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AR 8 FARRAREL D it e
ARDHANAREESVARA & DURGA:

It 1s commonly believed thst Siva's abode in
‘Keilas 1s ever frequented by Rishies and Devas and
aceording to Siva-puranss, Siva, in-the form of Da-
kshinazurthi 1s often said to be presiding over 1i-
terary /discussions, that took place there among the
‘Rishies and Gods and he is a assisted in 8
task by his wife Parvati and his two . sons, Ganeshs

-+ i -In:-the mural .paint -this forms the subject
.0f the upper panel, where Siva is seated on an ela-
-borately worked Simhssens with his Consort. The -
throne, of which the lower Simhssana portion and
the back only are y is rich in details. The
seat is supported by lions on either side and a
canopy, the design of which is symmetric and intri-
cate, forms = good background. Sive is exquisitely
portrayed, and has a calm, dignified and majestic
face. A sweet smile pervades end he bestows a -lov-
ing glence to Parvati. His Jetamakuta is worked out
carefully, with a nice little crescent-moon on top.
Around his neck, are some ornaments and a chain of
skulls, while 2 wreathing cobra descends down from
his left neck. Siva is portrayed es having four
hands, the upper ones carrying the Parasu - the
axe and the mriga, -the deer, the right lower one
is gracefully posed in Abhaya pose, while the left
hand goes round the waist of Parvati, with the hand
pointed down-wards in Varada pose. Siva, being seated
with his right leg loosely hanging, has his left leg
bent in such a way as to form the seat of Parvati.
His dress consists of a nice tiger skin, the stripes
of which the artist has very truthfully but strikingly
g;:ntod, 80 as to give it a conspicuity in the piec~-
S :

Parvati is portrayed as a young and beauti-
ful woman, with a coy and bashful face. She is seat~-
ed on the left thigh of Siva, and wears s richly
Jewelled crown. Her pose suggests the tribhanga form,
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mentioned in Silpa Sastras, as one of the character-
- istic attitudes of female deities. She has two hends,
the right one being invisible as it goes round Sive

in embrace and the left hand delicately holding = Nil-
otpala flower. She is naturally enough, richly deco-
rated with strings of pearls and other ornaments, and
is also dressed with a2 thin finely-drawn saree.

To the right of Siva, is Ganesh on his usual
mouse-vehicle. He is represented, according to cus-
“tomary fashion, with an elephent's face and with two
‘hands, on one of which he 4is holding the broken por-
tion of his own tusk, while with the other he supp-
orts the up-lifted face of his active little vehicle.
On the opposite side is Skandha, the other son of
Siva, seated on a besutifully-painted peacock. His
righ% arm ancircles the neck of his vehicle and has
" in his hand a small Trisula or trident. The left-

hand rests on the hip. The artist has portrayed a
serpent entwined round his waist., It is rather un-
ususl to decorate Skandha with serpents., The foli-
age of the peacock is closed, and as it is standing
in & feirly restless position, the artist has taken
this opportunity to make his occupent sit rather
tightly and so .kgin him the opportunity to exhibit
his artistic skill." B it o o

Around Siva are sixz Rishis, all with flowing
beards and matted hair, of whom two are in the atti-
tude of worship, having both their hands in 211
pose. The Rishis have no ornaments except strings
of heads round their arms and necks, and probably,
with one missing, they masy represent the Sapta Ri-
shis or seven sages who are supposed to be always
i the company of Siva, in deciding the various
" issues that arise during their literery debates.

- Forming the lower portion of the plcture, there
are certain figures but they are not intact, and it
_is difficult to say definitely what they are meant

to represent. ﬁwo;e;,tc b:t’ extreme I:fti _;I.o a

stand figure, which pro represents Ardhana-

rceav::g = the %oru of Siva, ch is half male and
helf female. The circumstances under which Siva
took this form are interesting and, briefly stated,
the mythological story is as follows :=

' ‘0n & certain secasion, when Siva was seated
with gt‘cj:nmt Parvati af the top of the Kailasa
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mountain, the Devas and Rishis went there to pay

their homage to him. All of them, except,; the Rishi
Bringi, went round both Siva and Parvati in their
circumambulations, and also bowed to both. But Bringi
had previously vowed to worship only one being that

is sglns in conformity with his vow, he neglected to
go _round or bow down to Parvati., Parvati, growing
angry with him, decided in her miné that all his flesh
and blood should disappear from his body. Instantly,
he was reduced to a skeleton, covered only with the
skin. In this state, he was unable to support himself
in an erect position. Seeing his pitiable plight,
Siva gave him a2 trird leg, to enable him to keep up

' “his equilibrium; end Bringil became s0 pleased with

his Lord that, o3t of his joy, he danced vigorously
with his three legs, and .praisod the Lord for His
grace. The desire of Parvetl to humble Bringi thus
failed, and the failure caused great snnoyance to her.
She therefore went away from the scene, and devoted
herself to penance. At the ‘end of it, Siva was so

: an-d with his consort that He granted her wish of
 being united with his own body. Thus, the Ardhana~-
reeswara form was assumed Siva in order that Rishi
Bringi could net go round alone to the exclusion
of Parvati. But, undeunted by this impediment, Bringi
agssumed the shape of a beetle, and pierced a hole
through the composite body of Siva and Parvati and
thus accomplished his vow.

: ! Tiqﬁi'

In the mural painting,” the,half is Siva,
while the left is Parvati; and accordingly each half
is decorated to signify the male and the femsle as~-
pects. In the kireeta portion, the right half is
‘matted without any ornaments, while the left half is
highly ornemented with gems and precious stones. The
right ear has a large circular Kundalas, while the left
ear 1s ornamented with the customary feminine ear-
Jevels. Lower down on the left side, the deity has
& prominent breast to signify the Parvati aspect of
the figure. Logically enough, this muhurta is pain-
ted with having only three hands; two on the right,
carrying the common weapons of Siva, .viz.; the Trisula
- and the Parasu, while the single left-hand of Parvati
gracefully holds a Nilotpala flower. In consonance
with the er portion, the lower limbs are also di-
. fferentially dressed; for the side belonging to Sive
is uncovered but for the small strip of tiger skin
wrapped above the thighs, while the Parvati-portion
has a richly decorate pitanbara « The figure stands
on a Padmapeetha and sdjacent to the deity is the fi-
gure of a Rishi, in the Attitude of prayer.
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On the right side, is s seated figure of Goddess
on & lion. Probably it represents Durga in one of her
common forms as Jayadurga, who, accord to the Silpa-
ratna, should have three eyes and four arms, in which
she should be shown as carrying the Sankha, the Chakra,
the bow with arrows, and the cresecent moon on her crown.

Her vehicle is a lion, and she is considered to be one
of the forms of the Navadurgas (the Nine Durgas), who
are mentioned in the Agama-Sastras. The portrayal of
this deity in the aural painting is according to con-
vention t in addition to the three weapons mention-
ed in ¢ Silparatna she also carries & sword. Besides
her, are two individuals probably a Rishi and his con-
sort, both with folded hands in Anjali pose.

: It may be conjectured that the lower portion of
this panel may be meant to represent Sakti - worship,
often associated with the Siva cult, in which the fe-
minine aspects of the Gods, who are known by .gcchl

nemes - Navadurgas in case of Siva and Ashtalaskshmis

in case of Vishnu, form the principal objects of wor-
ship and adoration. :




AEAE R oo scoocoy <itr boe o
AS ANANTHASAYANANURTHI

" VISHNU, as represented in this mural g-mthg.
- 48 a ‘faithful portrayal of that deily, as he appears
is Sri Psdmanabhaswvami temple at Trivandrum, where

he is considered to be the de jure ruler of the Ta-
vancore State, in consideration of which, this parti-
cular form of Vishnu is held in a supreme veneration
Xy the pgog:.,c of the West Coast and all Roysl Honours

- HKeeopding to strict religious canons, this as-
pect of Vishnu is supposed to represent the Yogasa=
yanamurty form of this deity, which is one of his
primeval forms - a form which assumes at the time

of the Pralaya - world-deluge, when he is supposed
tw«c on himself a _-i:tie form of sleep called
Y dra, by which he, in order to create 2 fresh
Universe, contemplates on the schem:, and mode that
he should adopt in the purpose of the re-creation. Pad-
manabhaswami, as the tutelery God of the Travancore
State, 1s a subject, often appealing to srtists. It
can be asserted that the mursl peinting in the Mattan-
:h;gy Palagce is one of the best pictures of this

1LY »

The value of this piecture is further enhenced
by the fact that it is only in this aspect of Vish-
nu, that all the three important deities of the Hin-
du pentheon, viz., Brahms, Vishnu and Siva can be
seen together. MNoreover, in this particulsr picture,
in addition to these deities, forming the foreground
of the panel, there are the ten Avatars of Vishmu.

~ In the painting, Vishmu is drewn as a2 full-
sized figure, and 13’:.&. %o recline 2lmost horizon-

tally on the serpent, Adisesha, with the head direc~
ted to, the left of the observer. The reclining body
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has about one-fourth of it somewhat raised, while
the remaining three-fourths repose flat upon the
serpent bed. The five hoods of Sesha are raised
up as a ﬂc.;ancpy o;:xl' the head of the reclining fi-
gure. The grace pose and refined expression
of the principal image at once capture the Gaze.
The facial features are most elegant, with high
intellectual fore-head,large meditative eyes in-
dicating the mystic sleep, long nose, and smil-
ing 1ips, all of which give an air of spiritus-
lity to the countenance. The head is crowned

with 2 much jewelled kirita, set with the choi-
cest gems. Round the neck, the jewellery is not
profuse but select; of which thé most important
are the Kaustabhamani, the Yognopavita, running
from the left shoulder to the right side and the
Udarabandha around the waist: Issuing from the
navel of Vishnu, is sested Brahma, on his usual
Padmasana, the lotus seat. b, : .

The figure of Vishnu has only two hands,
The right one is stretched straight towards the.
pillow’'so as to reach a small Linga, placed at
- one extremity of the coils of Adisesha. The .
Significance of this attitude is, according to
the local Purana, that the Lord is in an atti-.
‘tude of blessing Siva. It says that Vishnu ab-
solved Siva at Ananthasayenam (another riame for.
Trivandrum) of some sin by which he was afflic-.
ted, and hence it is represented that he is hol-
ding his right hand over the Linga image of Siva
in protection. The fore-arm of the Lord below
the eldbow is very beautifully drawn with the tra-
ditional jewels. The fingers also are long and .
slender, and the thumb and the first finger of the
hand are bent in a very elegant menner. This hand
rests on the "th of one of his consorts, Sridevi
or Lakshmi, who is seated near his head. The left
land .is slightly uplifted with the elbow bent to
form the Kataka pose, and also to enable him to in-
- pale the sweet scent of a lotus flower which he is
holding. 1lying unused in front of Vishnu on the
serpent bed, lies the sword of the God. It signi-
fies the monarchical or ng:;toct&vn prerogative
attached to this particular deity. Both the legs
are stretched out, and is covered bty & very deli-
cately drawn pitambara. To the extreme right of
- the picture are the two feet of the deity reposing
on the lap of Bhoomidevi - the Goddess Earth, his
other Consort, who is seated 2t his feet. The
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eral expression of the deity is one of calm and
‘uhu grace combined with an air of profound
meditativeness. T s B

The two consorts of Vishmu, Sridevi - the la-
‘and Boodevi ~ the Goddess of the Barth are

well drawn, &nd the artist has attempted in this pa-
nel to portray them with the grace of an elderly ma-
tron instead of a young damsel in ha with the
spiritual significance of the subject. eir gaze
is naturally directed towards thelr Lord end they
are both seated on the coils of the serpent on ei-
ther side of Him. J s

* Forming the back-ground of this group, above
the level of the figure of Vishmu, are painted many
divinities =nd p&u. Just behind Brahma is the fi-
gure of Narsda, with matted hair and beard, playing
.on his veens. To the left of him, is Garuda - -the
vehicle of Vishmu, with a fearful face, in which
are represented the significant features of the eagle,
viz., round eyes and a long protruding lance-like
tongue - a singular characteristic of Malabar art;
while his ‘kirita is adorned with the hoods of a three-
hooded serpent, end his two hands are folded in Anjeli
pose - in the attitude of worship. On either side of
his arms, the two wings of 'the le are beautifully
pgrtrn:«‘. This figure is painted only up to the
knees, as the lower portions of the legs are hiddeén
behind the figure of Vishnu. To the left of Narada,
is the figure of Sukhabrshmam, a divine rishi who
is usually represented as having the face of a parrot.
Near the feet of Vishnu and just above them are seen
the figures of the demons, Madhu and Kaitabha., It
is not possible to clearly make out the other divine
. figures on the right side of Nearada.

- ‘Sprouting out of the sea of milk, known as the
- Ksheerabdhi, on which Vishnu lies, are sbout a dozen
- lotus blooms, of which ten are occupied by the pic-
tures of the ten Avatars of Vishnu. This ic a very
- ingenious and in fact a novel method of representing
the ‘earthly incarnations, which Vishnu takes, as the
3 t Gita .says, when virtue fails and vice pre-
=3 ites.’ The artist has utilized the environment
to derive these Avatars from the primevel form of the
deity, and also to assign to them a seat t below
the reclining deity: -The Dasavetars of Vishnu are
usually portrayed by artists as individual pictures
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and are seldom made use of in the composition of
other pictures. But here the artist harmoniously
and plessantly blends these in one and the same
picture, thereby at once enhancing the aesthetic
value of the pice and representing the incarna-
tions as but the manifestations of the originsl
deity in his Yogasayana posture. The Avatars
represented from left to right of the observer
are !at(;g (the fish), Kurma (the tortoise)
Varaha (The boar), Narasimha, (the un-uon’;
Vamana, (the dwarf), Parasurama, Remachandra,
{the hero of the epic Ramayana), Balarama (who
.cen be easily recognised from hit ‘eomplexion),
Krishna, and lastly the horse~faced Kalki, the
Avatar, that is yet to come at the end of this

resent age. All the figures except Vamena have

itas on ther head. The first four Avatars

have four arms,; whilé the remaining have only
two. All the ten figures are very carefully
‘drawn_in accordance with the strict mythological
canons, while the few lotus stems on the left side
of the pictura are leofl unoccupled.




PLATES VI - X.

KRISHNA s
"LIPTING THE GOVARDHANA EHILL

: This mural painting is one of the finest portraits
of a well-known episode in the life of Krishme. It is
from the incidents of the boyhood of Krishna that artists
draw themes for their pictorial subjects; for each of these
childish prenks is more or less typical of the juvenile
stage of life. It is only in the history o Krishna that

ach little aet of childhood is paursnica represented

in attractive forms; and to every Hindu mother and father,

;h% Krishne forms, a fascinating object of love and ado-

" vh'QQQ- o3 S 35 " g2 s

This subject is described at lemgth both in the
Vishnu Pursna and in the Bhagavata (Tenth Skandha) and

briefly narrated, the story connected with this parti-
cular incident is as follows:~-

Krishna, when returning to his native place in Brin-
davan, found all the cow-herds busily engaged in preparing
for a sacrifice to be offerad to Indra. Going to the el-
ders, he asked them, 2s if out of curiosity, what the fes-
tini of Indra was, in which they took so much plessure.
Nenda, his foster-father, replied that Indra, being the
soverign of the clouds and the waters, must be propitia-
ted every year with 2 sacrifice; otherwise, he said, the
earth would become basrrem, the rsins also would stop, and
mankind would be steeped in misery. This reply infurieted
Krishne, who asserted that as they were neither cultive-
tors of the soil nor dealers in merchendise, there was no
necessity to worship Indre in this cornnection. In faect,
he said their divinities were only the forests and covws
::g 1{ gqlﬂgd that ’ghtlig animals should live happi

yield plenty, ey shou only p to the spirits of
the forests and mounteins, the only prr:'}er @ivinites, who
could boato:fot;xri:y andi:appiness on them. KXrishna there
fore sugges : . Was improper to worship Indra, and
induced his father to do the same sacrifice tg the Govar-
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dhane mountain. Nanda and other cow-herds were pleas-
ed to epprove of his suggestion. Aecordingly"th:t year,
the inhebitants of Brindavan decided to worship the Gov-
ardhans mountain by presenting ecurds, milk and richly
prepared food to it. After the offerings were made, the
gtignpop:suon, tv.&-th their 1:”' and bulls went round
he spent 2 merry time. The cerem bei
::plotec’!. the cow-herds returned to their r:guctieg
es. :

Indra, being thus disappointed of his offerings,
was exceedingly angut and calling the attendant clouds
known en the Samsvarttaks, e commanded them to afflict
Brindevan with torrential and tempestuous rains. The
clouds obeyed their master's command and came down
in fearful storm and showers, with the object of des-
troying the cettle snd the cow-herds. Soom, the whole
earth became enveloped in impenetrable darkness and on
all sides the heavy our of rain covered the en-
tire land with water. All the calves end the cow-herds

ke pitiously implored Krishna to help them. Of -course,

the bad motive of Indre being kmown to Krishna, he said

that he would defend them by 1ifting the spacious moun-
tein of Govardhene from its stony base; end, having
1ifted it, he asked all the herdsmen to come and take
shelter under it. Krishne held the mountain aloft with
his right hand for seven days, to g«t joy and wonder
of his people; ard Indra, being foiled in his purpose,
_ commended the clouds to cecse and once more the hea-

vens beceme cleare. The Krishna restored the great
mountain Govardhesna to ite originsl site.

This toﬁe is very well represented in this mural
painting. jshne is seen in the centre of the picture
aend he holds aloft the Goverdhena mountain with his
1eft hend, (instead of the right, as described in the
Bhagavata), while with his right hend he is playing on
Murali or flute. The face of Krishna shows the sweet
childishness and he wears on his head a crown topped
with peacock feathers. His body is a gracefully bent

e little to the right - in the tribhanga posture, to' ™
indicate the heaviness of the w 1t he u¥garto.

Under the uplifted hill msny cow=-boys and their women-
folk are graphically shown as taking shelter, with

their children and herds of cattle. One stri thing
to be noted here is the depiction of the cow-herds;

most of them are represented with the dress and orna-
ments cheracteristic of the West Coast. The womenfolk
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¢ not covered the upper portion of their body, and
’ g::r sarees are tied round the waist in a very simple
wanner, end in some they cover the head. Moreover the
oyvnaments, especially those worm on their esrs and
around the waist, are characteristic of the West Coast.
Next to Erishna, on his left eide, stands Balarams,
whose fair complexion forms a contrast to the dark
one of his brother. This portion is enlarged in Plate
IX to show the facial expression of the cow-boys, which
is indeed delicetely and realistically drewn. Their
faces show the enxiety, surprise and worry that they
have tc undergo as a result of the sudden storm, as
well as the sense of relief due to the esssurance that,
whatever uight have been the difficulties, their Lord
. and Savious Krishna would certainly help them to sur-
- mount them. The lower portions of their body ere hi-
dden by the -representation of cows and ghly~s, and it
. - is moteworthy to observe that the animel study is sim-
-+ ply exquisite. To maks this more clear, *his portion
- L shown as an enlargement in the lower panel of Plate
VII. To.the right of Krishne stand the womenfolk of
Brindavana in different end engsging attitudes. Here
aleo the artist has exhibited remarkeble skill and
mastery, as is obviocus from the scene in which a mo-
ther hurriedly and anxicusly tskes up her child, to
gotn’t it from the torrentiel rains. Eguelly remar-
ble is the study of ar 0ld women, who being uneble
| to walk, crawls under the hill to protect herself and
~ 4is helped another to reach the coveted shelter.
Just below the right hand of Xrishna i3 the marvellous
painting of a child standing in the amall space that
it could get with folded hands in an attitude of gr -
tecting itself from the cold and rain. This portien
- 48 enlarged to form the upper panel of Plate VII, where
. minute details can more easily be observed.

“ Equally remarkable is the study of animal life
on the Govardhana hill, which forms, in fact, the upper
half of the mural palnting. Remarksble studies of
lions at play end also of & pair of antelopes form the
subject matter of Plate X. Plate VIII upper panel,
is an emlargement of & smell portion of the Oovardhena
S o Mk UM ¢ 1RGO IR By b ey

' as a line-~drawi :

a masterpiece. ; : f A8 "1 ; . .r-eg‘arded =
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~_This Plate contains two distinet sections,
the up section representing Mahalekshmi and the
lower Bhutamata. : , sy

(2 The ia"ship'ed’ hh:hkshni is assoginted rifh
the cult -of Vishnu, whose devi She isi When-the

ocean of milk was churned for o ; amrita, -
the divine nectar, the goddess of weslth, lakshmi,
ceme out o’ thet ocesn among othier valuable things.

Lakshmi is here scated upon a white lotus: She
has four arme.  Her two lower hands are kept in the
kataka pose holding in each of them a lotus with &
long atalk, while in her upper left hand she holds
a mstulungs fruit and in the other & Ehetaka. She
is adorned with 2 crown on her forehead, and orns-=
menis around her nech and hends. On either side

of her stand two sages dencing, while just in front
of them are Siva, Vishnu end other Deves stending
with hands held in anjell pose = the sttitude of .

' Aceemdini ‘to the Silpasestre and other works
on art, lakshmi has only two armsj but uilen she is
worshipped in & temple she is represented 23 a
four-armed deity. Asusumadbhedagama, describes lak-
shmi as Heving the colour of goldsn yellow. Accor-
ding to this work, "she should wear golden orma=
ments set with rdbies and other precious gems. In
her ears there should be Jjevelled maoksrekundalas.
The figure of Lakshml has t¢ be like that of a :
maiden who has just attained ~ge and ‘should be
of very handsome appearance, with prat:ty dFes- =I5
brows, eyes like the petale of a lotus, & full ~
neck and a well developed breast. She should wear

a bodice and he adorned with various ornsments on
the head. In her right hand, she should carry a .
lotus flower and in the left a bilva fruit; she



should draped in besutiful clothing end her beck should
be irca:.nnd sttrective”. In the Silpasastra, Lakshmi is
described as holding in her left hand the lotus and in her
right the bilva fruit. The Silpasastra mentions that the
colour of Iekshmi should de white, while the Vishnudharmo-
ttars describes the goddess as having a dark complexion.

It may look rather strange thet lekshml is here

rcpr.udl:‘z with & third eye on her forehead, which is
the symbol of the Devis of the Saiva enlt. This per-
haps suggests that the lLakshmi represented here is the
Supreme Uahalakshui, described in the Devimshatmya, from
vhom the various cosmic gods and godiesses are aaie’! to
have been evolved. 'This Supreme Mahalakshmi is deseribed
as ta-pupi Devi®, that is, the Devi who is nnnanifested
who & the three forms of Ssraswati, lekshmi and Mahakali
representing the Sattvika, the Rajasa snd the Tamasa attri-
butes of prakrti. OShe is above all culis an she is re-
grdod as the Supreme being by the Devi worcaippers. Im

e painting reproduced here, Mshalskshmi i3 sesn sarroun-
ded by Siva and Vishuu, and other gods and sages are wor-
uu:‘;yp ber o8 the Supreme Goddess, the Mether of the

Verse. Do by = D ;

Bhutameta (Lower :segtion of the Plate) 15 omne of
the goddesses belonging to the cult ‘of Siva. 32he isbeated
in the Sukhsdanas (eesy) vese in the centre of the lotus
seat. Her two hands display the varada end abhaye mudras.
She wears a kireetamakuta on her heed, and ornements
around her neck and hands. She hes a third eye on her
forehead - & aymbol of the Siva cult to which she belongs.
She is worshipped by the Deves inclnding Vishmu and Indra,
and by the Yakshas snd the Gandharvas, Indre and Vishnu
stand in frent of the Simhassne to the left end right side
respectively of Bhutamata. Indrs is represented as Sahes- -
raksha  (thonsand-eyed), with eyes 211 over his body. His
two hands are held in the anjeli pose and in' the other
two he holds pasa and akshamela respectively. Vishmm
bas his two front. hands kept in the snjali pose, and
holds in his ‘back right hend, his favourite murali. It
is not clear what he holds in the other han?. B

“Aecording to strict umgraphieal _esnon 'thia
dlety should possess these features: _"The g??heéal appea-
rence of this goddess is bdleck, and she hes 1 eyes.
:hi ‘:::og :f her face is either white or red. gho wears
er person, and hes only twe hends in which
she holds khedge end kheteka respeetively. She ispeated
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on a simhasana. Her head is decorated with orna=-
ments of pearls. Bhutamata is worshipped by bhutas,
pretas, pisachas, and by Indra, Yekshas, Gandharvas,
etc., and her abode is under an asvattha tree"".
The Bhutamata represented here is of a slightly ai-
ffersnt type.. She does not wear the linga on her
body, nor does she hold the Khadga and khetaka in
her hands. She has, however, a third eye on her
forehead, and is worshipped by Vishnu, besides
Indra and others. In other respects she possesses
"all the features described above. :




PLATE - XII.
-conelu'rxo: oF RAMA

The subject of this painting has always been a
favourite with Indian srtists. From the very begi-
nning of the painting of Pauranic scenes in India to
this day, almost every school of painting has attemp
ted to portray the grand scene representing Rama's
coronation; and it is interesting to note that each

ainter has aimed at enhancing the artistic effect

:y introducting at least some new idea or chenge in
the composition of the picture with a view to make

it better. This present picture indicates how, as
elesvhere in South India, the Malabar school of pain-
ting has glorified this episode. ‘

In this particulsr murel painting, Rema is seat-
ed in the centre on a Simhasana or a lion throne,
which is represented by the two lion-shaped legs of
the throne. To give the idea of coronation, Rama
is wearing on his head a costly kirita and his neck is
adorned by meny Jjewels. The conventional armlets and
wristlets are very beautifully drswn and he is repre-
sented as seated crosslegged, with the left thrown
over the right - symbolical posture which connotes
the authority end prestige of the crown. His facial
expression is refined end dignified and indicates his
exalted postition. To his left, is seated Sita the
ideal woman, whose extremely graceful foram is made
doubly graceful by her feeling - feeling natural
to one who had more then humen sufferings to reslise
the present happiness, slightly beshful. Behind the
pair are the three brothers of Rame - Lakshmens,
Bharata, and Satrughna, of whom the latter two are
holding an artistic pair of fans on either side of
Rama. To the right of Rama are the monkey-lord
Sugriva and his counsellor Hanumen, with Vibhishana,
:g:mklngt :fthnhi 11; amnt is gem as standing
cteristica atl a respectful distance from
his master with folded hands. To the left of Sits
are represented six Rishis - perhaps six of the Sapta-
rishis, who came down from heaven to bless Rama on
the eve of his coronation. Forming the lower portion
of the picture are a few monkeys, who are transported






with joy for witnessing the grand spectacle of the
coronation of the divine hero, for whom they hed
fought so whole-heartedly.

The artist has utilised the space above the
pavilion in which the coronation of Rama is taking
place, to portray some familisr scenes, which are
apiean,y cheracteristic of the Kerala region. To

e left is seen small but nestly-constructed house,
in vhich the inmates are attending to their domestie
duties. Just above the tower of the coronation pa~-
vilion, is seen another building. It has a long
recteangular wall, in the centre of which is a small
conical tower. This may represent 2 temple. Be-
tween these two buil s, a portion of a tree is
seen, on the branches vhich are seated two figures.
These are the Gandharves, who played divine music
at the time of Rama's coronation.
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$ ao ‘PLATES XIII, XIV & XV. . -
$1¥L » FAaRIAZI
6§ 1 Ifohieng

~ " In gontrast to Plate IV, which represents the

| same deitles, this mural painting gortms Sive and
_Parvatl in a more natural asnd realistic atomosphere
and the details are worked out more elabora « . This
representation .of Siva and Parvati is usually known
as "Ums Meheswaremurti”, and it is one of the sixty-
four Muhurthams cr the representatiocns, of Siva met
with in the South Indian models of this deity. Two
ancient krit works, the Vishnudharmothara' and

the sndana give elaborate deseriptions of this
Murti. The former says that, in this aspeet, the
figures of Siva and Uma, which should be drawn very
beautifully, should be seated on a peets embracing
each other. Siva should have a Jatamakuta on his
head, with the crescent moon stuck in it. He should
have two arms, the right one of which should hold a
Nilotpale flower, and the left one placed in embrace
on the left shoulder of Uma. The Devi should have a
handseme bust and hip and should have her right hend
thrown in embrace on -the right shoulder of Siva, while
holding in her left hand a mirror. But in the other
treatise, the Rupamandana, a slightly different des-
eription of Siva is given. It requires thet He should
have four arms; that in one of the right hande there
should be a Trisuls, and in the other a Matulunga :
frguit; and thet one of the left erms should be ihrcwn
on the shoulder of Uma, and the other should have a
snake. There should be, it further observes, in this
group the Vrishabha or the bull of Siva Ganesa, Subrah-
manya and lean emaciated figure of Rishi Bringi dancing -
all arranged in an artistic composition.

But the figure of Ums Mashesvara as it appears in
this mural painting does not conform to the descriptions
given in either of the above works. Here Siva is seated
on a Bhadrasana of white lotus, with Parvati on his left
npﬁ.mu. his right leg is made to rest on the ground.
He has four arms, the upper right hand carries the Parasu
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or the axe, and the left the Mrige or the deer.

He holds the lower right hand msz.ho Abhaya p:u,
while the lower left clasps Parvati, in such way
that it passes between her body and her left hand.
His face is very charmingly drawn, as can be seen
from an enlargement of the same in Plate XIV lower
panel. He has well-cut features, a broad forehead,
a pair of lovely entrancing eyes, a long aquiline
nose and smiling lips. The centre of the forehead
is ornemented with the customary third eye and a
peir of elaborately ornamented ear-rings adorn the
~ears. Unlike in the other piecture (Plate IV), Siva
is not bg:egrated xithd:tmhlta h\':th, a crescent
moon, 8 represen as wear av highly
ornemented kirita. Perhaps this depai-tn"ri from

the usual representation may be aseribed to the
fact that, as Lord of Kailas and in the midst of
his own worshippers and attendants, Siva puts off
his role as 2 wandering mendicant, and decorates
himself, to suit His environment with rich Jewellery
and ents. It is obvious that he is not dressed
in the usual tiger skin garment as in the other
murel peinting, but with a Pithambara with a nice
border. HMoreover, the jewellery that he is wearing
are not the usual chain of skulls and gerland of .
serpents, but beautiful necklaces of strings of :
pearls and a garland of flowers. ; :

"~ In harmony with the decoration of Siva, Parvati
also is very elegantly troatee{ and her pose is extreme~
ly graceful, and shows much artistic feeling. Not ‘
only is she very well drawn with a charaing f“.ﬁormt
the artist has portrayed her in such a way that her
glance meets that of Siva, while her right hand 1s
.thrown over His right shoulder. She holds in her
left hand the stem of Nilotpals flower, which hes
blossomed out for it is shown witht;;.a p;tat:: well

read out. ‘To a certain extent, this picture.

;’; considered asg drawn in conformity 'fth the gﬁpa-
ratna, another important Sanskrit treatise on art,
which states that the left hand of the Devi should
keep either a flower or be held in the Verada pose,

~ or even might rest on the peeths on which she is
seated. The Devi is required to be adorned with sll
ornsments, haras (garlands) snd Makuta and be further
¢lad in silk germents, Standing on either side of
the couple 2re a group of femele attendants of Uma,
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_Chemeras in their hands. The mode of tying the
3:':4:‘-‘;-4 and the method of its decoration and the
manner in which the sarees are tied, are quite similer
to what the residents of the West Coast do even to
this dey. ' ' _ }
ong the male members in the group at the ex-

treme 1 is seen Narads with a flowing pointed
beard and playins on his veena. Next to him, stends
:“tgun with fierce protruding eyes and grimni ;|

3- 1t is perhaps Bhairava, the chieftain of Siva's
arny of demons. He is Standing with his hands folded
in enjell pose. Thore are a few more male attendents;
and to the left of Parvati is a diminutive figure
engaged in earnest worship; it may be one of the Ganas
or attendants of Siva., e

‘Below the Bhadrasana on either side, are seated
Ganesa &nd Subrahmanya, the two children of Parvati
on their respective vehicles = the mouse and the pea-
cocks As studies of children, these two pictures are
very remarkable and they have been enlarged in Plate
XV, to show their minute details. These two interes-
ting subjects are worthy of close study =nd the mode
of thelr representation is of & very high order; for
though conforming to the mythological convention,
They ar:d very t;rtisxeiasltlf;: r_utraiatdtgld g;:la;e;:ty
express e principe gures are del =
lanced by xuc two. ‘At the same time the serious-
ness and rhythm of the spiritual theme of the picture
are not lost. Genesa, the elder of the two sons is
portrayed as a boy naked but disproportionately stout
and stunted, seated on his favourite vehicle - mouse.
The animsl itulf is'in 2 jolly mood, for it raises
its snout up in a vertical form to support its mas-
ter's hand, which is mede to rest on it. Ganesa has
& kirita on his ususl elephant face. He has also a
few arnaments round his neck. Forming his waist
band is & circlet of small bells. He has only two
hands, of which one is resting on the snout of the
mouse while the other rests on the well-adorned cover-

e:];:h:.-:e;of the nm 80 that m:ebodx is
. 1y b ckwards to give 2 majestic air to
the figure. On the ctiier hand, S’hagha is reprssen=-
ted as a young and very beautiful child, thin and
agile in form, seated on his favourite vehigle -
the peacock and fallen asleep on the wings of the
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bird. The pose of the child is v aceful an
pleasing more then the ordinary p:-{rg;al of ntgo-
logical pers es. His sweet restfulness is sugges-
tive of the qna{itieo of purity and innocence, that
are usually attributed to children. The peacock
is rather disproportionately big for the size of
its occupant. So mugh so, it has necessitated the
child to clasp the animal by his right leg, so
:hat he can keep up his balance and aveoid falling
own.e i Shsgrd iy

Below tha pedestsl, :stand four children re-
presenting the Sanatkumeres. They are potrayed as
naked children, with their uplifted in the attitude
of prayer.. On the right side is e full-size figure
of Vrishabha, the of Siva crouched in & quite
natural manner. Though it is only a study in line,

_ the bull is v well drawn with good anatomical
proportions. background of the -entire picture
is beauti decorated with floral designs, but
it is difficult to exactly find out the botanieal
. tree which it represents, as various kinds of
flowers end lesves are represeted on one and the
same tree. Perhaps it represents some mythologi-
ecal tree 1ike the Parijathe, for which it is hard-
ly possible to give an earthly equivalent.

% r—, : 3
< o
ot i i oyt e
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. PLATE - XVI.

VISENU
AS VAIKUNTANATHA

‘Among the various forms of Vishnu deseribed in
the Sidharthasamhita, Bhogasanamurti or Vaikuntanstha
is one of the important aspects; and it is the subject
matter of this mural painting. It is believed that in
Vaikunta, the abode of Vishnu, he is scated on the Sim-
hesana formed by the serpent Adisesha. According to
this authority, he should have four arms: In one of the
two right hands the Chakra has to be held and in the
other a Iotus, while, of the left hands, one has to
carry the y and the other either made to rest on
the hip, or upon the lap, or hold the Gada. In some
forms His consorts are seated on either side.

In the mural painting now depicted Vishnu is
va{ npit_icontﬁ porirayed as a remerksbly well=
built pcr::uﬁ with en extremely charming face, crowned
with o jewelled kirita. He ic scated under the canopy
formed ‘the five hoods of the serpent, Adisesha,
whose forms also the Simhassna of the deity, being
colled into three turns. Round the head of Vishnu, is
@ halo; and he is richly Jewelled with strings of pearls
and other ornements. A white flower stuck on each ear
adds relicf to the face, which has beautifully arched
bows, elongated ecyes and com cuous Tilska. In his
four hends, He carries respectively, the Chakra (aisc),
the Sankha (conch), the Gada (mace) and the Padme
(lotus). 4 gap Cf flowers, the Venamals, is deli-
cately drawn snd it passes round the neck, and hengs
loou).!;nﬂc is also adorned with other ornaments like
the Ma kundala, the !meg:vita and the Udara-
bandha. Being seated on e folds of the serpent,
Vishnu 1s depicted with the r:ght leg crossed
fhe Sonctona Tt TSR TS Phihimere

! are bea
is made to heng loosely. - S et
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To the right of Vishnu, the face of Garuda,
His vehicle, is seen; and he cen be identified by
his sharp linear tongue and round protruding eyes.
He is adorned with a delicately drawn tilaks and
a kirita surmounted by the hood of 2 gcobra. To
the left of Vishnu, there is 2 Rishi with a 1
white beard and matted hair with uplifted hends
in the attitude of prayer. Probably this repre-
sents Narada.

This figure is an exact painting of the im-
:go of Vishnu enshrined in the templ: ot Tripu-
ttura, near Cochin eand represents the repl
ef the deity, which is said to have been given-
to Arjuna who crested the Vishnu temple here.
The local temple-chronicle records the story of
;ﬁ: way, in which Arjuna ceme to possess this
gee

¥hile Krichna was at Dwarke, a poor Brahmin
who lost his first child soon efter it was born,
went straight to the Lord and complained of his
merciless act of depriving his first-born child.
His prayer was passed unnoticed. In this way
eight of his children were born lifeless and,
though on each occasion, the hereaved parent %ook
the dead child to Dwaraia with the prayer to
Krishna to restore it to life, his appeal re-
mained unenswered. On the ninth occasion, the
poor Brahain met Arjuna on the way to the lord's
residence and nerrated the tale of his sad plight.
Arim, moved to pity, promised to save his next
¢child and imposing upon himself the vow that, if
he failed to do so, he would himself perish in
the life. This conscled the supplisnt and when
the next child wasébout to be born, he went to
Arjuna and begged of him to fulfil his promise.
Accordingly Arjuna came to the Brahmin's house
and guarded it; but to their surprise, when the
child was born, even its body was not to be found.
This ceused Arjuna immense grief and he immediste~
ly started in search of the child. Unable to find
it anywhere, he went as a last resort, to his life-
1 friend Krishne; and on his advice both went to
v:ggunta, the abode of Vishnu and praised Him.
Vishnu was much pleased with them and instructed
Yauma, the God of Death, to return all the ten
children to the poor Brazhmine. While Arjuna was

Rk
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leaving the place, after this successful mission,
he requested Vishnu to give him permission to in=-
stall ‘own image, on some sac¢red place on the
earth for the worship of the people during Kali-
ynr.‘ Permission was graeionll.{ given; end it is
said that this imsge known locally as Santanago-
palamurti was installed by Arjuna st Trippunittura.

Whatever mey Le the mythological significance
of this imege, the portreyal of Vishnu in this
mural painting is superdbs. It is further note-worthy
that-this is-one of the few single full-sized peint-
ing thai sre found in the Mattanecherry Palace, where
every minute detail has been so deliest worlked
out, that the modern student of ert can clearly
study the motif of the original master.

e
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, " PLATES ‘XVII - xx.
§ T ¥ A :
SPORTING VWITH GANGA. |
AND SURPRISED BY PARVA®TI

This is one of the finest master-pleces of =
the murel peintings representing “iva, now
existing in the Mattancherry Palsce. This re-
presents Siva enjoying a tete-a-tete with Ganga
in a lonely forest. He believes thet he would
not be disturbed, but tc his utter disappoint-
ment, Parvati comes upon them riding on Nendi.
When she sees her husband in compeny with ancther
woman, she is naturally seized by indignation.
In disgust she retraces her steps and quits the
place. The artist has portrayed the scene in &

remarkably exquisite manner.

The storgaia thet King Sagare (an ances~.

ter of Rama) had by his fi st wife Kesini, a son
named Asamenjesa and sixty ghenmd others by his
second wife Sumetli. Asemanjaess wes, from his child=-
hood, a wicked man and his le affected the
other children of Sagara and e them equally bad.
The gode who could not bear the evil ways of the
sons of Sagara, ssked Rishi Kapila, one of the
aspecis of Vishnu, =s to what would be the fate
of all these wicked princes; to which the Rishi
replied that in a short time, they would all perish.
And the prophecy was fulfilled in this menner.
Sagera arranged for a horse sacrifice, for which
gurpoac he let loose a horse. It was stolem by
- Indra and hidden in thoﬂ‘.?_atalag;ﬁ:, (ﬁ;;n n:n‘ghn :

world),; near the hermitage of » Tracing

the foot-prints of the horse, the sixty thousand
sons of Sagara excavaied the esrth, till th
reached the spoi i. ihe Paisla-loka, where the
horse was found. The prin¢es, mistaking Kapile
for the thief, rushed on him to kill him. But the
sage, by the power of his penance, reduced them to
-sshes. Having waited long for the return of his
sons in vein, Sagera sent his grandson, Amsumat
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« He traced

samanjasa), to search for them

1(;1.:.:: :nto tg: Patala=loke and fomelt?:bm::d ng:r
Kapila. Being, unlike his nnclesz aw ¥ s
he implored Kepila to permit him to take away e
T e T T

e horse to hiam, orme

:I:r unt:h- and conferred upon him a boon to th: effect
that they would 21l go to hesven if their reme2ins were
purified by the touch of the holy waters of the divine
Ganga, The sscrifice was then gcelebrated by Sagara.
later on, Bhagiretha, the grendson of Amsumat, per-

. formed severe susterities order to bring down.the
celestisl river. The latter was pleased with him
and asked him who eould resist the force of her f£all
on earth from hesven. .She seid thet if none could
do it, her might would cause the earth itself to be
pierced. Bhagiratha replied that he would prey teo
Rudra, the nlf-pomrfnll lori to bear the force of
her descent. Accordingly ke performed penance to
Rudre’ for ting him the boon of receiving the
Ganges on his head. Sivs; being satisfied with his
austerities, granted hig prayer. At first Gange
thought that Siva would be unable to bear her descent
and came down in great volume and with enormous force.
Indignant at her haughty behaviour Sive, determined
to humble -her. Having received her on his mighty
head, He made Ganga to wind through the infinite
~labyrinth of his matted locks for a long time and
did not let her out. Being once again requested
x ‘Bhtsiraths,'Siva let her flow down snd Bhagiratha

en led the sacred river goddes to where his ances=

tor's ashes lay, end made them attain heaven.

.~ The picture has for its. bsckground, the forest
‘with wild enimals snd trees, -being divided almost
into two portions, of which the le t-hand side de-
picts the bagcchanalisn scene of Siva and Gangs and
the right-half is covered up by Parvati on the Nandi.
The amorous sporting of Siva is very well portrayed
by the artist.’ On en elegantly worked-out eircular
Asana, whose base is remarkably drawn with en intri-

of a spreading tree, Siva is seen with Ganga in en
attitude of ecstatic love. The goddess is reprosen-
- ted as a coy and shy Woman who, apparantly ccnscious
of the fe:ling that she would create jesloucy.in the
nind of Pervati, attempts to run away from being

caught by Siva, but He catches hold of her.
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Siva 1s here represented as having fo hand
in tso of which his usual symbols, th:‘?a:::n and.'
the deer% are carried. The other two arms sre in
the attitude of caressing Genga. The figure of Siva
is very besutifully drewn. He ic adorned with a
long tapering kirita, on the top of which are depic-
ted the crescent moon and the snake in harmonious
company; while from his ears hang jewelled Kunda-

- las and his chest is adofned with besutiful jewels.
Ganga is also equally well depicted, and the paint-
ing portrays the exect moment, when Siva stedls a
kiss Iroa her. Apart from the smorous attitvia,
one remarkabvle feature, that i1s worthy of note, is
taat, in their kisaing, the nose, lips and luwer
Jaws are 80 well delineated that a gommon dividing
line serves to portray the contour of both the faces.

~On the other side, Parvatl is 2l1s0 very pleas~

" ingly drewn end since the ertist's main intention is
to portray her in an sttitude of mental uneasiness
srising out of ‘jealously due to Sive's dallience
with another lady, her face exhibits her snguish

- and disgust; but the pose ‘of her left hand is in
Abhaya, thus clearly irdicsting thet, though she
could not bear to see ihe scene, yet her love
towards her Lord has not diminished even Lhough

~ he has gone astray. with her right hand, she, so
to say propels the uniwilling bull to retrace its
steps. The portrayal of the umbrella bearer by her
side, has been done as a mere outline sketch, with
pinimum emount of labour and exertion. The bull,
though drewn 88 a line drewing, has been done excee-
dingly well, with good anatomical proportions. The
marginal decoretion adds rellef to the enimal, which
is iiself adorned with bells and charmingly-designed
coverings, and makes it stend boldly and spiritedly
against the background of trees. :

One note-worthy feeture in this pleturs is
the study of animels in the backeground, which repre-
sents the foreat. In fact, all the denizens of the
forest are represented snd added to this we see most
- of them sre in pairs sporiing :1%2& esch etgtgrg‘ttc a
3 looker, the scene may » valger;
£ %ﬁ’:ﬁ: dﬁjoi:i ¢f the artist iggta ‘indicate the res-
ponse of even the animal world to the general environ-
zent. : .
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SPUDY.. OF - ANINALS

All the above plates are portions of the ori-

~ ginel murals enlarged to bring out the details of

animal study. In this selection, a variety of ani-
mals from wild beasts to domesticated cattle are
represented and the main object in presenting these
. studies is to bring out clearly the efficiency of
- the Kerala artists in portreying animals. For ins-
tance, the drawing of the antelope in Plate XX, is

outline-brush drawing; but with a few strokes

- of the brush the artist has br t into 1life a
remarkable portreiture of the 1 in movement,
which can easily be compared to the famous Chinese
paintings of similar subjects. These animels, in
addition to their being perfect in anatomical di-
mensions are equally artistic, and further go into
the pictures quite hnmzuli,y. The lower panel

, Plate XX 1s a small portion of a tree where a
few monkeys are seen. Though this portion forms
an inconspicuous part of the painting, the painter
has devoted as much care and atiention to tggo
gortiea as to the main parts .of the picture. Equa-
lly remarkable are the other studies especially the
hunter repulsing the attack of a lion on the Govar-
dhana - mountain, which is enlarged to form the upper
panel of Plate VIII. The ferocious nature of tgg
animal end the spring which it usually tekes before
pouncing on its victim, are well br t out. In
the lower panel of Plate VIII, there is rather a
vulger scene of s pair of wild elepants and bea
enjoying themselves; but from an artisti int i
- view the study -is remarkable in that th: o P
has to give consistency with. the general a;m::o
as ug;ainod in the description for Plate XIX :
Bqually remarkable sl the study of cove end bulls,
patiel) and“YIX'(lener panel)s’ 7 220 (lower
... It can be asserted that e
sivle for peinting thess. b S B

: ntl -pletures, have end
o G 4 . _endeavoured
’ .mn: ke p-rtmiu various forms of animal

- S 3
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PIATE VI.

QUEEN - MOTHERS RECEIVING RAMA AND OTHERS.
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SCENES FPRONM
THE RANAYANA
INTRODUCTION

The Ramayans, the life-history of Rama, is

one of the most ancient epics of India, and with
its companion epie, the Mahabharata is often com~-

red to Homer's masterpieces, the Odyssey and the
liad. Several famous writers of the Bast, 28 well
as the West, have written comperative studies of
these two sets of epics, but it would suffice for
our purpose to enngnc the Ramayana, from an artist's
poeint of view. This epic has alweys been the foun-
tain source of inspiration, alike to the poet and
the painters No artist of renown has ever failed
to perpetuate his memory without producing in his
own medium of artistic expression, some incident
or other from this epic, which has moved the Indian
millions for many centuries, and enjoys a p -
rity even to-day which is;, by no means less
intense than what it was in the hoery age of the
hero himself.

So much so, there has been throughout the
ages of history, a rivalry between contemporary

schools of painting, as to which school has done
the best to immortaliscs the epic by the brush. It
would be worth mention that their enthusiasm
assumed even such unusual forms, that in addition
to the murals or other permanent media, they have
executed minatures on hand-made paper and silk, to
represent painting this epic. This is mentioned
: to illustrate that the interest in portray-
ing mythological scenes did not wane effiux of
time, but, on the other hand, as each different
school appesred, there were duplications of the
same scenes, in different forms of art.

Malaber, a region still in the habit of
observing the time-honoured religious traditions
and esoteric superstitions, has displayed a new
insight into the epic through the medium of these
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In studying these inimitable portraitures,

it is to be borme in mind that the artistfmevm at the
sacrifice of the rules of the ecraftsman, 8 always been

inspired by the religious canons and principles. The

artist has never trangressed the religlous scruples,
usually attached to this epic, and has happily combined

art and religion; for it has been ordeined by such great
religious preachers, like Sankara Ramanu ja and others,
that this epic of Rame should be studied and regarded
with the same religious veneration es the most sacred
books of India, the four Vedas. Further, in this collec-
tion, only a few selected scenes of the paintings have
been reproduced, as' the sgope of this publication does
not permit the entire series to be included.

mural paintings.
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KIKG DASARATHA
PERFORMING THE TYAGA
AND fTHE BIRTH OF PRINCES

‘ The open scene of the Remayane is laid ..
at Ayodhya, the ideal capital of the ancient -
_ Hindu stete of Kosala, to Jjudge from the elabe~- -
rate descriptions given in the epic. & Dasa~

ratha of the Ikshvaku or Solar line of rulers

of the country, has three queens, besides seven
hundred and fifty other women in his palace;
still not one of them bore him a son. Then he
resolves to perform an Asvamedha, or sacrifice
of a horse, to propitiate the Gods for a son.

A horse is let loose for an entire year and them
brought back. Then the actusl sscrifice is dohe
by the unsophisticated sage Rishyasringa, when
Lord Vishnu appears to the King md'gr ses
that he would be born 2s his son. en the Yage
is over, Agni, the god of fire, comes out of the
Homakunda and presents the King with » foldcn ve-
ssel contsining the payass (pudding), giving ins=
tructions ss to how it should be taken. Accor-
a , Dasaratha gives half of the payasa to
Kesusalye and other half between Kaik end
Sumitra; end in due time, Ksusalya gives birth
to Rama; Kasikeyi hes Bharata and Sumitrs has
lekshmens and Strughna. Vishnu thus fulfills
his promise to the Gods to become incarnate in
order to destroy Ravana, the demon king of Lenka.

: . This part of the story forms the theme of
the few scenes, that are depicted in these plates.
On the lefts - gorner, King Dasaratha is seated
with his queen salya, on the throne, and in
front of him stands Sumentra, his minister. The
king is represented as an aged person with a flow-
ing beard. His right hand is in the attitude of
imparting instructions ~ perhaps he is directing
the arrangements to be made for the performance of
the f’;{ a, which he hwe'resolved to do for obtain-

ing children.
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. On the left bottom corner, the actual sacrifice
is depicted; for on the extreme left of the plcture,
is the sage Rishyasringa performing the Homa (Sacri-
fice). He can be identified by the peculier antelope
face, that he is alleged to have a2ccording to the
epic. Just above the figure of this sage, stands
Dasaratha; for Vishnu has sppeared to him to tell
mmtgcmmumnnhi- son. From the fire,
Agni can be seen coming out, _holding over his head
the sscred vesssl filled with the divine payasa. The
gure of Vishau is drawn in the conventional method,
as deseribed ir Part I), ‘with four hends, in three
of Which He ha¥' the Sankha, the Chakra, and the CGeda.

The story then proceeds to the distridution of
the peyasa by King Dasaratha to his three principal
queens.. . This is depicted on the right lower half,
and this scene is erlarged in Plate III, so that
much of the details can be well seen. The three

eens take the p{m from the king, according to
@ directions of his family preceptor, Sage Vasish-
tha, who stands by. - The upper portion of the right
side shows the actual birth of the princes, which
is enlarged in Plate II. This scene is peculiar in
depicting 2 locel custom in Malsbar, in connection
with child~-birth. In thet region, the pregnent
mother, when her la ints stert, is mede to sit
up ngpmql by twe or ee servants, and i that
position, the native midwives help her. This s
vwell represented. The newlyborn childrem are shown
lying on small mattresses near the respective mothers.




PLATE VII.

MOTHER AND CHILDREN.
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PLATES IV - V.,

RANA'S, DEPARTURE
TO THE FOREST

In the first section of the epiec, the boyhood
of Rama is described with the most interesting minute-
ness. Then tskes pleace the departure:of Rama and
Lakshasna in the ¢ of the sage Viswamitrs, for
the tg:otgetion of his secrifice, which terminates
in the happy marriasge of Rame with Sita, daughter of
‘Janska, king of Vidharbe, snd also the Sarrisge of
his otﬁer three brothéers. On their way back to Ayo-
dhys, they are met by Paresurasmas, an Avatar of Vishmu

and the Brahmin destroyer of the tihatx!yui who
challenged Ramea to either bend the bow of Vishnu, which
he had with him or give him battle. The heroic i?au,
snilingly, takes the mighty bow and bends it well, to
the qatenis!ncnt of the Parasursma, The infuristed
~ Parasursma, after all, knows that hems is also an in-
carnation of Vishmu and so bleultg. goes avay.
This episode form the subject of coloured frontis-
piece of the text, where Parasurama is seen to the
left of Reama with his hends Tolded. I

, After their return to Ayodhys, King Dassratha
resolves to ¢rown Rama, bis eldest sem, &8 Yuvaraja
or heir-apparent. Then begins the palace intrigues,
which is described "in ‘such moving language by the sege
Valmiki, the author of the epic. Kalkeyl, the favourite
g:m of Dasaratha, is poisoned in her mind bty a spite~
1 femsle servant; and in her newly-awakened jealousy,
she insists on the king's crowning her own son, Bharata.
Thus it comes sbout that, after & long struggle, Dasa~
ratha has to yield snd Rama has to go into exile for
fourteen years. So Reme, with Sita and lakshmena, bid
farewell to the king and the three queens end depert
to the forests, amid the lesmentations of the whole
city of Ayodhya. They pass through Sringivera, which

was the residence of the hunter-chief, Guha, with
whose aid, they cross the Ganges, in his boat; from
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there they wender southwards, till they come to Chitrakuta,
where thg stay for some time. Overwhelmed with grief,
Dasaratha dies and messengers are at once sent to Bharata,
who was absent at his uncle’s capital, Kekays, to return
and assume the soverign suthority. But he refuses and
heaping bitter reproaches on his mother, declares his
loyal atiachment to Rama as his king, and then starts for
Chitrakuta, to persuade his brother to return to Ayodhya.
Rama has in the meanwhile, encountered the great demon,
Viredha, and slain him.

These two plates pefer to somé of these episodes.
In Plate IV, in the left bottom corner, Desevatha is seen
seated with only two of his gueens. His fociel expression

‘indigates that he is unable to bear theg:ieft of his sons’
- departure; though the two cqueens and also his minister,
who 15 shown as standing by, try to console him. The
scene of his actual death is missing here and it may be
due to the fact, thst it is not auspicious to reproduce

-

such “““oﬂ‘ s

: On the right lower half; is represented the scene

where Rama and others cross the river Genges, in the boat
of Guha, the local chieftain., This portion is also enlarged

. to form the subject metter of Plate V, where the details
are more clearly seen, A strip of the river i= shown at

the bottom, with charseteristic fishes, etec. The surface

of the water.is crenulate, to show that by the movement

of the boat, the tranquillity of the surface has been

disturbed. It is quite natural that the hoat itself,

resembles the common vellam of the Malsbar region. Except~-

ing for the figure of Rama and Guha, the other details

are effeced beyond récognition. Rema is represented

with the customary bow and arrow, and as seated at the

helm of the boat, ‘while Guha occupies the rear end, with

an oar in his hend. :

_ Forming the upper portion of Plate IV, is the slaying
of Viredha, a demon who sttacked Rema, while he was at
- Chitrakuta. Viradha is represented with frightful eyes

and huge fage, holding in his right hend, = huge iron dart,
with which he wants to kill the brothers and teke avay Sita.
Reme kills him end we see from the body of the dying demon,
& heavenly being rising out with folded hands. The Rama~-
yene says that Viradha was in his previous life, & Vidhyadhars,
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who wes cursed to be bdorn as a Rakshassa; and when
he prayed for atonement, he was assured salvetion
through Rama. This is well depicted here. To
the extreme right, the meeting of Rama and Bharata
is incompletely seen. O :
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PIATE - VI

PR & R &A% A
RESEECHING ZANA 270 RETUNRN

The result of the interviews between Bharata
and Rama is that Rama refuses to return, till the
expiration of the period of his vow. Bharstes, as
firmly, refuses to escend the throne; snd et length
it was earranged that Bharats should return with Rama's
Paduka (ssndels) and reign es his vicegzerent.

; This murel painting is not as clear as the
other ones; it is due to the fact that sn eil lamp
has been burning here for a very 1 time ("for
here passed away one of the lahara?a‘gc of Cochin in
1706, end as a mark of respect, 2 light is permenently
kept there"), and the lamp-soot has deposited itself
to such an extent, that it has obliterasted the details
of this particularly charming seene. Here, Rema is
seen as seated on o stone mound. On the extreme right
of the picture, siands Sita, while in front him, are
his three brothers with their family priest, Vaisishtha.
Bharate, entreats him to come back; but Reus, true to
his m&. refuses the offer. The brothers are shown
with folded hands, to show that they are praying Rame
to reconsider his decision.
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PIATES VII - XI.

R A M A -
IN THE DANDAKA FOREST

In Plate VII, the story of Rema's life in
the Dandskaranya is continued. In the left bottom
corner, his life in Panchavati is depicted. It is
enlerged in: Plate XI, where more details cen be
seens Rama is shown &s.seated in front-of his her=
mitage on a story platform with Site on his laps -
lek s @8 was ever his duty, (being the avatar
of Adi-sesha), 1s represented as stending just
avay from the couple, guarding them from the Ra=-
kshesa and also giving them the opportunity to be
togethers Here the wealth of details with which
the principal figures of the epic are decorated,
can be easily seen. Rems 1s adorned with a Jata
and innumerable ornaments. , ; s

_Their forest life is disturbed hy Surpanska,
sister of Ravana« As is well knwon, whe pressingly
expresces her desire to marry Rama, but she is des=-
figured by lekshmana. This secene, whizh is lacking
in the precent plates, is however, reproduced in
colourse in Plate IV of the text, as it wes executed
for +the State Art Callery at Trichur. In th;‘{ancl,
Supanaks is seen sctually bdleeding, as the result
of the disfigurement snd her facisli expression fully
brings out her agony and feeling of humiliation.

To wreak her vengeance, she induces Ravana to
carry away Sita and meke her his wife. To draw
away Rama from Sita, Ravens sends his uncie, Mari-
cha, in the form of s golden desr, which, when seen
by Sita, naturally tempts her and she presses Rama
to get it for her. So Rama goes in chese of the
deer, which beguiled him for away from his cottage
end when is eventuslly killed, its identity 1s
knwon. This killing of Meriche is shewn in the
left lower half, where the lower pertion of the
golden deer is seen and where the arrow of Rama
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has pierced, the neck of the Rakshasa is shown. The
tranlfomtien of the deer into the demon is raaliu-
tically portrayed; the flowing beard, the protruding
tongue, the prenir;xont eyes and the finely-mkod
Jata Qf the Rakshasa are imposingly drawr. Induced
by Sita to search for Rama, whose voice the falling
demon imitated in order to deceive her, lakshmsna
goes away, leaving Sita alone. Then Ravana, in

the guise of a nn!ui comes to the hermitage and
bege for alms. This is shown in the left upper

half of Plate VII and is enlarged in Plate IX.

The guise of the mendicant, with beads round the :
neck and- arms, a single danda or stick in the left
hand and a begging-bowl in the right palm go well

to the make-up of the demon-king's disguise. Sita,
unware of his true form, is standing near him,
offering alms. . : : 20

When .she puts alms into the bowl; Ravana.
gtchn h: :u .t:rco.dand c;rriu her away. On

way, s stop by Jatayu, the king of
valtures, who tries his lﬂcl'btp{ to prevent
him from proceeding further. But in the fight
that ensues, Ravana mortally wounds the bird.
This fight is shown in Plate X. Unfortunately,
the upper portion of this penel has been merci-
::::&-Mté’-nnh_od and 80 the head of Ravana is
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PIATE VIII.

NARASIMHA AVATAR.
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PLATES XII = XIV.

.

RAMA. AND SUGRIVA

- After Sita had been carried away Ravana,
Rame 'and Iekshmana wander &bout in search of her
end, while on the banks of the lake Pumpa, Saberi,
‘en aged huntress meets them. She directs them to
g0 to Sugriva, the exiled chief of the monkeys of
Kishkindha and also entertains Rame with the fruits,
she had all along collected for him. Remea then
proceeds further south and mekes friendship with
. Sugriva, for whose sake, he slays his brother Vali,
who had dethroned him and driven him out of his
kingdom. Rame then reinstates Sugriva on the
throne. These episodes are depicted in Plate XII.
In the right bottom corner, there is the scene of
Saberi meeting Rama, which is also enlarged in
Plate XIV. Sabari's picture presents an inter-
esting aboriginal ‘study. She is very dork in
complexion and appears with a hunch, perhaps be-
cause of her age. Her attitude of worshi any
‘adoration to Rams, whose figures is € 14].{
‘worked out, is Jlarly appealing. Her matted
hair is worked up into the form of a crown, adorned
with peacock feathers. Around her arms, neck and
ankles, are emma:: ﬁ:‘ 0:1 co:iu end she 1;1’
shown 28 wearing a nic esigned saree. Equa
well-painted is the picture of Lakshamena, who
stands to the left of Rema. His face is strick-

ingly attractive.

On the left bottom corner of the panel, is
seen the representation of Rama's treaty with
Sugrive and this enlarged to form the subject
matter of Plate XIII. Rame and Sugriva are seated
and taklnf the right hand of each other, they
pledge their mutusl friendship with Agni, the god
of fire, in front of them 2s witness. Rama bdinds
himself to get for Sugriva his lost k'lnzdn,vhuo
Sugriva undertake to search for and restore Sita.
lekshmena is seated behind Rame and by the side
of Sugriva, are Hanuman with a white beard and the
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other monkeys. This scene is very well portrayed and
the facial expressions of Rama a2s well as the monkegys
show both simplicity and faithfulness.

Sugriva suspects the genvineness of Rama's
intent and also his ability to fight with Vali;

80 to test his strength, he requests him to per-
form some feat of arms, which could satisfy him.
Rama perforates the seven sal trees with a single
arrow, which passes right through the trunke of
all the trees and comes out on the other side. This
creates confidence in Sugriva end this scene is
painted above that of "Rama's meeting with Saberi."
The seven sal trees are 'na ¢learly shown; and

even the space marked by the passage of the arrow
is nicely drawn. Rame stands at the left extremity,
with bow in his hands. : ,

. Forming the r portion of this el, is
the scene where 7‘3 is killed by m.pagm e
Sugriva and Vali are emngaged in wrestling, Rama
hiding himself behind a sal tree, s ends an arrow
which yiorc!asnthrugh the ‘heart of Vali, morta
;:m&-m. o :h m;:rﬂt"ksurtin is roctorscg to
s u?;ac- he ur .akes to search for Sita
and help Rama to0 recover her.
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- | PLATES XV = XVI

-~

FIGHT o :
BETWEEN RAMA AND RAVANA

The army of the monkeys crosses the ocean
by the 'setu’, built by them and then takes
place the tremendous battle between Rama and
Ravana, which is represented in these two plates.
The fight between them is painted in the custo-
mary fashion peculiar to South Indis, where the
principel figures are usually shown i.n consider- -
ably bigger size than the lesser personalities,
that take part in such fights. Hence in these
pictures, the figures of Rama on one side and
of Ravana on the other, are represented in
more conspicuous properheaa. Ravana is re-
presented with ten heads and twenty hands,
each of which is holding some venomous n:m
Both Rama and Ravana hold huge bows bent -2 b - ooui
hemispherically, ready to dert the arrows. The
whole background is filled with arrows and . :
below, on the ground, lie scattered the heads
and the mutilated bodies of the slain Raksha-
sas. The str thing to be noted here is
the facial expreesion of the fighters, which
shows their anger and fury, in a very telling
m". ' i
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7,0 PLATES XVII - XIX.

FIGH?T
BETWEEN RAMNMA AND
KUMBHAKARNA

Kumbhakarna, Ravana's brother, who at the
beginning advised his brother, ia vain, to send
back Sita, so that he could aveid the impending
oatu’tropi., decides all the same to t;&t loya=-
1lly on behalf of his brother and king; and in
. the encounter he has with Rema, he is killed.

* As Kumbhakarna is, as the result of Brahma's
"boon’, th: vietim of limitless sleep, he has
to be rousef for the battles
Plate XIX shows his being awakened. An
elephant, white in colour, is made to pul him
up from hic deep slumber, while the Rakshasa
attendants stand at a chunc distance, to
give him sumptuous food and drink, he would o
be in need of at the moment of hi
Kumbhakarna, after being roused from slee .
goes out to fight with ; and in Plate XVII;
he 1s shown 'in the thick of the battle, with a
huge trident in his hend snd fatally giorcad
g”a f::’ltigltigitza eflari-on from Ranl 8 hands.
o e battle 8 graphically shown
by the innumerable number of the served
heads of the monkeys and the demons, that lie
strewn on the ground.
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PLATE XVIII.

HANUMNAN'S
VICTORY OVER SURASA

’ - : § BASLCLY NSO €10 10 ~

This Plate refers to an inecident earlier 7
then Rams®s entry into lemka and the battle with"
Ravana. It depicts the famous victory of Hanu-=
man, while he was crossing the sea on ‘his journey
to Lanka to find out Sita's whereabouts. Suress,
a Rakshesa protector of Lanka, could increase or
diminish her "form according to her needs. Hanuman,
in order to baffle her, goes on increasing his
size'larger and larger and likewise, Surasa also
simultanecusly widens her mouth, with the hope
that she can devour Hanuman, when the latter
tries to enter her mouth. But all of & sudden,
Henumsn résumes an excéedingly diminutive sta-
ture and before she could realise the_‘ehnni: e
he enters her mouth and with-lightning repidity,’
comes out of her left ear. This scene is very
ably portrayed in this plate and Hanumen is
aetmgly seen coming out of the left ear of the
demon. The lower portien of his limbs are still
between her mouth; the huge grotesque face of
the demon with her formidable teeth is drawn
with much skill, ... - .-
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PIATE XX.
ORDEAL OF SITA

After the death of Ravana and the carona-
g:: g his h:tl;;r Vibhishena, a-tging of lanka,
w a - pot::gah to the presence
orann . But Rema, pre ing to be ag{om of
, ur for the- mu s sake, tells her that .
ot -take- her .hct she had lived in
'scapi or 2 fairly long time. .
tely .- mnhu. who . to. uu-ty g
11;. about her. 1 -enters the fire. .Agni, ;
‘the lord of f elf burnt by Sitdls cfm- :
tit}, uﬁ;.‘:cr u} nag h::gi her :;;xs tﬁ Rat;a
e, Rama is wn sea nesr the -
firc. I{ lakshmasa standlm on, the other aidc
with s:ggj.vn,s{ihhim 'tné iﬂ ther:g
round them. s _represented ca %0 g«;
nuy both her nntq iato the ﬁrq_and e: emer=_

-~ -gfr ;" . - ¥ orm o

vy ot ; . o B P - & - R T R s
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PLATE 1IX.

ARTISTS AT WORK
AT

THE MAPTANCHERI PALACE. :



NOTES ON THE REMAINING
PLATES IN THE TEXT

RAMA®S RETURN AND HIS RECEPTION AT AYODHYA.

- (Plates 5 and 6 of the Text) e P

: The scene depicting the return of Rema, Sita
_and Lakshmens _to Ayodhye in ,tho.hapahwiun
or aerlal chariot is given separately in these .
plates. As on the day of the death of Ravana, the
period ol Rama's exile ended and as Bharat h&&
vowed to sscrifice his 1ife in case there was. even
a moment's delay, Rama flies to Ayodhys in the
Pushpaka. These plates are reproduced from the
copies of the original penels, mede for the Art
Gallery, Trichur. In Plate ¥V, is the upper portion
of the original penel, in vhich Rema, Sita and
Lekshmea are seated inside the asriol chariot
while behind them sre Rama's allies. On the right
side the picture, the ertist has vortrayed some
men and women waiting to receive them; it is note-
worthy that the artist has painted them as typical
Nemboeodris; for the mode of dress and the manner
in which have dressed their hair are quite
typical of that community.

~In Plate VI; the lower panel of the mural
is portrayed. " Rama is seen dressed in regal garments,
surrounded by his three brothers. To signify his
assumption of the throne, he carries the royal sword
in his hands. Standing behind him, is Sita dressed
exceédingly well with costly ornaments and garments.
The thrse queen-mothers are performing, ‘arati’ before
Rama, in the usual Kerala form of waving small plates
with Tighted lemps in them. P . .
- This finishes -the story of the Remayana, after
vhich Reme ‘is crowned as king of Ayodhya and this
Coronation scene is already referred to, in connee-
tion with Plate XII of Volume I.
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GURUVAYOOR APPAN.

(Plate 2)

This painting represents the image of Vishmu,
.enshrined in the famous temple at Guruvayoor, an
important place of pilgrimsge in Malabar. This
panel, though simple, is a very faithful represen-
tation of the deity. He is depicted in a standing
posture, having four arms, in which he is carrying
the usual symbols, the Sankha, the Chakra, the
Gada and the 1::?5 He is »d_qcogat;g with g,e ;:_da-
tomary “jewels and 1s shown &s standing on the Pad-
masana E in the middle of a Iot:‘_! flower. Behind
him, is the ornamental Prabhaveli, with an intri-
cate floral design, which forms an effective back-
~ground. On either side of the principal figure

are strings of blossomed lotus, = flower parti-
cularly sacred to Vishmu. Feg ‘
y T S8 G~ S > ¥ 3 « TLHESENS

f' &

£ e PR LR

N ‘ "‘ SRS 7.«‘»;‘ r;
APlate 3)on

This is one of the incarnations of Sivs, who
assumed the form of a Kirata (hunter), in order
to appeer before Ar » when the latter did pen~
ance for the acquisition ef the Pasupatestra,
which was necessary for the annihilation of the
Kaurevas. The story of this incident is a very
- popular theme for folk-balleds in Kerasla.

‘o0 U Kipetamtirti,’ 45 ‘repredented ‘in this mursl
painting, is » figure ‘standing perfectly erect,
in the sambhenga pose. He is adorned with orna-

. Ments and wears nige garments. His bresst is

ez;qnd with an srmour end he wears an Yagnopa-
-vita (sacred thread). He holds a degger iin his
right hand and carries a bow and arrow in his -
left hand. Being in the guise of o hunter, he
has a grizzly beerd snd ﬂmmkst tresses of hair,
with the head crowned with & kireta of peacock
feathers. Behind the deity, is an elaborately-
worked Prathaveli, forming an effective back-
‘rm.
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MOTHER AND CHILDREN.

(Plate 7)

This is an actual-size colour reproduction
of a portion of the panel entitled "Krishna 1ift-
ing the Govardana Hill®, which forms the Plate VI
in volume I. This is reproduced to show the sctual
colour effect of the originel painting. '

NARASINHA AVATAR

(Plate 8)

This iz a line drawing of this deity, who
is represented in the Dassvatar panel, which
forms the lower portion of the mural, entitled
*yishnu as Ananthasaysnamurti” (Plate V of
Volume I). This reproduction will graphieally
show the details of a small portion of the
picture. :
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THE COCHIN MURALS-
THE HISTORICAL BACLZGROUND

= Prof. V. RANGACHARTA, M.A.

It is with delight that I have responded to
the invitetion of the Fditers of this publicstion
o? ttgo g:ehmlluiah to farnish a detailed sccount
o e Historical background in which they saw the
light snd the artistic etmosphere in which they
were born. One  thing which is conspicuous in re-
gerd to them is that the esrliest of them - for
they belong to different chronol 1 layers,
beginning from the middle of the 16th century
. and c¢owing down to the early decades of the 19th
were the works of a distinet school which has
left numerous gems of art not in Cochin but
in Travencore. snd other parts of Halsbars The
. Coehin paintings are found at Cochin, Trichur,

Tiruvenchikulam, and other plages; end they could
have -~ome into existence only as the result of the
generosity, ths cultural taste, and the plety of
ithe Maharajas wno reigned in those troublous days
when they were engaged in far-reaching dealings
with the Portuguese and the Duich, on the one hand,
~and in incessant rivelries with the Zamorin and

the other indigenous chiefs on the other. Those
were the days whem the Empire of Vijay=nagar, if
not always powerful over South Indis, was at least
powerful enough to create common traditiomns, through-
out the region, not only of political ideals and
institutions, but of religion, literature, social
convention, and art. The Empire of Vijayanagar was
having 2 process of decay and disintegration in the
three quarters of a cen . when 1t wes ruled at
first - Penukonda and then from Chandragiri and
Vellove; but during those times the kingdoms of
Ten jore, Medura, Mysore, Cingl, etc., arose, and
there was widespread intermigration of colonists
and communities in the different parts of South
India. The Nayskken kingdom of Madura (1556-1737)
haéd close connection with Malaber, end its Pela-
yams extended to the Anaimalal region vhere they
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were in touch with the Zamorins and Cochin on the
ons hand, and further south with Travancore and
its chiefs on the other. The cultural touch be-
tween these and Malabar was not v intimate,
“"‘f to geographical factors; but it did exist,
particulerly as the result of the large-hearted
royal patronage of literatures, teachers and
~aprtists from the plains. The artistiec conventions
~of Vijayanagar and its offshoots - Tanjore and -
- ‘Madure in particular - cmme to be known in Cochin
as elsewhere in the west coast, and contributed
- =a7 to! the rise of the local schools. To this must
‘be added the advent of Europeans - first the
Portuguese and then the Dutch; and they contri-
buted considerably to town-planning, and to a
less extent to religious and seculer architecture,
painting, and other arts. The influences and'
counter=: f&g’g: of all thucufhrnisfié"thif :
background £ arts of Malabar, but they were
transformed. by the locel genius into a -?ie¥ and
Andependent schoolai: woiiic oo melndifdacsves i

. The Religious Treditions of the Cochin Reyal
= m. ' S TR 1L ¢ R, : g&f A 3% x

e &

p e

' One fundamental fact to be remembered in
connection with the development of the Cochin
- ‘o-arts is that it was inspired by the religious
.~ convigtions and practices of the royal family,
~as well as the families of the more intellectual
: ehsga:x;ﬁwehnn u‘rh;rtplritnf.- cosmopolitanism
was the distinguishing feature of the P ada
Rajas from early times. . The most utatm fgg:
‘about them 1s that, while their names have been
7 usually the Vaishnava ones of Godavarme and Rama-
‘varma, their religion has been’ equally saivite
~and, Vaishnavite. The Saivite feature is seen,
- amongst other things, in the worship of the -
= Pazhyannur Bhagavati as the patron-deity of
“'the * family. - Her shrine is in the very centre of
- the lattgnehu'i palace, where the Rejas have been
usually ‘crowned'. . The important palace festival,
again, is the Ganspati Homam in J -August. And
within the palace precincts are temples dedicated

Eighty-two



to Vishnu and Siva. At Ernskulam (Rishi-nsgakulam),
again, with however came into the hands of the
Cochin kings finally in the 17th century from its
local pentarchy of Kaimels, we see the same cosmo-

litan feature. . The chief of its several temples

s dedicated to Siva, wherein Ganapati, Nagas, etc.,
are worshipped; but there are temples dedicated to
other deities. At the very seat of royalty, Trip-
punithura, there is the Balakrishna temple; but at
gﬁ:uﬂtm,‘ thez; ‘miles G::.:‘,” :h;or‘.’ are shrines
- cat " Vana-durga, Gar 'y Subramanya, Sive
end, Sasta. 'Its Kumbham {Pebruary-Narch) festival
is in no way less lergely attended than the three
- festivals at Trip thura, and its fame as the home
of hysteris-cure is quite typical of the Malabar
m}ar cult. The temple of Subrshmanya at Elan-

puzha (with its very curlous 10?@) “the
Veliyittaparambi temple at Narakkal (wvhich was
lpga'rmtly s0 ¢called because the lord rev-
ealed the innocence or guilt of erh&,n_ah-x" '
the ordeal of red=hot iron or molten lead), the
Siva temple at Chennemsngalem, the home of the
Paliath Achchens, the famous {nplo_a at Tiruven-
chikulem with their curious Sektaic end enimistic
elements, the temple at Kaladi (the birthplace of
Sanksra) which hes a2 Krishnas temple by its side
and similar institutions show the cuped.tq._nli-
gious faith of the Cochin royal family. And this
cosmopolitanism is reflected in the arts of icomo-
graphy, sculpture, peinting, music and dancing.
The Influence of Literature.

-~ * "Equally important with the religious ‘traditions
are the literary traditions, as contributory factors
for the growth of art. The brilliant eutput in the
Sanskrit and Malayelsm literatures, both in eral
end _technical aspects, was the intellectual inspirer
of the Malabar art - architectural, seulpturél and
mursl = as of the art of the: Tamil, Teélegu and
Kennada sreas. The Mesnasastrs, the Silpasastra and

. Chitrs were veriegated forms of the same spirit due

to litersture. The Padinettarakavigal - the 18%
poste - The Psyyur Bhattattiris, the 'Maharishi’
Achchen (who has been described as e Kalidesa in
. . poet , 3 Kalpakavrksha in gifts,-and a Siva in
‘might), his son Paramesvara Pattiri Mimsmsa-Chakra-
vesti lthe suther of the Suliaschassngraha), and
above all Uddands Sastri of Tondamendalam, all these
created the intéllectual environment for the Malabar
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arts, in the 15th century. The last of these typified
a character, no mesans uncommon in the age of Vijaya-
nager, of a cultural unifier. Born on the far-off
banks of the Palar, Uddanda distinguished himself in
the courts of the Telugu, Kannada, Kalinga and Timil
lands, before he settled st Chennamangalam, and won

the encomium of the Malaber kings by his lasand-
esam, his Alenksric works, and his Mallikamarutam.

The career of this Bhavabhuti, as Kevitilekem Ullur
calles him, dmu;n! one 'ﬁﬁt ?e:ﬁ all _p-r:: .ti
South India, in spite of po cal linguistic ri-
valries. Then there was Kakkssseri Bhattattiri, the
rival of Uddands and the suther of the Vaail:a:i-vikra-
nam; - Punam Nembudiri, the famous composer . -
lam of the Mylnm&nlhhh ives a clue tolgo
times im referring to the arrival of people with Por-
tuguese hats for Rams’s coronation; Narsyana Nambudiri

of Kutallur Mana who wrote the  Sa : Vasu-
deva Nambudiri Sshityamalla who wrote commentries on
the Vraddhasalabhanjika and Amarghs ;- his teacher

Karunakara Marar who wrote the Kavichintemsni, a2 commen-
tary on the Vrttaratnakare; and above all cﬁm Nambu-
diri whose Tentrasamuchchaya provided the standard autho-
rity on. the technique of the visual arts, spiritual and
secular, in Malabar. . & 43 :

~ The tradition of these eminent luminaries was
carried on in the 16th century by & number of devotional
writers. The earliest perhaps of these was M ttur
Narayana Bhattattirl (C. 1559-1665). His Mshabharata-
champu, which is in the Prabendhic style, inspired the
Pathaka story-tellers of Malabar, and made the name of
Krishna a household word. His at classic, the Nara-
yenaiyam (1589), again, in propitiation of Lord Krishna
of Guruvayur, had an equsl influence in the Malabar world.
One almost thinks that the avatars ete., of Vishmu in
‘the Cochin murals are based on his descriptions. The
. Santanagopalam and the Gumzzana of his rival, Punta~-

nam Nambudiri, whose career his devotion to Krishna
reminds us of the later Tysgayya, had an equal influence.
Even more powerful was ttu Ramanuja Eluttachechan,
whose Adhyatma Ramayanam, ratam and Bhagavatam are
priceless possessions in- every Malayals households They
are'in what is generally 'kmown as Kilippattu-style.

. The Barly Iconographicsl Sculptures of Cochin.

Thé rich iconography of the early medisevel Cochin
was a fertile source of the pniator'?arta- ‘;;:s ilc
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- goade

“the themes for the mural arts

obvious from a comparison of the sculptural works,
particularly in wood, available in the temples of
the 15th and 16th centuries, and the scenes of the
murals. The Sri Ramasvami temple of Kadenallur,
for example, which formed a centre of Vedic lear-
ning, and a Vatteluttu inscription in which gives
the date M.E. 702 (A.D. 1527)' is rich in the scenes
depiecting the coronation of Rame 2nd in icons like
those of Vishnu, Nrisimha, Siva, Brashma, Dakshina-
murti, the Dvarapslas, etecs., not to speak of the
figures of devoiees. The Ariyannur Hrikenyska tem=-
ple, again, has finely-chiselled brackets and the
figures of the Dvarspalas and the ten avatars. Simi-
larly, the rare Dhysni-Buddha-like e of Sasta
end the seven incarnstions of Bhagavati in the Chai-
tya=like Palliyenaka temple -2t Peruvesseri, the
Chatur-mukhalinga Brahme in the Kunnatali temple at
Chennamangalam, the icons of the famous Kightall

aple ranganore, the peculiar Sankaranarayana
¢ in the rock<cut temple of Irunilasikodu (nesr

kars ‘station), and sbove all, the beautiful .

pillar works and sculptures ‘of the Trippunithura
temple - whi¢h incdlude Lakshmi, Gopalakrishma,
" Garuda, thé Vyalsmukhes, etc¢., = all these, and
many L1ar works, 'indicete how iconography formed
_ the background of the visual arts of dance and
' *p-,inf;‘-n%g, The Nagas, Yakshis, Sastas, the Village
ses; :

g9 368, etc., formed another set of inspirers, -
peculiar to Maelabar. Not only d4id these provide

but slso the in-
exhaustible scenes tazken from the Ramaysns, the

- Mahabharata, the Bhagavata, the Bwi-!ahliq:i the
oc

b

‘Kémarasambhava, etc., Being the work of :
artists, or artists deeply acquainted with local
life of all types, they naturally throw much light
‘on the anatoay aaﬁ ppearance of the people, thelr
‘domestic snd public life, their women and their
gneo ‘in s6eiety, “the types of vessels used by

" their dress, ornements, musicel instruments,

I

“‘gecular i‘ﬁé"ﬂlitimfgiti“u: smusements, phy=

sical ‘tournements, roysl processions, = in fact

“everytiing connected with Nelsver end ‘fts folk.

af? o -pebnsu ol 680 FROT TIE-JOB B70¥ 8 004,
.. 7 The picture which we can form in cur aind's
eye -as the result of the above facts enables us

; A0 visualise clearly dntallbn,qacﬁ:.-%; :1 =
] , £ia

regard to a royal procession at ch
he was an eye-witness early im. the 16th ecentury.

‘Tae king was attended; he says, "hy an innumerable

, _"cmmn of people, all mershslled in procession,
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according to their several degrees, the whole closing

with the king, sested crosslegged on an ivory chair,

and carried by four Brahmins. The king was dressed

in silk embroidered, with an upper robe ognsold musling

he wore rings of considerable value, and on his

head a crimson velvet cap highly ornemented with -
ewels ‘and long chains ' of peerls and ‘brilliants hang-

from the top of the cep, with his hair flowing

loose upon his shoulders. : There were & number of

elephants, and Persian horses followed by the trainm,

which made an elegant appearance. A number of vari-

- ous war-like instruments joined in the procession,

~ playing ss they passed". This i:aomic scene 1s
exactly what we see in the mursls, ; :

“<: + ‘The Influence of 'Vijaysnagar®. - -
comtE s T B o e e
of South India, subjsci to influences from Vijeyanagar
and its offshoots; bui the degree of influence veried
in different depsrimént. In srchitecture Malaber :.
had practically its own way. Though in some places -
for example, Trivandrfsm, &nd Suchindram - the Vijsya-
RgiL ehesasidrtatice i Amiestng . huildinge, pillared
halls, striking gopuras, mandaspas, gallqziqui eteey
are conspicuous, Malabar generally clung to its small
::zcﬂhr caﬁ&thﬂ%;&s ‘wood ‘works in t ,12*""‘1"2”
‘.um NG ’en 4 m = .a’q m.m 4 z" 2 g ., 8

own M:’mhﬁntnra, & resemblance to which we
see only in area es rich in wood as ”f;’;" Whet
SHR et Sn e iag snl hop pein o Reioie
ar ok o .'4 e o s i & a.o q 3 u v
In sculpture the Malabar wood carvings were not in-
ferior to_.the stone ones of the plains; but the ico-
nographical details, the decorative modes, the rela-
tive positions of the icons. in populsr ‘,Sit'.r_ Adiffered
fundsmentally, though there were ‘some agreements at
bottom. On the other hsnd, painting. has hed sn anli-
g;ﬁta-ahhhhw- It has left undying exampl
9th century -to ‘the copious ocut-put- of Ravivarma i
the 19th. The Vijesysnagar schools of Madura, Tenjore
and Mysore were not without some influences for the
reason that the ssme artists were sometimes employed,
that men ‘weré got for the purpose from the plains,”
and _that ‘there were common intelleetusl and spirituel
inspirations .t the bottom of bothe Th. paintings
05 (Sel1 as peTigAnds Mt e 1 Sseular

: ‘8 .gious bu 8. AbJur Razzak describes
the figures of ‘enimals ‘in front of opulent residences
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and professional courtesans. Pases describes the pic-
tures in the royal pelace at Vijayanagar, and shows
how there were there the royal portraits; the figures
of woren with bows and arrows; dancers in the dance-
~ halls; exercise pictures in the exercise halls; and
so on. He further observes that there were portraits
illustrative of the lives and costumes of different
nationelities, Indian end European, from princes to
the beggars in the street. Nor is this surprising
when we remember that Jésuit painters occesionally
visited the Hindu cepital and presented pictures to
the Rayrs. In 1602, for exsmple, a lay brother from
San Thome presented scenes from Christ's life to
Venkata II at Chendragiri. The Jesuit fathers, De sa
and Ricsos, similarly distinguished themselves. - In
1607 the Itslien lasy brother, Bantholomew Fontebona,
ga;ntefd the figures of St. Loyals and Xavier for
Venkate; 2nd’ the Raye, who himself sat for portrai-
“’ture, hung them in’ the Vellore palace, These how-
~“" gyer were very -ew and insignificent ss compared.
~=yith the indigenous works 1ife the Virs Saiva plctures
of the Tontada Siddhelingesvara temple at Edeyur in
Kuriigal Taluk, ¥ysore, thé Seiva Purana scenes of the
“:pipunellesvara temple at Hariyur,  the Jain frescoes
gt Tirupperuttikkunrem, the Ramayena scenes from the
10 Eﬁzsraaaagamﬁ ‘temple =t Hampl and the FRemaswami
.~ temple at Kuabhakonam, end the Mahsbharata' scenes
. -sfrom Soijalll, Lepakshi; ete. Maduras, Ramesveram, ‘Ten-
- jore and other places have also revealed numerous
~gxamples of mural arts, besideées the paintings on thou-
‘gands of relief figures, stuccos and plaster figures.
>Such ‘a rich source of inspiration could hardly be
missed in Melsbar; but the edeptations from the plains

were 8o much modified end naturelised that they beceame

Maleber's own. oo I A} R Whdans
-ii7.. - Tue ‘Portugaese Connection and’its Effects.

o anbnearcrandmrt poti;ntiﬂ;l;'i! the iiﬁﬁmoo
.- felt by Cochin, of the - Portuguese connection.
_. __Ever singe, in 1503, Unni Keralsvaraa Koil Tirumalpad,

* “ine’. Perumpadappu and Metabhupetl of the time, welvcmed
" _*%he Portuguse in order to save himself.from the aggre-
“""" g8ieons of the Zemorin and: his :Loolsim 2ave them the

.

“site of a fort, and ever since Tran isco. de Almeyda,

- the first Portuguese Vicercy, broughty a2 the symbol
of this. frisndship, ». soT8 we senbetdad crown to
_beatow on the Msharaje in thename of. the King of

" Portugsl, Cochin wes. considerably. influenced: both by

““%he acts of Commussion and omission on the psrt. of the
e %%f-’{ﬁ‘éuesa,‘ both by their merits and defects, for the

-
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" which she o

. e cent and s half, at the end of
oy g M,. .chﬁngnosy'fiutqa“ from the Portu=-
guese to the Dutch. Throughout this peried there
was the phenmomenal growth of Cochin. It came to
be, as Buropean writers assert, second 0O to
‘Goa and equal to some of the éent egities .;,l;ar:gc.
It ceme to have many handsoje houses, gm-cn es and
monasteries in the European fashion. ' he houses
were built in the midst ¢Z aelled gerdenms, =nd
provided with ample court-yards. The Cathollc.
cathedral with its lofty steeple and colommades, .
the shurches of the Framciscan snd Dominicen .
Friars with rere pieces of workmenghip in stome
and pillars, the Jesait College with its lofiy .
steeple and three storeyd, were features ir e new
style of town-plen ». 8ccompanied by new:methods

“of religious and secul2r architecture, end nev modes
_of sculpture, painting and other arts. The Jevish

“settlement at Cochin as the result of their expulsion

from Crangsnore, and the Konkani mercsntile organize-
_tions, gave rise not only to problems 6F racial har-
_mony, religious policy, etess but brought about &

; mrmm of life and t.h.»i.cajoi;nns of many
_new laxuries whish geve.rise to the them gemeral pud-

., 1ic notion thet China wa -region for . ng and
nf: aﬂxeree or -earning s

; > + But while there was so auch of
prosperity, there was e darker side for the picture.

. The Portuguese policy emd behaviour geve rise to in-

| guese

¢

cidents which had :g!.;h_h disturbing effect on the
minds of the Maharaje and their advisers. The Por-
tuguese were most intolersnt in their religious .poli-
+ They persecuted the Syrian Christisns, and drove
x.“ by their insistence on g.d{.g&mlf&f‘_ﬂitg of
overnment dogme and ritual,; to zmake a cclemn vow
efore 'the Poonen's Cross' in the markei-place of
Cochin end in the very sight of the royal family,
. to be: ::gu-atc from the Qatholic:ehurchs The Portu-
no scruples to occasicnally rob temples
and insult the religious prejudices of the people.
Apart from the indirect mesns of educastive propagan=-
da, cheracterised by resort to hidden truths, social
grﬂuigatw' snd pseudobrahmenichl disguises, suppor-
ed by a distorted litereture and ‘similar methods, they
aimed =t direet conversions of the ruling houses, hobles
and the common peoples The very Tirst of the Cochin
rulers with whom they came -in contect wes urged' by
ﬂmng to give up hls ancestiral faith and eombrace
Christisnity, though is vain.’ The Vettat ruler.of
Tapur was practically wrested from his own people in
religious beliefs and institations though: he was too
shrewd, as events eyentually proved, to go over to the
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heretics. All these measures, together with the
mutual wrangles of the Christisn sects, the tyranny

of the Inquisition,.and the seemingly endless fer-
ment among them, must have taught the rulers of
Cochin the immense superiority of their own faith

in toleration; in the capacity to rouse Bhekti, and

in everything held deer .man; and the Nambudiris,
the 1literateurs,.the religious teachers of the period,
who wandered from place to place, did not fail to

take adventage of this and to strengthern in hold

of the traditional religion, which after all, afforded
endless scope for intmtai.nrutiom and separste
convictions, over the ruling houses. It was in this
way that the Puranas, the Agamas, the plastic arts,
came - to be utilized for the cause of Dharma.  Here

in we have the clue to the pgcbﬁl@g{ which e
rise to the iconography and the mural erts of Malabar.
They were the products of an aggressive pride in the
faiths end truths taught by their country's long
traditions. , ek 0l 10 el iad

. A fine example of the way in which even purely
political incidents in this period 1led to the strength-
ening of the attachment of the Cochin Court and people
to their ancestrsl faith and thereby created that menta-
lity which favoured the development of the artistic
modes of fortifying it, is afforded by the imnstitution
“of the Attachchamayam festivel at Trippunithura. The
Portuguese interferred with the customery modeée of
royal succession in 1510. During this year Raja Goda-
varme who had become 2 reclusé in 1505 ‘died. The.
“prince who ought to have legitimstely succeéded to
‘the crown and who belonged to the senlor or ‘iutta
Tavazhi was then with the hostile Zamorin. The Por-
tuguese therefore proposed that the 61d custom should
be given up, and that Ramavarma, who had been Regent
“ on account of his age but who étherwise had no claim

to the throne, must be raised to it. The people were
against brea the convention, and the z}ofnntmhh-
self agreed with them. But the Portuguese insistance
on his accession after defeating the NMutta Tavazhi
prince who had marched to Vaipin with the Zsmorin's
help, together with the ‘-,_grulurﬁ_p of the feudatory
chiefs, made him eventuslly agree, and he was crowned.
“%he choice of Ramavarma (1510-37) of the Elays Tava-
zhi ‘branch naturally created grievance among the
senior members of other branches. Ramavarma seems to
have ‘resolved on a hsppy compromise to pecify thea.
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He resolved to give official recognition to their
social status, to make up for their loss in contri-
buting to the royal succession.. So "the eldest mem-
ber of all the other branches taken together, if
senior to the reigning prince of the a Thavazhi
branch, was allowed to assume the title of Muppu
,(chhf‘ of Perumpadappu, the reigning prince being
- known as the Maharaja of Cochin®.: The chief was
the socisl and religious head, while the Maharaja
~ was the politicel head. The attachchamsyam festi-
wval at Trippunithura seems to have been connected
.‘with this errangement. The importance of the loecsl
- ‘Santanagolapa t‘fh in the centre of the towm of.
Trippunithura, vhich enshrines the alleged image
‘brought by Arjuns from the world of Vishmu after
recovering the ten deceased children of a devotee,
received a new .{hacis with this perpetuation of
the Crown in the line of Elaya Thavazhi. Trippuni-
thura, of course, was an ancient place as the ins-
eriytim of Kodai Ravi in the temple shows; but it
. is almost obvicus that Rameverma (1510-37) institu-
ted or elaborated the festival in propitiation of
the fixity of succession in the Elava Tavazhi line
at the expense of the legitimate one. Sl

The Mattancheri Palace.

Vira Keralaverma (1537-61), Ramaverma's succe-
ss6r, was on the whole friendly in his relstions with
the Portuguese. But the imprudence of a Portuguese
of ficer led, in 1550, to the plunder of a temple near
the palsce. This naturally caused the Raja’s indig-
nation; and the Portuguese, in order to pacify hinm,
built the Mattancheri pelace about 1555, and presen-
ted it t6 him. When the palace was later on repaired
by the Dutch it came to be knowm, rather inacecurately,
.28 _the Dutch peslecé. The fact that it 'was the cons-
truction of Europeans has gome to invest it with cer-
_tain European gélements as in thz arches and in its
‘being more substantial than what the Maharajas had
accustomed to. But it was suited to the indigenous
n:;d{ &m“ ,‘gfgl‘fm this was gu. to the
royal o oXy. The on of the Paghayannur
Bhagavati ta:g.o in the cental courtyard =nd of the
two temples to Vishnu end Siva in the palace premises
indigetes this as well as the composite faith of the
royal family. It can hardly be doubted that the
_wooden ceiling of the coronation hall in the upper
storey was a contemporary work; but the glory of the
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palace -~ or rather one of its glories - lies in
the Ramayana scenes depicted in the long room
to the west of the coronation hall, known as the
Palliyarei. Painted above the wooden mouldings
on the wall, these 45 scenes, which cover more
than 300 squere feet, and which have escaped spo-
liation by plestering and smoke of.the oil lamp
except in a small portion, present the story of
the Ramayana from Dasarstha's sacrifice to Rama's
return from lanka. These pictures, twenty of
which have been reproduced in Volume II of . this
work, have been attributed to *'about 1600 A.D'.
and to. ‘the 17th century' rather veguely. It is
improbable however that the palagce was kept ba-
rren for half a century after its éonstruction.
It is more plausible to hold that'thoigieturu »
were begun by that Vira Kerslaverma (1537-61)
in whose last years it was built, immediotely
after he took possession of it. Endowed appa-
rently with an ertistic mind, pressed by ‘
proselytising zeal of his troublesome m:f”
allies, strangthened in his orthodoxy m 8
Nambudiri and other sdvisers, Vira kerala obvi-
ously loved to surround himself with Pauranic
scenes of b.unt.ga:nd piety; and what was
by him was continued by his successors, = B
verma (1561-%); Vira keralavarma (1605-35); and -
Godavarma (168\‘1-45 ). ¥e know practically moth~
ing of thesé Maharajas, end of their successors
Virs Reysverma (1645-50); and Remsverma of the
Chaziyur line (1650-56); but the reign of the
last was followed by serious convulsions as the
result of which the Portuguese were over thromn
the Dutch and the seccession wes restored to
he Mutte Tavazhi prince Vira keralaverma, after
a period of 150 years, in 1662. B

An ortant point to be considered at this
B e the Portuguese had any direct

uence on the development of the mural art
at Mattancherl and elsevhere. We have a number
of churches with Por ese murals. The bibli-
cel scenes of the Jagobite church of Mulantu-
ratti, three miles to the south-east of Trippu-
nithura, the traditions of which go back te about
A:D. 1250, are it is believed, not earlier tham
the 16th century. Nasturally enough, the Portu- _
guese built msny handsome snd spacious bulldings
of the European type for their churches, monas-
teries, convents snd seminaries. The Franciscan
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church at Cochin '~ afterwards converted into a Pro-
testant one the Duch - the Santa Cruz Cathedral
(built in 1577) in the seme place, the Elturutti
convent ‘at Arsnuthukara, the St., Theresa convent
and churches at Ernskulam, the Church and College
in-Vaipin Islend, the Kenjur church at Vellarapallil
(dedicated to St. Sebastian and associated by tra-
dition 1later on with Saktan Tampuren), and similar
institutions at Kunnenkulem, Vallarpadam, Ollur and
Trichury introduced new -rcligious- ideals into the
country, and architectural designs suited to their
needs’ .Often thay grew at the expense of Hinduism.
At Perumennur; the saburd of Ernakulam, the church
was-built on the site of & Nayar Tarawad in the
Nedumittam of which a cross is said to have mira- .
culously sprung up. The church on Malavattur Hill
was the result of & Christien scquistion of 2 Hindu
temple where a granite cross made its sudden appea-
rance-by the side of-the idel! At Vallarspadezm &
Nayasr lady and c¢child were saved by the nercy of
Virgin Mary, and so their picture ceme to be drawn
by the side of the divine portrait. Such circums-
tances naturelly led to the adoption by the Portu-
guese ‘of the indigenous features of thearchitee-~
tural art. The facades, cerandahs and roofs of a
number of them sre exsctly like thos¢ of the Hindm
temple, though with the addition of belfries, cross~
es, figures and other Christian 'symbols. In regard
to the murals however, the Christisn institutions .
came to have fine portraltures of the Virgin end
Christisn ssints and scenes, which, in their simpli-
city and modes of expression, belonged to & different
worid altogether as compared with the rich znd ela-
borstely~designed Hindu murals. But their technique
seems to have been indigenous. They seen to have been
turned out by Indian artists under ean instruc-
tion in regard to design. The exact reltionship
between the two schools is yet to be stugi-2, which
is possible with a systemelii: publicstion of = .

_The Dutch were in close relationship with Cochin
from 1662 to 1795.. A succession of ning ngmm '
ruled during this period. The reigns of the first
three of - these were signslised by wars with the Za-
morin for the recovery of hie northern districts
which had been in their possession, by succession

S e - ~
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. warg and other sources of weakness, but Rame=:
varme who ruled from 1698 to 1722 wn 2 capeble -
and extremely cunning: ngortuaht -who" success~
fully manaeuvred to employ the rel uctant Dutch
t; 1;;;8'91' t.ho 3;o§t Aisgut: lii: the t;o ta;:“

0 e.v e of Perum

ppu and its ro ‘oazb ood in Yangcri, which was -
the birthplage of the roysl house, and in which
the coronation of ‘the 014 Rejas had used to take.
place, was still in non=Cochin hands, and it was

a sore disappointment for Rameverms that he could
not get them. He took a solemn. oath that he would
never wear his crown unless he was crowned at
Chitrakutam at Pormpqdnppa, and -as this has.taken
place meither in his time nmor the times of .his
successors, the Cochim rousl house has never wors

'~ the erown. &triag il Attachchamayam and other state
festivals. It should be remembered that the Dutch
were guilty of gross outrages sgainst he Portugueac.
They ‘had destroyed most of their religious houses,
closed their ‘educational institutions, and ‘even -

. .rensmed their streets. Such conduct seems to have
‘ _angered Remavarma, strong s=s he was, even more than
his wesk ecessors; and so, while he wes upo-

. puler with them, he reciproceted .this sentiment,
and - openly showed his partiality to the !ndisaoua
Chettis am& his spiritusl advisers, the Pattars -
and the Nambudris, The lessons utmmm 1ts
pm-loxom ef tqlmtim aocply immza hin.

o 5 n. ?lh&. !mtim. 4.,,«'., B
!hj Dutsh. hevaper, mn mt mﬁly 1n hoﬂ:no
‘terms. On the other hand, they were .formelly imn
friendly terms with the royal house, and to a consi-
derable extent their services were .for the good of
the state. One of their ponitively friendly acto,
for hstancc, wes the rebuildiag or epairing of
ce. We de not kncw what part of the palace
milt afresh, pndlmz 295;; wes ra@aired ‘Or ex-
. tmﬂd. It is probadble tha e re ‘were SO -
. ..extensive as to lead to the palace known ufur
but the main building was, as has been already
ilaid a work of the Portuguese period. Whatever
. { have been the case, Ramavarma's udice nl&
nu'hriaga"w dctnehutsnlﬁapa:-i
‘Dutch allies; and he took full adventage, apparc-th.
of their services in reconstructing the palace, to
earry out a ﬁe& series of maral pd.ntiagn, 4in order
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to oxprn- h.h deep qnp-tlu with his natioaal eult.
: -The: s«u ut ot lu'nh.

Aad thus ceme into oxiatnco, ubmt A.n. 1')00,
of the murals in the Kovinithalam or staircase room
to the right of the coronation hall in the southeast
end of the palaces In this room, which is 18 feet
by 17, and which has 2 tiacly-—mkad ceiling, there
were executed the six picturés on 'Mahalakshmi and
Bhutamata® nratamti; the coronation of Sri Rame;
Vishen in ogua{m; ‘Umsmshesvaramurti; and Vishma'
as Bhogaommt ee in the famous temple at Curu-
vayur. A1l of them were not, of course, executed
at oncs. The letest of them goes to 1800, but-as a
Mhthqtclwgtemeisthemry.y

s-mmm:

‘nwt this period was eharaaterhqé by similar

actuna elsewheve is prnved‘g the discoveries at
m on the’ mmm River and at Trichur;

-and -the future n:{ other .places to thc knowvledge

of -the student of history. At Pallimsnna, the loeal

Siva temple which, we understand from sn inscripuon

of -two verses there, wes built in AD., 1691, has on

its walls a nuamber of pictures, which indicate, 3

-the presence of Tamil featuree in them, contast with

the plains further esst. Similarly; the murals in

the famous vadakkunethan temple at Trichur, which

depict incidents from-the bettle of Kmksﬁctm, in

addition to the portreiture of Natsraja, Dakshine-

murti and Ganesa; were repaired, ss an inscription

shows; in A<D. 1731 by Kannan, *the Nayer disciple’

. of the Nambudri, llura, ixa hanad frel vhat is now

Briuah l-hhr. g

; .+t The x.ttonm atﬁt M .

@ m -pi:-it: mch animeted the emution of the
nuznh in the Staircase room of the Mattancheri pelace
~4s but the echo of the spirit which br t into exis-
“tence, in this period, of new works of tersture and
new forms of art. About the time when the Duch esta-
blished themselves at the:. ex;-ase of the Portuguese
in' Cochin, the Zamorin House prodne-ﬂ ‘the two poets,
,lanwikrm am Menaveds, the latter of vhom wrote

the in 1643, and the Krishna=-
- na in 1583.- Thelr contemporary, Vellangallur

e



. & o

Narayens' Nembudiri, Yogin and devotee of Guruvayur
Agaa_;t. completed one at lesst of Meppattur's incom-
plete works, and wrote, amongst others, the Nrisim-
hachampu, the Vaidehiss ly the &'Wﬂfﬁ:mmpﬂ.
the Temovada, etc., besides the commentaries on the
Xumarasambhav P::“ Rﬁshx;vg;;a -rlth:J:iﬂM of

- ina 1 _Padarthedipika. One is almest ed
to think thet the murals g}in& the :,ll'ortﬂ.l; 12;;:-
ductions of the Kumarasambhave scenes, the Bhogasa-
ga:nrti of ngvm :ggmi aﬁi the corcttnti:: of

ri Rama in the Matty lerl palace were t out
ﬂ‘;h’hi; sp:i;it ir nbtlv!.i;.:.h h§ personsl t:::ldgc
and under his personal 'in ation'. Rudra of the
faie of ‘the 'Sh‘gcl-n?has'p and the commentary
Bhaktapriys on the Narayaniyam, Poet Chidambarakevi
who, like Uddandasatri in an earlier period, hailed
from the Tamil land, the orthodox author of the Kera-
lotpatti whoever he was, and Katancheri Nambudri of
the Mamakem Kilippatta feme which gives & fine account
of. the national festivai of Malabar, all these lived
Just’ in the' time of the mgav erma who ruled from 1698
%0 1722, or & few year® earlier or later. The spirit

-~ which Baw the visusiizetion of the exploits of Devi,

the Kirata-murti, and’ Guruvayur Appan in the Mattan-
cheri pslace, was exactly the spirit which had ins-
pired these writers, who spent most of their lives
either under the patronage of the Zamorins or their
FPerumpadappu rivals. S8

DEVELOFMENTS 1IN DANCE AND DRAMA.

What has been said in regard to literature is
true also in regard to the allied art of drametiza-
tion in different forms in this period. .The Cha-
kkiyar-Kuttu, the populer dence dreama of the 16th
and 17th centuries, with its Pauranic narration, =
abhinsya accompeniment, and humorous touches; was
developed and elaborated in the fourrold foras’ of
the simple Kathaprasangam, the more. complex Kudi-
yettem, the Maptraka and the Mattavilsss. :To- these
came to be added the Ashtepadi-attsm ard the more
general Krishnan-attem, drematisingthe Gitagovinda
and carr{lng the art of dramatization from the limi-
ted circle of the Chakkiyars to.all; and from the
limited ,uba}pnsjo{ﬁclglee_to general  'the2tresls
Side by side with this development thu'e,;n&i i

the beginning of the 18th gentury, the w,ct.g;ot
““thé singularly charming method of dancedrsme Snown
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as Ottan-tullal. The inexhaustible store of the
Pauranic stories was put in fellfaongs appropriate for
recitation ang xu::ire—oxprua en, and in ’: cﬁdzt
of the erior us r e 8
mcé%i:;n:p 4n the pqri’o& %1760. - Alike in the
thm- of the murals, the rhythm's of ‘their movements,
and the elaboration of their technique, we find the
nrvﬂ.lm trensmutration of these modes of dance-~
drama into silent but none the less oloqnmt ;ﬂcto—-
h‘.l rcpr“en'iatiens.

‘lotmﬂv ?ntnrn ia the lnrnh of tho Age.

m pte‘tnrn u’ban nmthnod can be studied in the
1ight of these facts. The first of them, which forms
Plate XIII in Vol. I, and the second, which forms Plate
III of the . Text, reveal very interest features which
show that the Malabar schodl wac quite different dn its

... dconological conceptions end other features from the

_ other schools of South Indis. The third picture, which
forms Plate XII of Vol. I, is 2 remerkably striking

: ece of art which is far more ap;aling than similer
cenes elsewhere in South Indis seems to me to be

the best available visusl picturt of th& idea’ expressed

“4n the famous verse:=-

}%yﬁir a3 nwﬁi {'ﬁ‘ aa g& P el

: ; sgrm} 3&:}3 ﬂ%ﬂ"{t
a5 o+ T A o oy,

ﬁaxan‘-:\—m’i n{ﬂ\ﬁfg‘ ‘ﬁ{“ ™ et m“r;‘ N

P

m putaro a:t Wm tfﬂ. ﬁatu XI1II -
IVI) is: singniasip walnkbie fer: thé’ mL 1t
throws on the dress; thée modes of dressing women's
tresses, the ornements, the.complexions snd’ ﬁaial
features, and nhre all the iconic peeaiiariﬁet af the
Malabar s¢hool. ytet&m é»‘r nm as Y
{Vol. I, Plate t.} ‘shows; similsrly, that tho alabar
artist differed from these of &e-f‘ &st in reprneating
.ectan- like the hoods of Adisesha, the egntcetien to
-:Sive in the form of Linga, the qmtry the contras-
ting figures of Narada and Ceruda, and the- cqtraat of
the ten ¢ avatars ss ageinst the ¢ Yogasa=-
ane of t ‘Lord. The last Piettzrt, which forms. Plate
or T&L I, under the eaption jyaikunthenatha, can be
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contrasted with the similer image &t Neamakikal
(Salem District), in order to uﬁamt‘am thg ==

' more plctar‘«go‘cna d&r'lthg‘cy of the Mala-

bar artist. : - posture and :
position of Garuda, the besuty of the folds of

‘the Pitambara, and in the manner of representing

the weapons of the Lord and the hoods of the ser-
pent; we find redically different fancies.. It has
been suggested that the later al, or rather
‘Rajput School’ of paintings, some influence
on Malabar art as on the arts of other parts of
South India. But it is difficult to see wherein
this influence haes been felt, except perhaps inm
the msnner in which the Sari of some of the wo-
men is made to cover the head 28 in North Indis.
All other features have been there from earlier
t.‘i::c,-tinﬁcatiu their unmistakably indigenous
character. : e o L e

oy

% 3eid The Later Putoh Tewinde, s roq sty
‘Nothing need be said sbout Ramavarma's three

weak successors: Ramavarma (1722-31) who died at

Irunjelakuda; Ramavarms (1731-46) whose benevolent

‘disposition was mede to look distinctly weak by
- the rise of Travancore under Martandavarman the

}

Great (1729-58) in the south, and by the Zamorin's
hostilities in the north, the Dutech showing their
opportunism or incapacity to hom and vira
Keralavarma (17 )+ In the - of Ramevarma
(1750-95), the successor of the last, the State
almost reached the verge of extinction on account
of the social wer in connection with the dignity
or title of Perumpadappu Muppu in 1752, and the
Zsmorin's aggressions in the north, to save him-
self from which he had to enter into treaty with
Travancore for the construction of the famous de-

fence lines. A new danger also arose from Hyder

Ali in 1766, to whom Maharaja Virakeralas (1775-90)

had to agree to pay tribute in 1776. From 1769 to
1790 Prince Ramavarma, the later Ssktan Tampuran,
was in power; but he could mot put an end to the
aggressions. of Mysore or Travancore. Even the
Duch gave him trouble. They climed e¢ivil end cri-
minal jurisdictién over the Christians and encour-
aged their turbulence and financial defaulting
and Remavarme had to threaten to besiege them
1791. Hence his settlement of the Syr Christians
in Trichur and Trippunithura, and hence his ardent
nationalism. :
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the reign of the famous Remevarman Saktan
!‘-x:m (17!0-1806), the Dutch were ousted from |
the ition in Cochin, and the English took their
place (1795). Ramaverma at first welcomed the new
power, M was driven hy the corruption and aggre-
ssiveness of the Company's officers to adopt @&

bitter ua cious attitude. He however died
in 1808 hi- successor not to slienate
the llghch -t " Ramavarme (1805-8), his

mcum was a -hurtcd and intellectual
Lokhs in vigour. Bc could not mt
Pa at Aehln. ster joining Velun -
of Travencore and cociarlu war with the
sh in 1808; butltprovdahleuhgheu-
e b s s -
' tration a new
era of better relationship wi Bwitioh.i

_ The Third paiod of the lu-alo.

The pent’lul cmahim of the last decade
of the 18th century, the initial cordiality with
the British vlcma over the Dutech, and the M.ttcr

rnctiu cansed by the British conduct, seem to .
have .g ven rise to a religious qgrcuitonm which
vented itself in new essions of the mursl art.
It has been held that three of hie Cochin Pslace
murals must have phﬁaﬂ at about 4.D. 1800, namely
the Vaikunthenathe image in the room north of the
staircase room; the Kumarsssmbhave scenes in the
lower room below the Kovinithalem; and the five *
large panels of peuranic scemes in the long bed
chember in the lower floor, occupied by the royal
ladies. The first of these pictures has been
already referred to. The second from & set of
unigue pieces of u't fcr the ”lm that they are
in mere outlines, ly interrupted
from ccnphtiu. Pubnbl.y :Z interuption was
due to the fagt that there was a wave of pro-fai:h-
navite influence in the Cochin court in the days
of that Reme Verma (1808-38) who succeeded the
Raja who died after the breakout of the war with
the English in 1808, The new king was, ukohh
predecessor, primarily interested in ruigtonn
philuoahﬁ studies, in mestering Sanskrit
ntontnro end cowposing Maleyalam dramas. He
further became an ardent patron of the Madhava
cult edng to the inﬂ.nmo of t.he Sodia math. ef
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- Udippi. This militant Vasishnaveism was adhered
to by the royal family i1l 1864. It is probable
that the ZXumarssmbhava series were planned and
cutlined in the time of Saktan Tampuran, and that)
;fter ht:t:nth in ue;-.ntn troubles and pro-

aishnovite lsanings of his successors led to their
being left incomplete. 7670l 2 ' '

The Gouri - Kalyana Scenes:

Whatever might have been the circumstances
under which these scenes were intq ted, there
can hardly be & doubt thet, srtisticelly, they
are gems ond prices Nearly a century and a
half has gone by esince they were drawn; and even
between their discovery in 1926 and the first =
publication of their trac - on paper in 1934-5,

t have suffered terrible deforamity. But even
in ir lementable neglect they exercise, by the
vitality and reslity of the successive: scenes, a
clutech on the minds of beauty~lovers. The.inter-
view of the seven sages with Siva in order to per-
susde him to marry Uma, the toilet preparations
of the bride in the midst of her companions, the
marrisge procession, the array of the'gods and
their vehicles, the presentationtf Parvati by
Vishnu, and the music party of Narads, provide -
ogcasions for 1:1 1;:% mdﬁsta;oh E:c;:uiqf con-
temporary social life. They form an ideal, though
not. carried out in full, of incompsrable loveliness.
¥We study Malsber life ot close guarters, and ve see
it es it wae built on the best pattern. As the whole
series are to be published, together with a text,
a8 Vol. III of this series, it is unnecessary to
dilate further on them. It is emough to state that
“the ertists have sdmirebly succeeded in not only
g::;mting beauty and taste but in carrying spiri-
“tual Joy. Feeling disinterested ensnde themselves,
they art it to others. ' o

~*  ohe Krishna and 'Mohini’ Seenes.

The pictures in the ladies' chamber, which cover
‘more than 150 square feet, from two distinect sets, the
former of which give 2 zestful st of Krishna as the
prince of revels. In the picture ¢h depicts him
in the midst of the CGopis, and which forms Plates I-III
of Vol. I, we get at once the curious impression that
Kriskna is there in g1l his bulk, and yet not indivi-
dualistically! We see at once the fulness of the

%y
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is' life as well as; in the expression of their
individual experience; the emptiness of the longing
and uo&mhtﬁgrm gé; ;i:yuh?“.l uat:!;;‘

ece. e the inherent ¢ y of representi

gﬁo versality of the individuel divine figure
has been overcome with sir skill., It forms
an ideal lyric of pictorial art. The sensuous
rhythms of the figures of the God of Love and the
lovelorn cowherdesses are entrancing: They are
self-expression of a folk saturated with love,
besuty, and taste. They reproduce deliciocusly the
strains of music in that supreme work of genius
and somge, . thé Gitegovinda. ‘Curiocusly enough, while
the emotion in'the art is paremoant, the idealism
is -not less gonspicuouss  The pieture of Krishna -
as Goverdhanadheri (Plates VI-X) is'a striking in
its.-contrast. The Lord as Protector has a figure
indiceting correectly the weight he cerries. The
ease with which he does it is reflected in pleying
on the flute. The white figure of the wonder-struck
Balarama, the contrasts in the features and dresses
of the women, the details of individu=l behavious
in the crowd - the anxious mother, the timid children,
the helpless ¢ld women, the hs ‘gows, the secreéene
life of the wild beasts = all these remind us of ths
great Pallava seulptural mesterpicece.at Mahabdalipu~
ram. The details are different, as the medium, in
every rurm and yet there is the seme vitality,
the seme idalism in boths We.have here & picture
.of the rich Malabar l1life and 'its arcadian charm.
It is quite fit that the editors have devoted as
many as five.plates (VI-X) to the reproduction of
the different scenes of this Malsbar nature-world.

The second set of pictufes in the ladies' chan-
ber deal with Sive as the lover par excellence. They
deal with Siva as the ideal representative of conju-
gl felicity, as Ardhanarisv-ra (Plate XIII), in

ilasa, and them represent Him, as in dalliance with

‘Ganga’ or hini', when,he is uncomforta -
prised by Parvati riding on & bull (Plate XVII). As
many as six plates sre devoted to the dhphie-ct
special scenes from these two incomperable pictures.
The lcclxi;%uphial featurén of the divine fignrn
(Plate XIV-XV), and the different scenes from life,
from the human as well as animal worlds, but carry -
the lesson of the unity. of the universe. Ve have
_here a full representation of Malabar's ldve of God

and God's gifts. We have here a superb conception
of the interdependence of the physicel and spiritual
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planes. Devotion personalises the diyvini
transplant the image resulting from it ﬁ'z.t.h:‘ ;
transcendental tc the aundsne world. A unity of
conception links the divine ‘nglﬂh" end the esrth-
1y experiences. The imsge of Sive only expresses
ﬁ;&‘e rlg:gi"!gg.mn s i]:t’ a“rcﬂrt'{d' of the

. s i ipreme lesson : ALz,
e - supr n erive from

cc'ntm m- end Litersture..

43 in the previous iod, - the pictures are dut
reflections of the erts of sculpture, pantomine and
poetry. -The varieties of-the t_rum-’ang.gnih L5%
plays were emriched by the moré limited but all the
same more agreeable style 'of thé Mohiniyattam which
wag eonfined; unlike thé Kathaksli; to femals actors,
and - vhich wes devel ‘under the sate circumstances -
@8 the Kuravanjl wes In the Tenjoré court of Sarabhoji.
Belonging to the lsayas veriety, with love for its theme,
gesture for its vocabularly, pi ar ‘tunes on the indi-
genous instruments for its ‘vocabulary, pop ' tunes
on ﬁo’ta’:umen‘;éinqtm::-égr "its wedla, it‘:: 2
singularly grac . and attrac¢tive though convention-
‘alised art< More technically developed was a?nm-
kall, with ite elaborste Teatures of symbolism and
silent ‘pantemime, its extraordinery technique, its

anic themes, its wealth 1:-1?«_!”‘"“'4‘?’% és, its

itrigate language of eyes snd expresions, and ﬁroh-
borate dress =nd make-up. It carries the art-of tren-
slating icons and pictures into silent but all the same
eloguent 'movies® te an extent unknowr in any other art.
The murals are the exasct counterparts of the Kathakell
in the themes, the gestures, the mudres snd other tech~
nical features. In the recently discovered Padmenabha-
- puram peintings of the late 17th 2nd 18th centuries, and
in the ?oat-Padmnstnx‘-a pictures of t he Krishnapuram
palace in Trevencore we find this ideal translestion. The
iHlahabharata and Siva-tandava scenes at Trichur, the Pura-
nic representastions st Chemmentatta, and the unpublished
murals et Tiruvanchikulam, Triprayer and Peruvanam in
the Cochin State, indicate the same festures. And the
vitality of the visusl arts is reflected in the contem-
porary growth of an extensive literatures Nsherajas
like Ramevarma (1805-8) of Cochin snd Balaramavarma
{(1798-1811) and Svati Tirunal (1829-47) of Travancore,
stood at the forefrent of the literary luminaries of
the age, and provided = coplous literature of back=
ground for the aris. : :
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The great lesson that we draw from this rapid
sketch of the historicel factors which have gone to
shape . the character and determine the progress of
the Cochin Mural art is that it has, like all Indien
arts, for its basic dnspiratien,: the reslisation of
the sharthas. It is therefore the same in the
different forms of poetry, music, dsnce, painting,
sculpture, and: srchitecture.  The sense of beauty
is common; but the modes of expression are differ-
ent. The poet's word,.the musicisns’ rhythm, the
-paintér's brush, £nd the sculptor’s chisel, are -
all medis for the same art-concepts. What the poet
deseribes in words, the painter reproduces in line
. and goldirs -Similarly; Tolk dsnces snd playsiare

~,rendered ‘inte mursls by the interpretative genius.
-~ .There is.simple transmutation from the one to the
.1 .others They are the children of the same feeling,
.- the same-love, and the same faith. And the artist
_:-does this by e ~to convention. He does not
take liberaties with tradition. He has his own -
~school ‘for ‘representing figures, ‘features, limbs,
-gestures, and poses; but he is both symbolic and = -
- realistic; both suggestive and creative; both
emotional and philosophic; both seeular and spiri- -
tusls But  the.dedication of the cult:of beauty teo'~
the divine .stands-atothe bottom of alls Herein
- hh: ‘the . glaim. of Malaber art to = unigue place in’
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to the eastern wing of the palace at the souther end,
is a long portion, the lower portion of which wes
:zociallgpjnt apart for the ladies. It is provided
th a seperate staircese from the upper floor, and
has a2 secret opening to the courtyard outside, The
walls of this hall are decorated with large-sized
paintings. Paintings are depicted on the walls of
one of the halls in the upper story and of three
other chambers, -8y f8iZ0Ll08BGLAS. JORREaT VIR 7

_There is another smell portion-attechsd to the
‘southern wing. of the palace; which is connected with
a broad open: staircase from outside, throuzh whish®
visitors are generslly allowed —entrance inte the eo-
_ronation hall. The walls of this hell are devoid-of
any decoratiors, but its wooden ceiling is of the
rarest typey’ containing the finest floral designs’
ever :ng._,;.; ‘To the west of the coronation hall, is
aa;l:f ‘the bed ghambers; Palliyara; which'we shall’
cal s 20T eyl oaevy dliv noce baleo

{. golia o
Tirg Al sipoprnes anoliisayl INASiTOGES e kg
= = % = 2 T 3 %
v oo siRoolm Nes X oo - 1o
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§ Where we have m'mli:;tﬁ;:;‘of m? % .
s = spacious hell;-measuring 31 fts by 17 fis, pro-
vided with four door-ways and a large window openin
R e e e e i

s room is: -upon ~special respect, for

re passed eway..one-of. the Maharejas-of Gochin (in
A t.1760),-and-as @ mark of respeci”to his memory,
u‘,ﬁht is permsnently keépt there. cUnlike the coro-
nation hall, it has a lov ceiling, simple and unpre-
tentious; the height of the wall being only'8 fi. 9 in.
All round the wall, at a height of 3 ft. 4 in., is
tgﬂ a wooden moulding about 9 im. broad; and the
pictures are painted-over the wall space betveen the
moulding and the wooden ceiling aboves The peiatings
depict the s r of the Remayeana; beginning from the
birth of Rame, to Sita’s return to:-Ayedhys from her
captivii; ‘They are completed in 40 to 45 scenes,
all of whieh are fairly well preserved, with the ex-
ception of:three or four that have been slightly
obliteratedy either because:rof the.pre=fixing: of  the
plaster.on therwalls; or due to the continued burring
of the oil lamp close to- the corner-of the rooms
There is 2lso a scene on Copiksnritta on the eastern
wall; and -three smaller size paintings above the door-
ways, representing Maha-Ganapsti-Homea and other topics
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S PTREOETISTORY OF THE
MATTANCHERI PALACE.
© P. ANUJAN ACHAW. ﬂ

(Government Archaeologist Cochin).

o

'~ - "The history of the Mattancheri Palace, begi-
Jniing from 'the middle of the 156th Century to the
revolt of 1808 A.D: is full of interesting inel-
~-dentss The palece was dbuilt hy the Portuguese and
) sented to the Raja of Cochin about- the year 1555.

g-;l.e that time, for a period of neerly two centu-
ries; it wes the seat of the Cochin Rajes, and was
therefore associated with many vicissitudes of for-
tune. Alt now léft unoccupied, the palace is
looked upon with veneration by many, for some of
the importent functions connected vith the corona-
tion of the Maharsjaés.of Cochin are performed here
on the day of their assumption to the throne.

nm ang; ?knhui: Yamtils_g!-liﬂ)‘ was the e
~rualer-of Cochin, to whom the Portuguese are sa
.+ to have made a present of this :n:ga building.
It stands on the eastern foreshore of the island
of Cochin, facing the Harbour reclamstion, comman-
.ding @ magnificent vievw from the back-waters. It
~&scperheps .one of.the earliest structures built by
~the Europeans in India ‘in the orthodox style. The
: g::ec-lig.tmtﬁmgah: ‘building divided into
.and spacious hellp, and has.two storeys. It
has an c:t.aav’e.-g.gomvmsmdﬁ by high mason-
ory walls with two entrances from the east and the
»vwest respectively< In the centrsl court-ysrd of
~the'palage is enshrined the tutelary deity of the
royal family - Pazhayannur Bhagaveti, Within the
- pelace campound there'are two other 8! sines dedi-
-gated to'Gods Vishnu and Siva, respectively: Close
to the ‘palace on the western side there is a large
tank for bathing. ‘The-upper story of the palace
~reontainsi.the goronstion hall, there large bed cham-
bers and other . rooms, while the lower orey is
divided into several small chambers with & spacious
-+ dining hell ‘and a kitchen ‘on-oné side. Attached-

P
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of local interest.

s i ONR

mae. lo yeal bne #571T 4

‘!o tho ihth or ‘I'.hd cmtun &11 u the nm
room in ‘which there is 'a set of six large-sized paint-
ings. This room is kmown as Kovenithslam or the stair-
- case ra:-, -hfggéud- one to .:h&hd-ohnm in the

. lower s occupi ‘the ladies of the

- proyal fami It'has floor-space of Ii’fto'g 1? ft.,
and h=s @ beautimm designed wooden celling.
he.; three do s ‘end a window' thgto hcmth.
At the south-eastern corner of’ thc room i xed the
- narrow stairgace leading to the dm~ﬂ»or. This
room econtsins paintings representings: 1. Mahalekshmi
and Bhutemate, 2. Jiratmurti, 3. The corenztion of
Sri Rema, 4. stn and - Parvati, Ardhsnereeswera and
“other goddesses, 5. Vishnu as Aaantany-nunrti, and
l. Garunyar Appaa. : -
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besutiful imagae enshrined in the ri

temple. It is.a largoant& panel, and enl;
one pafntul in this chamber. L0

-

gm No. 4. .

The fourth room is the one immediastely below

room No. 2, which is reuched through the narrow .

staircase alreedy referred to. It is provided vith
a low ceiling - simple and unattractive, a large
window opening to the southern courtyard, and a
doorway ieaaing to the lower bed—chanher. The only
inviting feature of this room is a set of unfinished,
ct the most ressive, paintings covering nearly

lf the total length of the walls
outlines only the story of the narriage of and
Siva, as described in the Kumarsambheva of Kelidesae.
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Room No. S.

The fifth and last room ‘where we have the murals, is
the spacicus hall lying to the east of Room No. 4, 'hieh
has a floor space of 32 ft. by 17 ft. This room formed

_the lower bed~ghamber, and was occupied by the ladies of
the royal household. . The walls of this room contain
five large sized paintings, featuring (1) Krishns lying

t on a couch. . finte, surrounded by gopies,
{3 Krishna nﬁwwm,~fg;'varahang 3),,§v§°gnd ar-

vati on the Kailasa, (4) Parvati coming riding on the

J while her husband Siva wes engaged- with Ganga, and
(S) Vishnu as Mohini playing bell when Siva comes on
the -bull. . A portion of the last paint hoe been da-

maged, while the rest: are in good conditions o .-
\‘} "'\f ¥ RO INs o i ¢ Yi*',’.' j &l ";'Ag 5 ‘f."}x.,;.':._a

i [

Fadk EE
Dae oy Senes T "N 5 ' Ty M 888 o@ guhug I
}t of the Felntings. = °° :

far | ifvumoneyasalinanh

3 » 3 & FHIRYIENS .

One of thw striking features of the Murals in the
Mattancherl Palace is the freedom -employed by the ar-
tists in choosing their themes and presenting the sub-
Jeet tha% could be portrayed to the best of their ca-
pacity. A1l the paintings distributed in the five
rooms of the Palace are not of the same period.  The
pictures of the last three roosms are of & Yater type,
and they were painted about 1800 A.D. The paintings
of the 21d room were painted about the year 1700,
vhils the paintings in Room No. 1 werejexccuted about
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- ~-Diseovering Murals ! like "going places™ for
~the rich, "discovering murals™ hes become a pleasant
astime for the dilettante in this country. Every-

goay is Aiscovering frescoes everywhere auo days;
all are oscoming arghaeologists or arte-critics over-
night; and oblig newspapers broadcast these "finds”
as if an another Harappa or Mohenjodero had been dis-

covered

. Mural peintings hsve always been there in India,
especia on the walls of temples, ever since the
_ Hindus learnt to build, end there they have remained
in a1l sorts of decaying and perishing conditioms,
g:tﬁé: dn:dnzmghc«n?riu, ,gu by. fﬁ"::‘m e
~dec _most, To the pilgrims they were pi :
reminders of their .,hatf-gqﬁnbatd“mdui or for-
g:ttcn epice; but to the modernart pudits they .
ave suddenly h:g{ro,n fascineting field for endless
#“discoveries®, which the world must know through their

“writings!?

The discovery of "Cochin Murals"™ hed not any of
this romentic stmespheré, snd it was not announced to
-the world as an epoeh-nahag find end a landmark in
Indien art. It was & much more simple and sober
affair, and was teken for granted. None sought their
way to fame by any such startling ennouncements.

It is inevitable that these mursl paintings,
_with their archsic forms and uncomventional atti-
tudes, their peculier art-idioms and memneriams,
;houla interest some snd puzzle others, esp-,:ciaily
outside India, end it was, therefore, thought that a
few general observations on the secthetical ‘and idea-
logical aspects of Indien peinting uight be of help
to such of those, who are not acquianted with the
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1ife and art of this ancient land.

Indian art differs from Western art in its ideals
as well as in its expression and technique. Western
art is essentially realistic and re-presentationeal,
secnlar and scientific, while Indien ert is sugges-
tive and symbolic, re! Igleua and idealistic, where
intuition and imagination play a grester part than
the mere skill of hands and command over technigue.
This difference is to be seen not only in matters of
medium, such as the Indien preference for water-
colour end for murals and:miniatures, or of manner-
isms, such as the slender waist, heavy busts, elon-
_gated eyes and tspering fingers, but in the i eals
.and functions of art and, its relation to life.
© " Indien art is the mlticoloured expression of
the rich and varieégated crestive consciousness of
the Indian pnﬁ; and their sensitive reactions to _
environment. isn art is not an achievemeni of
any single individual or cgrupléf'maiviqa’a}_n or
even of 2 particulsr epoch, but the sum total of
Indian recizl expericnée expréssed in terms of co-
lour, form, sourd and besuty. - = =~ = G

© " one basic idea of both Indisn life and art is

the concept of the ONE LIFE behind all menifestation,

and that Life "elaborating itself through the rich

“‘and wonderful multiplicity and variety of form -in

nature and humanity®. This Hindu idéa rums through

in all aspects of Indian art, and since Indian art

is symbolic, great cosmic truths are portrayed in

~ concrete forms that are extremely suggestive to

. the Hindu mind. An'artist's aim is not only to-

_illustrate and illumine life -but to symbolise eter-_ .
nal varities through the medium of his creation.

- Indian peinting, in its most realistic phases,
is essentia * a mental summary of visusl perception”
rather then a feithful reproduction of an object from
a_ certain point is spaces The physical perspective,
therefore, is generally disregarded. The perspective
of the academic type, 28 is taught =nd practised in
Western art, is-too rigid for the purpose of artistic
design. It obstructs the flight of vision and inter-
feres with the Indian notion of mental and imegine~-
tive visuslisationss The perspective in Indien art
is more mentel and psychological and, therefore, freer
and unfettered.
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To an Indian artist the world, both animeste and
inanimate, is but an expression o% the Divine, and
consequently. he is able to sense the unity in 1life
and nature, naturelly and directly, snd we feel this
unity and harmony in his compositions. The ensembling
of gods, human beings, birds,. animels, plants and flow-
ers into a decorative scheme of a flowing frieze or a
moving peanorams in his works is but this inner urge
within him for sesing the unity in diversity. The
_philosophical idea of rebirth gives him the inner
"“/rhythm of ebb and flow of life, which is one of the

most striking features in the great creative works
of ert in Indlas "~ - - 7

P ; "

Indian art is linear, not messive and structural.
Depth, as represented in Western art, is merely an
illustion, and with inherited feeling the Indian artist
avoids the third dimencion. To him only length and
? hvidth exist :n the plape of ;‘ wall SE PApepe In a2l

s eupotm.:kﬁb sether & large scale mursl or a

tiny unii ure, you will notice the details of the
'scene worked out. most naturally,.with.a feecling for

g rung, but the central figurés themselves are often

thout depth.

It is the sacret of Indian art that it reveals _
‘the 1ife through form, the objeét through the & bject,
the meani threﬁ@?'ggeation. - The encient artists
‘of China, Japan and India w-only too well this appa~
‘pent paradox in art: The Chinese landscapa psinters,
the-Zen sculptors of Japan and the Indiesn mural deco-
“pators knew the secret of exaggerat or abstracting
intentionally nature's forms to suit their intentions
and purpose. They never toock nature or life too liter-
ally. Oriental artists belive in econ of lines be-
gsuse their object is to suggest rather - to 1llus-
trate anything fully. To them there is more besuty in
a bursting bud then in a full-blown flower.

" fhe Indian painter prefers water—colour or tempera
.to oils beceuse he finds it more suitsble to his genius.
. He loves its fine ﬁeliintc tints % ;;ént:gtlgwd
-~ and sensitive fingers love to th tender shades
‘of reds, greens cad blues. !‘gtlgr does he fight shy
“of gm-igﬁt juminous colours when it comes to painting
decorative murals. ; ; o i

" Handred-nine



~forms from the A )
" his picher "artistic anstomy”™ and more intriguing ideas

The colours often indicate the mood, end emotions
_are suggested, with much'delicacy; by gestures, poses
and - movements of the body and limbs. The proportions
are based on a canon more asncient then: the Greek stan-
dard of beauty and more in keeping with the conventions
of ancient Shastras. 8RS80 008 e :

. . ’“1 when ideslised, need iot be of the familiar
‘or nature

type, and the Indian artist chooses his idesl '
hagam'of nature, and this gives him

to clothe his abstractions. Humapn form limits art snd,

_therefore, the endless beauty of decorative designs in
. Indian art. Imperscnality, devotion and dedication,
- . these cheracterise Indian art-and agtistf-.

“'The Cochin Murals share, in an abundant measure,

_“‘most of these chsracteiistics. They are traditionsl
" "in form and style and religious in content and feeling.
. They are painted in the accepted technigue of Hindu -

‘murals and are over-ornate and too full of details.
These, undoubtedly, distract one's attention from their

“true merits but, ty no mesns, diminish théir imtrinsic

‘artistic qualities.

(- veghe pigures®, let me quote from what I heve wri-
.tten elsevhere on Kersla Fréscoes, "are dravn with power

' and precision, snd'in spite of the elaborate ornamenta-

tions and minute filigreeings, they stand out distinctly
“and do not get lost in the decorative details. The draw-

- ings, the grouping end the colouring are all conventiona-
}I{Wtﬁi and ite of their rigid forms they are

ensely vital and live. The fizures seem stiff, but

“" "-the flowing lines of the draperies and the general rhythm
~ _of their composition give them = estion of movement.
‘,_"f;j;t,.ll;lfae‘gt are expressive with wistful eyes and winsome

€8 e oa Pl T 3 et ' '

__ "But there is this difference between the Buddhist
frescoes of Ajanta end the Uindu mursls of Kerala. The
former is realistic and natural, less decorative and
~more graceful in their sesthetical appeal, like the .
sculptural masterpieces of the Gupta or Pallava times,

~ while the Kerala aurals, like the mediaseval sculptures

of Halebid end Belur are iconographic, stylistic, exu-
berant and capricious. S
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"In these Kerala paintings,ss in Ajeanta frescoes,
one gets glimpses of the cultural life of the peo-
ple of that period; and as pictorical records of
the costumes, ornsments and other articles of -
art and utility these murels are valnable. It is
interesting to note how some of them are still
presserved in the dance-drams native to this part
of the cmtr.n and even the languorous look and
the subdued les, the strange attitades and
poses that one ¢hserves in Kathakali sctors to-day
seem to have been copied from these paintings”.
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The interest in mural peinting in modern time
is growing and its due place amongst arts is also
being recognised. Many experiments are being tried
to decorate private and public buildings, and the

techniques of old masters and past ages are being
carefully studied for purposes of reclamation, New
methods are often invented, though in most cases
they are based on traditional processes. It is not
however always possible to_have an exact knowledge
of the 0ld methods, because evidences available are
too scanty and the students have to be merely satis-
fied with the admiration of the ancient tochnlgnu,
which could stand well agzinst the onslaught of time.
It need scarcely be said that the knowledge of these
_methods is necessary to help us in our efforts to
revive 6ld arts ~

The technigues of mural paintings differ not
only from place to place anf from people to people,
but also from time to time in the same country.
This is quite natural, becasuse it meinly depends
on the materials found in the viecimnity of the wor-
k;rt;nd onnthc eapecﬁ{ of the worker toc make use
o eme ese techniques, though meny, may be
clagsified generally under four main dhislm, as
(1) tempera, (2) fresco, (3) encaustic and (4) eil

oinuu. Brief descriptions of these are given
ows : ;

!3-“ painting: The Italian term "a tempera”™
means "with & mixture®”. The painting is called tem~
pera, in which the colours are used with a binding
material which is soluble in water like gum, glue,
etce Artificial emulsions are also mesde by mixing
boiling wax with potesh and distilled water and also
by mixing drying oils with water turought the inter-
mediary medium of gum or yolk of the egg. The wall
paintings of sncient Egypt, Babylon, Greece, Indis,
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- .tbouttholothomﬁmbyambwog

Ceylon, China and Japan were done in tempera, though
the binding materisl in each case wes m’fcr'nt.
Under suitable coné:ltlns tho plhthgl hot tnr
many centuries., ' =

Fresco Painting: !ho rocess of p-intin; vhcro
the colours are laid down without any binding mater-
gl gdx?ﬁo tttxe line ,};1:'“3 is still n:. is called

elisn term paint a fresco” e inti

-on the fresh), colours app ﬁumdﬁ ‘p‘ .
plaster but through chemical action hold to the sur-
face in 2 sort of crystslline skin of calelum mto-
nate. The earliest record of this kind of painting
is.found in a treatise a arechitecture; g the R-n

ehittet Virtuvius, who flou: ished in |
ury B.C. It was under this process that .
coes of Pompey and other places were pnint « In
India, fresco technique hes been practised’ r& ‘

in‘end around Jaipur S;ate in !hrthcj; [n tu It
is said that the earliest pa urf‘ét

this technigque were at Fathep kri, iﬂ.ch vu
built by Akber the greet, for which he brought -
‘gkilled artisans from Persia and other pls¢es. . This
_kind of work, though now disappesring, was known in
. South India for even as late as the” mtiaun-
tm-x Fresco peinting has been done in the

t le- az lnalmt at ladnu and Q&mpmm

-pciat:lt muhmuadthtn
i: ‘art-historiens and eritigs heve called

ta paintings true frescoes. It may be said

at these cla ‘are groundless; for they have not

mfﬂelently proved the real naiure of the process
by which the paintings have been executed. The
most important thing to be noted is that the plaster
over which the paintings at Ajanta, Begh,-and othor
' plages are executed is made of esrth, cow-dungy
chopped. straw and other fibrous material and pcﬂapa
also seme other ingredients from which a2 strong and
duradle ground could be obtained. Over this, one
or more coats of chalk or ksolin given and on that
surfage paintings were executed. Ve do not kmow
how is it possidle t0 e¢all the paintings which arve
done on e mud wall *frescoes’'s It is doubtful if
it is poniblé to 'paint on caeh a groand. when 1t
By ¢ wet.
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 are. mixed wi

Encaustic peinting:  This is an ancient process
of. tgdnung vhere in tlie wax colours are driven in

the help of heat applied to the ground. This
technique is not used for the walls, but only for
florid decorations.

041 htt’ .. This 1- a process wher olme

th ing oils ard are npplhd pre-
pared ground- ‘eontains dry lines The it
come into pre-hmo in Italy during.the- !!miuneo
p;:im it was ut practised afterwards :ﬁor nn
pa t i1

“With thu we shsll descrides ti'e techntqm in
ihleh most of the important paintings found in the
g:}-::: snd temples of Trevancore az-.d Cochin vera

n .

~ R

£

+3 Io ho'u studied thi t nery 1@«17
obgerving both finished and nngnuhed paintingss’

We also got g::tiuhn about colours and binding
material we e got from.s logal srtist who had
‘received them from =n old traditional painter. But
thmh we have tried our best to find .out traditional
-painters from whom we could lesrn the whole process,
we: feiled. We have also not found eny text dealing
with this subject, except the one, which was published
recently in the 'iﬂlhn Kietorieei Qulttuls' which
is in Senskrit with Halayalam commentary. Ve think
that 0138 menuscripts dealing with the. mhaoet mast

be availsbdle in this region which has preserved so
meny traditions. Wé hops that with the nev inter-
est in Kerals (Malabap Coast) painiing, . .rferts will
be made to discover and pubnah t.hu. o A

S L =

¥ le do not chh uﬁnnnn{ ror our- aue.rip-
tion of the technigue, neither dies it entirely rest

-on the -authority otuvcu text or the mocde of the

treditional living ertist, ‘ordinarily: thcu
is- aothm h :lt ma\ nn be oubteds

there seem to havn ‘been nplqud ‘two nth.dn in
doing the earlier and later paintings, though the
general process reained the same. The colours and
binding material seem %o heve changed in later pun-

tings.
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Pnrnundrm 1 A117°%he paintings in
the temples and palages of Cochin tnmoé‘g 3900
States which we had the op bezcrtmv of studying =
have been done on walls 1t of laterite stones

and plastered over lime and sand. We do mot =
know how this plaster was made but it is very -

likely that it was prepared more of less in the
manner described in the o0ld Sanskrit text which
appeared in the Historical Quarterly. The fpnev-
ing is a free English trculat:laa of it: o8BI

Now I shall describe the method of plaster-
ing the walls (sudhalepa), on which pictures are
to be painted. mxm) is the powder obtain-
ed by burning conch, mother of pearl of shell. Take
the powder and drench it with a solution of mole-
sses and decoction of ¥th the quantity of emall
peas (Mudga). Add guarter part sand with mzp..
plaintain fruits, boiled and beaten well, into
pulp. gn{ this mixture into wooden dug-ou ta
ﬂ.un:,n Md be kept for two months, du
same daily. At the end of tweo months, ttkt

the -:.xtun h aun ‘mntuiw qna nluln’
;. in p}ﬁ%

13 L 189 %: L £i

.»'s ;.'..‘

"L«d the plutu- w meens of trenl o} con=-

'unient size, made of copper, pewter,. iron or wood.

Saee gENE e e At ia La oy an tho s
prc or . e s over

face s&aﬁlﬂ be  rubbed. with cold weter by means
of tht’ trunk ’bruth mtauh the. snri‘au dam i
it gets dry”. == :

The plaeter ovér uhich ﬂu existing paintingi »
have been done does not seem to have been mdde soft \u
grinding,’ 29 is mentioned in the texts The thic!”o
ness of the plaster varies from one-fourth of am -
inch to more than half an ingh.c It is applied wn
and the surface is guite smooth. Inmalyn
have found that over the plaster wall thus
one or more thin washes of lime are given: ot,hcr
cases t!u palnﬁng- are a"cne d‘imtTy m plutord
wall . ;

SRS
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Preparation of wlmn The following col- -
ours are said to hua %m d“ditoz‘ tho o‘um B4

pahtlmt‘

!onu adnm ,hid
!od-lemu lmic nlphldu
Green, @ ¢ ; -
Indige, PR BN '? : -

& e : el o eds ns

white.

Thie yellow is known in Northern Indis a8 °
Harital m in Malabar as Menewals m tho Rea {13
u-lh.l mm.nya- ruyocth + DREn;

Mtctlmsret oundﬂnt for long, ..
with wat ; from temder g:ceamts snd a bin 53 o
materisl mixde of & kind of red seeds with a black & .
eye mark on’ it (abrus prmtérltm). The binding | =~
material is mede by first remov: egg like
shell of the: seeds and ketping the insfdﬁ yellow
matter loo Ittc emall 8 in water for over
a night and - grinding it into soft paste. IF
this paste dries, it m:- uulcnin:o abis
grcpuﬂa fresh every « This binding material

s ;crcral]a u-d b 8 duith'. ; ' ;

eyt e B T

'!h. rl& e yellov uohﬁi'. ﬁ hav‘ n’&t’i
are fmd ‘in the older works only; because in -
later works théy seem to be red and yellow behi'u. .
The green &lso, in htqﬁ paintings +, seems to be
different. " The binding meterial in them was per="
haps tu-cnbic. or some other material Of weaker
capacity, because the colours with a little frie-
tion in these paintings come onts The Cadmifm -
aud ?m:lluon of ﬂu earlier peintings are very’

‘while the yellow and red’ oghres of later

g;lauuo are dull ao-pnmtiv +° But the co!om-a

sany of. the older paintings have chamged eamd - -
have become somevhat dark. When we com utheu
vith some ,mlu of pnnthga fru Va

+ mn we tllk of the later paiatlnga_n upa-‘ -
cially mean the paintings in the two lower chambers
of the Mattencherry Pa cc. Cochin which weres masant
to be spariments for ladies and also some of the
pa!.ntius in the room above this.
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Temple, Trichur round a small shrine which have
still remained bright and fresh, we can understend
what gold-like-brillience the originsl paintings
must have had when they were painted. meny of
the temples, as in Vedakkunathan temple, they have
become dark and in many cases almost black on
account of the smoke of the oil lamps. "

The most interesting thing about the older
paintings is that they are insoluble in water. Ve
tried to clean some of the paintings with oil and
methylated spirit, but they did not dissolve and
come out. We do not know how the paintings have
got fixed so well. The binding material used was
no doubt very strong but it is very likely that
there was also some kind of chemical action. This
fact does not tempt us to conclude that they must
heve been true frescoes becsuse these colours
cannot stand the decomposing sction of line. It is
also not ruiblo to @0 compositions so vast and
full details, in = day on the wet ground.

Blue or Indigo, as such, is not found to have
been except as t shade in one or two cases
where the figures are white. There are two verie-
ties of green, yellowish-green and bluish-green.

The black colour, we sre told, wes g ed
mixing with water a little .hkl::d P in it
for over 2 night a plece of ru iron and plece
of Hartaki (Terminalia chebula). By this process,
it may be pointed out, black ink has always been pre-
pared 2ll over Indis.

Process of paintings When the ground as described
above is perfectly dry and ready, the artist begins
his first sketch with a very light yellow colour. He
draws this sketch freely and changes the lines of the
drawing ti1l he is sotisfied with it. After this he
draws over this his finsl drewing, with red colour.
The spaces of this final drawing are filled with co-
lours. When the distribution of flat colours is over,
the forms are shaded with a fine brush by stippling
process, the marks of which sre quite visible, to show
the roundness of the forms. Yellow colour is shaded
with red and green colour with black. Vhen the work
is finished, all the forms ere lined with black colour
end so the original red line disappears. After this
the small spaces of white could not be left wall-
white are scratched out, with some sharp instrument
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and the whiteness ofthe wall is shown. Nowhere
‘has the use of white as colour been found. Ve
have also not been able to trace any proof of

the application of any kind of Vernish or fixa-
tive "@:mﬂo‘ : ‘

In the later paintings, because of the Euro-
pean and Mogul or Rajput influences the forms

are shaded so well that it is not easy to finad
out.the marks of stippling.
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