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FOREWORD

One of the first steps to be taken in the First Five Year Plan was the establishment of six
Boards for the promotion of handicrafts, village and small industries : (1) The Khadi and Village
Industries Board (2) The All-India Handicrafts Board (3) The All India Handloom Board
(4) The Central Silk Board (5) The Coir Board and (6) The Small Industries Board.

The rapid expansion of the activities of these Boards which concentrated not only on
production and techniques, but also on organisation, extension, credit, marketing, and export,
consolidated and enlarged the position that the household industries sector had so long enjoyed
in the nation’s economic life. It was this fact that forced itself upon the preparations for the
1961 Census and demanded that household industry should be separately investigated for a
proper accounting of the nation’s manpower resources and its specific contribution to the
national income. The 1961 Census therefore asked a special series of questions on household
industry, input of family and hired labour, and the periods over which household
industry is conducted. It was felt, however, that an enumeration of the total number
of establishments and their industrial classification would be incomplete without
a proper description of what they produce and how they produce. It was important to
make an assessment of the limits of rigidity within which traditional skill operates. This could
be obtained by studying the caste, occupational, social and economic stratifications, the limitation
of credit and marketing facilities, the dominance of custom over contract, the persistence of
traditional tools and design forms, the physical limitations of transport, communication and
mobility, the inability to adopt new lines or adapt to changing circumstances. It was important
also to make an assessment of the limits of flexibility that traditional skill is capable of because
the transformation of traditional skills to modern skills is easier said than done and a thorough
study may well reveal that it is perhaps cheaper from the social point of view to develop
industrial skills from scratch than to try to graft traditional skill on alien soil. A rather tragic
case of failure to make what would on the face of it seem a minor adjustment cast its heavy
shadow on the nation when it was discovered that goldsmiths used to working on 22-carat gold
all their lives felt sadly helpless when asked to work on 14-carat, so narrow and unadaptable
were the limits of their skill and proficiency and so rudimentary the tools and equipment with
which they and their forefathers had worked. This fiscal accident revealed that tools are even

more important than skills.

An early opportunity was therefore taken in February 1960 to suggest to State Census
Superintendents, that the Census provided a unique opportunity for conducting and documenting
a survey of this kind. As such a survey was quite outside the usual terms of reference
of Census work it was thought prudent cautiously to feel one’s way with the thin end
of the wedge of what would, it was hoped, prove to be an exciting pursuit. It was therefore
considered the wiser course to wait until the State Census Offices felt so interested that they
would no longer take the inquiry as an imposition but rather want to do it on their own and ask
for the necessary staff and equipment. This office, too, inits turn, could make use of the
interval to organise and elaborate the design of inquiry in order to feed the appetite that work in
progress would serve to whet. Because it was a labour of love, sought to be unobtrusively
thrust on one’s colleagues and because the inquiry itself was so vast that normally it would
demand in any country as big a set-up, if separately established, as the Census organisation itself
and that over a much longer period, and because it was almost a pioneer venture, nothing
like it having been undertaken since the 1880’s, it was decided to move towards a build-up by
stages, to let the inquiry unfold itself only as fast as my colleagues chose to ask for more,
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Thus, in the first circular of 18 February 1960, it was suggested that the inquiry might be
conducted through the agency of the Development Department, the State Director of Industries,
the Director of Tribal Welfare, the Registrar of Cooperative Socicties, and other organisations
concerned with the promotion of houschold industry. A draft questionnaire containing 30
questions in three parts was recommended for canvassing. [t was suggested that information on
this questionnaire, village by village and arca by area, might either be obtained through the
regular departmental channels of the State Government, or through the newly set up Census
organisation, or through the hierarchy of the newlv-created Panchayvats.  Stress was laid on the
need of photographic documentation and illustration of designs, shapes and forms not only by
photographs but with the help of line drawings or sketches together with a full description of
the materia:s used.

Almost the whole of 1960 and the first half of 1961 were spent in organising and
taking the Census count, although several States even during this period had not allowed the
grass to grow under their feet but made exploratory studies and decided in  their minds how
the inquiry should be organised. A serics of regional conferences held in Trivandrum, Darjeeling
and Srinagar in May and June 1961 revealed much enthusiasm among State  Superintendents to
proceed with the survey. but the need of separate statf and equipment was felt at  the same time
as the realization dawned that this was much too serious an inquiry to be treated casually und
left to be achieved through the usual administrative channels and State Census Superintendents
proceeded to augment their stall’ with qualified resecarch and investigating oflicers, technicul
persons, photographers, artists, draughtsmen and other trained personnel.

This was followed by rapid progress in coordination between the Central and State
Census otlices in the matter of exchange and processing of information, documentation uand
investigation, of assisting each other with trained investigators and in editing and finalizing
drafts, layouts, presentations.

Mention has been made of a questionnaire in three parts and thirty questions.  The idea
was to make a beginning with empirical, analytical studies based on a structured questionnaire
which would replace general descriptive accounts that had obtained so fur.  The primary aim
was to obtain a picture as much of the artisan himself as of his craft, to obtain a perspective of
the artisan and his craft in his social and economic setting, the extent to which tradition bound
him and the winds of change ruffled him, the cextent of his mobility, and immobility, the
conditions of market, credit, new contacts and designs in which he operated, the frame (;I' new
as well as traditional producer-customer relationships in which he still worked, and how far he
was ready to pierce his own caste-tribe socio-economic cocoon and make a break through to
new opportunities promised by the Five Year Plans. The aim was to hold up the mir;m' 1
hereditary skills struggling with the dialectics of tradition and change.

O

Thus the first purt of the questionnaire, purporting to be a village schedule,
take account of the size and population of the village, its remoteness from  of
centres of trade and commeree, in short, the degree of isolation in which the
and the relative strengths of various communities in the village which
soctal interdependence and the prevalence of the JAJIMANI svstem.
devoted to artisan communities in the village; the several cuslcx' of
f;m.n,l'xes'm cach, the total number of workers, males and females, the extent of cooperative
activity among them. the extent of dependence upon employers and of wage or contract lah
There were questions on the raw materials used. the means of their proc;rcmcm Ii . d,(,mr'
extent of dependence on others for raw materials. the extent of the material th; - g ‘P”“'NC
handle within the limits of their skill.  There were other ¢ i e oan

‘ : Juestions on the exch
of designs. the use of colours, the ancientness of the
colonization of the craftsman. on patrons and custome

sought  to
proximity  to
artisan worked
would  afford clues o
The second part was
artisans.  the number of

can
: ange  and flow
craft and legends  associated. the
s and on social and  economic contact
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with the world inside and outside the village. There were specific questions on t'he workshop
itself and particularly the tools and the source of supply of these to‘ol‘s,. because it was felt that
tools decide everything and are the surest index of' mertness. or flexibility. Separate blocks of
questions were designed to bring out the ramifications of artisans castes throughout the country
and the ways they sustained themselves, the type of clientele t‘hey cater.ed for, the extent to
which they operated on money or barter or service, how specialised their craft was, how wide
the market, how dependent they were on their socially preordained clientele and how restricted
the latter was by the scemingly unalterable laws of social custom; the extent to which they
could operate in the open market, the range of their wares and the sizes to which these were
ordinarily restricted either by the limits of their own skill or the length of their customers’
pursestrings. Inquiries were to be made about the operation of middlemen and of cooperative
societies, the people who gave new designs and demanded new products. Finally the several
stages of production of the articles themselves were to be fully described including the final and
finishing stage and a list of very skilled craftsmen of each community was to be furnished. The
third part was devoted specially to tribal communities and designed to find out how self-sufficient
or dependent they were on the production and supply of manufactured goods, the extent to which
they produced themselves or depended on others, their contacts with other communities and the
specific forms of production and commerce through which these contacts were maintained.

Particular emphasis was laid on the need of obtaining as full an account as possible of
unique regional design differentiations as they reflect not only the very culture patterns of the
country but the persistent inventive faculties of the craftsmen. The importance was emphasised
of giving full attention to articles of domestic use as it is in their shapes, designs and forms
that the culture patterns and traditional skills persist most tenaciously.

Simultancously with the investigation of specific crafts, State Superintendents proceeded
to compile a comprehensive list of all types of handicrafts obtaining in their State. As for
the specific Crafts to be investigated several tables were devised from the structured questionnaire
in order to guide investigators toward pointed observation and analysis, to enable them to
write, not just general descriptions, but with their eye on the object and on facts.

Investigations conducted between September 1961 and May 1962, including a study
group of all States and the Social Studies Division in December 1961 at Delhi, stimulated many
of the States into going in for a much enlarged schedule. The revised village schedule itself,
the counterpart of the first part of the February 1960 schedule, contained 19 large sections
containing claborate and probing questions. The Family Schedule for practising artisan
families sivmilarlv contained 19 main questions each subdivided into many questions. The
Family Schedule for non-practising artisan families contained 21 questions. There were
schedules for the study of cooperative socictics, of production-cum-training centres, and of
consumer’s preference.  This enlarged schedule of investigation, in the formulation of which
the States themselves actively assisted, was  greatly welcomed.  The surveys that will appear in
this series will therefore consist of two main types: (a) thosc based on the original short
schedule and (b) those based on the much enlarged schedule.  In some cases Census Superin-
tendents felt enthused enough to scrap the work based on the original short schedule and do it
over again on the enlarged schedule. In the meantime much experience was gained on the
analvsis of facts and figures to cloth cach observation with plenty of authentic information so
that the reader could make his own judgement instead of being expected to sce all the time

through another pair of eyes.

This programme of survey of handicrafts and houschold industries has been fortified by
several ancillary surveys, each one of which would deserve major attention. Along with the
survey a compilation has been made of all handicraft centres in cach State and an inventory
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prepared of skilled craftsmen. Photographic and other documentation has been built up to
constitute what may now be regarded as the most considerable repository in the country.
Elaborate and accurate maps of craft centres in taluks. tehsils and districts are either ready or
under preparation. A full census of all fairs and festivals. weekly hats and markets, throughout
India, has been taken and is being published for the first time. Andhra Pradesh has embarked
upon a project of chronicling the social and religious antiquity ard uniqueness of every fair and
festival. A separate volume will be devoted to each district which promises to be of the utmost
value to sociologists and orientalists. A full and complete inventory, replete with sketches and
measurements of every object has been prepared of exhibits in  museums of tribal crafts in
India. There has been a fuairly satisfactory survey of houses and buildings, indigenous
architectural designs and use of local building material of the whole country.  All this has been
entirely a labour of love, patiently organised and executed under great strain and in :.iisregard
of health and comfort, for which ! tike this opportunity of expressing my appreciation and
grateful thanks to my colleagues.

New Delhi ASOK MITRA
July 30, 1964. Registrar General, India

PREFACE

Sri A. Mitra, Registrar General, India has in his foreword indicated how a study on
handicrafts was planned as part of the 1961 Census on an All India basis. Against this back-
ground, I will indicate briefly what has been done in Madras State.

In “Harijan dated 10th November, 1946, Mahatma Gandhi wrote as follows :

“The villagers should develop such a degree of skill that articles prepared by them should
command a ready market outside. When the villages are fully developed, there will be
no dearth of men with a high degree of skill and artistic talent. There will be village
posts. village artists, village architects, linguists and research workers. In short, there
will be nothing in life worth having which we will not have in village”.

It has been the pride of India that her arts and artisans have been well-known throughout
the world. It has also been the endeavour of the Government of India to preserve our crafts
and raise the economic standard of the artisans through various measures initiated during the
First and Second Five Year Plans. In a mixed economy, it is necessary to maintain a balance
between industrial development and the development of our village crafts and industries. This
volume is an attempt to study the conditions of handicrafts including village industries and
craftsmen of Madras State, on statistical basis. It will also be our endeavour to examine how
far the village of Gandhiji’s concept is being maintained in India and to what extent the crafts
could be sustained on a competitive basis, which in the long run will add variety and artistic
value to the various products which this State can produce.

This study was undertaken at the instance of Sri Asok Mitra, Registrar General, India.
The relevant extracts of the letter written by him in 1960 are reproduced below :

“You will recall that we have introduced special questions on household industry in the
household schedule and on establishment and workshops in the houselist in order to obtain a
frame for all types of industries in the country. There was of course, a special request from the
Ministry of Commerce and Industry in this regard, but from the census point of view, it is
important to assess the magnitude of the household industries and small establishments, so that
it can be related to livelihood of the population and enumeration of the total number of
establishments and their industrial classification would be incomplete without a proper description
of what they produce and how they produce. Census Organisation can well afford a compre-
hensive survey of a descriptive nature and 1 believe the Census really provides a unique oppor-
tunity for conducting such a survey.”

This volume entitled ‘Handicrafts and Artisans of Madras State’ is the result of his letter,
As the survey in this State was begun before the Social Studies Division was set up in New
Delhi, it has not been possible for me to follow the questionnaire evolved on an All India
basis. I have followed my own method of study. It was my intention to collect information
on all the Handicrafts practised in the State and build up tables for the State, district by
district and taluk by taluk. Some work was done in this direction. But the project had to be
given up because of the difficulty involved in conveying a proper concept of handicrafts to
different agencies filling in our schedules. So our attempt has been limited in preparing
monographs on selected industrics noted for their artistic appeal.

Detailed monographs on Silk-weaving of Kancheepuram, Palm-Leaf Products of
Manapad and Nagore, Art-metal wares of Thanjavur and Fine Mats of Pattamadai have
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been already published. The present volume is on “lcons in Stone and Metal”. Monographs
on the following have been prepared and will be issued in due course :

Woollen Druggets of Wallajapet

Glazed Pottery of Karigiri

Bell metal and Brass metal work of  Nachiarkoil
Wood carving of Madurai and Virudhunagar

Pl iy B

[t is also hoped that during the intercensal period more monographs will be prepared
on other handicrafts. This survey was rendered possible by the sympathetic attitude adopted
by the Government of Madras who directed the Director of Industries and Commerce, the
Registrar of Co-operative Societies, the Director of Information and Publicity and the
Director of Harijan Welfare to extend their full co-operation to me in the study.

This survey was conducted by Sri R. Jagannathan, Rescarch Assistant who has since
left the Department and joined the Indian Police Scrvice. 1 had also some assistance from
Sri J. R. Ramanathan, s.A.B.L. Deputy Superintendent of Census Operations.

I am grateful to Messrs. Janatha Printing and Publishing Co. Private Ltd., for having
printed this volume in record time. I do hope that this volume will be of interest to the

general reader.

P. K. NAMBIAR

BRON.:
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ICONS IN STONE AND METAL

CHAPTER |

INTRODUCTION

Origin of Concept

“Every Icon is at once a symbol and a representation:
the worshipper though he knows that the deity takes the
forms that are imagined by his worshippers is neverthe-
less persuaded that the form is like the deity.”

Dr. Ananda K Coomaraswamy
History of Indian and Indonesian Art.

It is difficult to indicate precisely the date of origin
of this craft in South India. For the proper Japprecia-
tion of the spiritual and religious background of this
art. it is. however. desirable to discuss its origin.
Tholkappivam. the carliest grammar in Tamil language
refers to the practice of setting up tombstones called
‘Veerakkal' at places where warriors were buried. It
cannot be said that these stones had the figure or image
of the warrior worked out in high relief but one ¢an
think with Mr. Rajamaniakanar that some sort of
imagery was known ut the time of Tholkappiyam whose
date is placed at 300 B. C. But this view is not suppor-
ted by archaelogical findings. Tholkappiyam has
further given the classification of land terrains in four
groups. viz,. "Kurinji.”" “Mullai”, "Palai” and “*Marud-
ham™ and has indicated that Murugan, Thirumal.
Korravai and Indiran are the presiding deities of these
four land types. These names are also mentioned in
Sangam literature such as "Agananooru™. We cannot,
however. conclude that these deities were actually
worshipped in their anthropomorphic image forms.

Literary evidence

2. The existence of temples during these times can,
however. be inferred from literary  evidences.  Poet
Uruthirankannanar indicates the lamentable condition
of a temple of his times in “Agananooru™. Much later,
Thirumangai Alwar refers in one of his pasurams to the
seventy temples which the Chola King Chenganan had
built during his reign. It is also stated in “Silappa-
dikaram™ that King Chenguttuvan had brought stones
from the Himalivas to make the image of Kannak.
We also find in the same clussic. elaborated descriptions
of Krishna. Thirumal the Lord of Tniruvengadam.
Murugan and Siva with his trident. It would be safe
to infer that these deities were worshipped in their

anthropomorphic forms and that the knowledge of
imagery  which was gencrally known to the arrcicm
Tamils was applied in making the image of gods. It is
not definite that stone and metal had been used exten-
sively in the making of images. The story of
Chenguttuvan bringing stone to make the inlzizze of
Kannaki may suggest the conclusion that imagcvrv in
stone was not unknown. It might also be possible that
mortar (sem& in Tamil) and brick were more extensively
used in the making of these images. In the poem of
Uruthirankannanar to which we have referred. the
descriptions strongly suggest that the temple was built
in brick and mortar. In the description of Kavirippum-
pattinam, “*“Manimekalai” mentions that during Indira
Vizha™, the palaces and public buildings of the city were
decorated with images made ol clay and mortjar and
poople were highly entertained by these decorations. |1
also refers to the prevailing practice in those times of
making the images of deities in clay, wood and stone
and of the painting of these imuages in walls by experts.
In the absence of any specific archacological evidence.
any attempt to establish the ancestry of this craft and
trace its origin during the sangam and pre-sangam period
based on available literary evidence cannot be sustained,

Development of Bhakti Cult

3. All that we can infer from the passages quoted
above is that the art of image making was known 1o
the carly Tamils and that image worship was not un-
known to them. The image might have been in stone
or clay. Historically. the centuries between 4th and
10th witnessed the development of bhakti-cult in
Tamilnad. The age of Alwars, which began with the
Povgai Alwar who is supposed to have lived during the
carly Sthcentury. extended to the end of the 9th ccn;ury.
This period witnessed the remarkable etflorescence of
Vaishnavite movement which manifested itself in 4
literary exuberance diffused with the feeling of devotion
to the Lord. The Saivite wing of the bhakti movement
also gathered momentum through the literary*outpouring
and preachings of Nayvanmars, and the carliest of thcm\_
Appar. lived in A, D. 600. Gnanasambandar who
followed him lived around A. D. 639. He was followe
by Sundaramoorty, Manickavachagar und a numbor of
other Nayanmars, The result of their teaching and
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activity was 4 deepening of religious fervour in the
society and conscious need for temples and activities
associated with temples.  The growth of many temples
in South Indit could be traced to the effect of the
bhakti movement manifesting itself in this period.

Role of Pallavas

4. With the establishment of the Pallavas in South,
we have authentic records to trace  the growth off
temples and the patronage of the Kings in the develop-
ment of the art of temple construction and imagery.
The Mandagapattu imseriptions (near Villupuram) of
Muhendravarman is the earliest of the Palluva inscrip-
tons. It contains one Sanskrit verse in four lines of
writing and mentions the creation of the temple
for Brahma. Iswura and Vishnu without brick, timber
and mortar.  The joy experienced by the monarch on
the completion of his fist attemipt of rock-urchitecture
iy clearly munifested 1n this short record. 1t could be
inferred from this record that the temples were built in
brick, timber and metal.  The era of stone architecture
which bore such rich fruits in the later period began
with this uand the stone inscription of Mandagapattu
has thus a symbolic significance.

The succeeding Pullava Kings showed cven greater
enthusiasm  in the construction and carving of temples.
The rock cut temples und rathas at Mamallapuram i. .
Mahabalipuram. Tiruchirapalli. Pallavaram, Mogalraja-
puram, Undevalli und Bhairavakonda give us living evi-
dence of Palluva interest in rock architecture. Structural
temples constituted the second phase of their activity.
The temples at Mamallapuram and Panamalai and the
temples of Kailasanath and  Vaikunta  Perumal at
Kanchi,  «ll belonging to  Rajasimha group are
the carliest structural temples in stone in South India.
This was followed by the Nandivarman group comp-
rising among others the Mukteswara and Matangeswara
at Kanchi and Viratteneswara at Tirutieni. They are
the carliest examples of stone temples constructed in
these purts and with them began the pioneering atiempts
which constituted an example for the later Cholas.

Role of Cholas

5. With the rise to power of the Vijayalaya dynasty
of Cholus in 846 A. D, a second phase in the architec-
tural style und constructional activity began.  No big
tenple has been built to the end of 10th century.  But
many small temples were built and many old temples
in brick und mortar were renovated in stone.  Though
the professed religion of the Kings was Saivism. no
murked  hostility was shown  towards  Vaishnavism.
Temples were bullt in commemoration of victories in
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wars and in memory of ancestors.  Whatever evidence
we have in the form of stone and copper inscriptions
show that Kines of Chola dynasty were patrons of
many temples. Thus, Vijavaliva built the temple at
Nuartamalai. The Balasubramanya temple at Kannanur
and  Nagewvara temple at Kumbakonam were  built
during the reign of Aditva I The Parantakas T and It
built a number of temples among which are the
Koranganatha temple @t Srinvasanallur and Moovar-
koil it Kodumbalur,  Sembuinmahadevs, the spouse of
Parantaka I figures prominently in many sasanis 48
the source of patronage of many temple renovations
and constructions. The record from Thirukkodikkaval
in Thanjavur district mentions the construction in stone
of the temple there by the great Queen-Mother in the
Ith year of her son's reign and the re-engraving on the
walls of the temple of the older inscriptions in loose
stones found there. She had thus preserved o poste-
ity as many as twentysix  inseriptions,  [neidentally.
the record refers to the widely prevalent trend at that
time of renosating carlier brick and mortar temples
in stone.  Inscriptions  from the temples at Uyyak-
kondan (known to the readers of Devaramas Thiruk-
karkkudi). Thirumudukunram, Thirumanancheri, Thiru-
vaiyaru and Thiruvenkadu reveal that these temples
received the benefits of Sembiunmaha Devi's patronage.
This period paved the way for stupendous achievements
of Raja Ruja and Rajendra. The Brahadeesvara
temple at Thanjavur was built during the reign of Raj
Raja [ and the temple at Gangar Konds Cholapuram
was built during the reign of Rujendran ; and the Dara-
suram temple during the reign of Raja Raja 1L These
magnificent achievements could not be repeated by the
later Cholas.  But their patronage took the form of
enlarging the existing structures and completing stone
renovation as can be seen in the construction of the
Siva temple at Thiruppuvanam and the Ranganathar
temple at Srirangam by Kulottunga.

The inscriptions we have described so far tell us only
about the activities of the Kings and Queens. It is
likely that there way sufficient religious fervour among
the people to support the royal patronage.  Further
such activity 1in temple construction would necessarily
create 4 demand for the services of architects and stone
masons. It was likely that festivals were cclchrut.cq in
all the temples with processions. Such intense religious
activity created the need for portable imuges which
could be carried from place to place. The origin of
bronze iconography could be traced to the period of
Cholas.  This inference is supported by the fact that
no authority would give a date earlier than the reign
of Cholas to ihe South Indian bronze icons. Stone
inscriptions found in many temples also revedl the fac,
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that there was the practice of installing images in these
temples by the order of the King or the Queen who
were generally the donors for such images. A temple
inscription in the famous temple of Thanjavur records
the installation of images of Raja Raja and his consort
in the temple. It can be inferred from this inscription
that besides the images of deities secular imagery in
metal was also known at that time.

Later Peried

6. Even after the decline of the Chola power. royal
patronage was extended to the art of making images in
stone and metal. The later Pandvas. the Naickers
and the Mahrattas extended as much patronage as the
Cholas. But instead of creating new temples the
activity was limited to the construction of ordinary
temples and renovation of old cones.  Even during the
British regime. the Chettiars of Nattukkottar, the
Polygars and petty chieftains of Mudras State did their
best to preserve the craft from extinction.  In no case.
however, could the monumental achievements of the
earlier attempts be repeated and the architecture and
sculpture of the later vears lacked the “elan vitale™ of
the Chola and Naicker pertods.

Kammalas - The Artisan Classes

7. The artisan classes engaged in the making of the
images are generally known us Sthapathis who belong
to the community of Viswakarmas known more popul-
arly as Kammalas in South India. In “Silapadi-
karam™ Kammalas are described to have accompanied
the King to instal the image in Kannaki's temple. The
word is perhaps derived from sanskrit *Karma’ mcaning
‘work™ and may have liter changed in popular usage
‘Kammalans Thurston. however. is of the view that
Kammalan is a corrupted form of the Tamil word.
Kannalan or Kannalar in support of which he cites
the occurrence of these words in Tamil poems such us
Thondemandala  Satakem and Er  Ezhupathu.
Kannalan denotes one who rules the eve or one who
gives the eve. When an image is made. its consecration
takes place at the temple.  Towards the close of the
ceremonial. the Kammalan who makes the image
comes forward and carves out the eves of the image.
The namc is alvo said to refer to those who make
articles pleasing 1o the exes. The fuct is that not only
stone masons but other artisans such as Tachan and
Kollan are included in the caste of Kammalans and
this gives support to the view expressed carlier. The
Tamil Kammalas are to be found in three endogamous
territorial groups. Pandra, Chola and Kongu. The
Pandyas live principally in Mudurai. Tirunelveli dist-
ricts, the Cholas in Tiruckirapalli. North and South
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Arcot districts and Madras. The Kongas are chiefly
found in Salem and Coimbatore districts. In some
places, there are still further sub-divisions of territorial
origin.

Social status of Kammalas

8. The Kammalans are made up of five occupational
sections viz, Tattan, Kannan, Tachen, Kal Tachen and
Kollen or Karuman. The name Panchala which is
sometimes used by the Tamil as well as the Kanarese
artisan classes has reference to the five-fold occupations.
The various sections inter-marry but the Goldsmiths
have especially in towns, ceased to inter-marry with
Blacksmiths. The Kammalas, claiming to be Brahmins.
have adopted brahminical gotras and the five sections
have five gotras called Visvagu, Janaka. Ahima,
Janardhana and Ubendra after certain rishis. In spite
of the useful function which Kammalans had in society.
their status was always low in that society dominated
by priestly and martial classes. Silappadikaram has
referred to them as Sirappudaikkammiyar thereby
suggesting that Kammiyars had distinct social status in
that society. This referred to second century B. C.
From whatever evidence we have of later years. it is
evident that the status of Kammalans went down
appreciably.  From the myths and legends narrated
about Kammalans and from a reading of the inscrip-
tions of those days we have to conclude that in the
later centuries the social status of Kammalans was
decidedly low. Many social indignities were imposed
on them and many rights which the upper classes
usually enjoyed were withheld from them. There were
quarrels between the Kammalas and the Vellalas.
Thurston records a story according to which the
Vellalas once claimed the Kammalas as their jathippil-
laigal or caste dependents and the Kammalan refused
to accept this status. The fight over this issue became
so serious that the King of Kancheepuram had to
enquire into it which he did by ranging these two castes
and their followers on opposite sides. The Kammalans
stood on the left and the Vellalas on the right. From
that day onwards, the Kammalans came to be known
as ldengaiyars. The King's decree went in favour of
the Vellalas and the Kammalas had to accept their
status as Vellalas' jathippillaigal.  Later. this led to the
setting up of separate mandapams, temples and dancing
girls for them who were not allowed access to the
regular institution intended for the right hand Vellalas.
Dancing  gicls of the right hand faction would not
perform before them; musicians of the right hand
faction would not play in their houses. The Kammal-
ans were not allowed to ride in palanquins. Elsewhere
in some villages, separate quarters were set up for the
Kammalas. Some of the ordinary rights enjoyed by
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the Kummatans could be done <o only with the per-
mission of the King.  From Karur in the Tiruchirapalli
distret and Perur in Coimbatore  district. we have
records o e time of Kongu Chola rater registering
the privileges secorded o the Kammalas of the Vengala
Nade and Thern Konge and artisans elsewhere. These
pri-ileges included the blowing of two conches. the
desting of drums at domestic oceurrences, good and
Pk the use of wioes when they went oat: and plaster-
mg the walls wal tie plaster. The construction of
Aodses Wit two storers and with double doors as well
a5 the right to decorate the front of their houses with
garlands of waterliit ~ I8 another concession granted
tobemy Imseriptor, O UA2Y AL D, from Ambasami-
arart om Tirunebvelt district record  the orders of
Muthuveerappu,  prohibitine  the five divisions ol
Kammiheo from Being communal feHowship, Ming.
amnie the queen regort of Mudorad, is said to ll(k\\\‘
granted w0 cadjun sasanam authorising them o folow
the rites prescribed ror Brobmins in regard to Upakurma.
Al these inseriptions indicete that no distinetive social
stutus wes enjoved b Kummualas  throughout  the
conturies in spite of the usetol and vital work they did
for the <ocitv. The Kammalas heenly felt their fow
status in society. During thie centuries they des cloped
« ~ortoof anferiorny complex which made them rosent
theslightest slur on their caste

Origin of Kammalas

9 Many legends and netitious stories Rt e ained
currency in populur tradition wbout the origin of this
caste.  An unconscious attempt has been made o
clevate the tatus of this caste by associating it with
wzendarn steries and mvthicd! rishis and Kings, These
stories were intended to give them u t'cclix;u of selt-
importance which they could not get from th; renlities
m, soctal hife. Thus the stor. s told recounting the
x‘\ngin:x‘. cste from rishi Viswakurma who \-,i(l‘n' five
fuces. three eses wind ten arms was born out of the
third eve of Shva and was blessed by him to be the
presiding deity of all urtisan work on carth. Five sons
were born to him from his five faces.  They were Silpr,
Manu, \h_\‘;m. Dy .stu wind Pandasva. Silpi was ordained
o w ork» mostenes Mant in ron, Mavan in wood,
Dwiste v prectons metals and Pandava in brass and
brorize. Tharston records o simitar legend with minor
vartations. CViswakarma” s said to have had five
>on-. vize Manu. Maya. Silpi. Dwashtra and Daivagena.
1 hx':\c five sons were the originators of the five erafts
whict: their descendants severadly follow, Accordingly.
some engaee in smithy waork, and are called Manus :n‘.'u‘
others in their turn devete their

; attention to carpentry.
Fhese dre named Muvas, '

Others again who work on
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stone are known as Silpis. Those who do metal work
are called Dwashtras and those who are engaged in the
making of jewellery wre known as Daivagnas. According
to other legend, rishi Kushyape had two wives, Thitht
and Athithi.  Two sons were bora to him. Mayan of
his wite Thithi, Vaivasvathen of  his wife Athithi.
Vaivasvathen married Sagn.e and Sava, daughters of
Viswakarman and had three sons, Vanvaswatha Manu,
Yama and  Sani and  two  daughters  Thapathi and
Yamuna,  Masan, the hall’ brother of Vaivessathan
was the architect on carth while Viswakarma was the
archatect i heaven. Muavan and his successors were
routed by Dwuastha, son of Viswakarma, and consequen-
ty took to the ~ervice of the Rakshasas. When these
Rukshasas telll they (the descendants of Mavan; came
back to the service of men bt as jathippitlas or caste
dependents of  the successors  of Viswakarma.  The
Agamas are —al to be the works of Viswakarma
whercis the Silpasistras were the work of Mavan. The
many  discrepancies between  the Agamas  and  the
Silpasastras  regarding  architectural and  sculptural
preseriptions ate cited in support of the above legend.

Sthapathis among Kammalans

10, The Kammalans called  themselhves Viswakula
Brahmins and followed Brahmin ways of living and
ceremonies.  They culied themselves acharis and pattars
which are the corrupted forms of brahiminical titles
Acharva and Bhatta and claimed @ knowledge of the
Vedas.  As the Brahmin priests refused to ofliciate in
their houses. they created their own priests. Though
the Kammalus calied themselves Brahmins and claimed
an  ancient and  lofts  descent. the Non-Brahmins i
general did not accept their claims wnd the Kammalans
never enjosed the status of the priestly and martial
classes.  As Mr. H.o A Stewart observes. Uit 1y not
ditticult to account tor the posttion held by the
Kammalans for it must be remembered that in these
carbv times the military castes in India as elsewhere
looked down upon all engaged i lubour: whether skill-
od or otherwine. With the decline of the military power.
however, it was natural that o useful caste like the
Kammalans should generally improve its position and
the reaction from  their long oppression had led them
to make the exaggerated claims which ure ridiculed by
cvery other caste, hieh and ow.” Sthapathis have,
however. enjoved a higher stats among the Viswakar-
mas and have been traditionath weeepted more freely
by the higher castes The constrection of temples and
the making of vigrahas required @ hnowledge of the
Aguruts and  the Silpasastras which were mainly in
Sanskrit. - Sanskrit has therefore tormed a bond be-
tween the priestly clusses and the clite of the artisan
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classes. viz., Viswakarma as a result of which some
brahminical culture was transmitted to the latter. The
Silpasastras also demand of a Sthapathi. knowledge of
the sastras and versatility in related arts,

Sthapathis and other artisans

11. This background has given this community an
exaggerated idea of their own importance and achieve-
ments with its natural reaction viz.. a tendency to show
off before other castes. Though they belong to the
same traditional caste as other artisans, Sthapathis form
a different class functionally. They are not merely
stone carvers or metal workers but are something more.
Their sway extends both in the realms of conception
and of execution of the design and they are artists and
craftsmen at the same time. They should be well
versed in theory and practice of their craft and should
be capable of taking charge independently of the
execution of architectural pieces. It is his capacity for
conceiving and exccuting of the design which has
clevated the  Stapathis from the rank of ordinary
craftsmen. No doubt in actual execution, they are
helped by the common crafismen.  The Silpasastras
have divided the group of workers into four categorics
viz.. Sthapathi. Sutragrahi. Vaiteki and Dakshagen. It
has given the pride of place to the Sthapathis and would
not admit any one into their ranks who is not accompli-
shed in the art of construction and in the related spheres
of music. dancing. painting. mathematics and religion.
The word Sthapathi is not a caste suflix but a func-
tional term derived from Sthepanam or Sthapithem. The
word is not found in any of the Chola inscriptions and
cven to-day the caste title of Sthapthis arc either
acharyas or bhattas.  Generully. the names of archi-
tects who have built temples or images are not handed
down to posterity.  Only some inscriptions do make a
passing reference to the architects or sculptors who
built a particular temple or made a particular image.
One inscription mentions a few silpis who made the
Mahabalipuram sculptures as follows

. Kevadha Peruntachahen
2. Bhavya Mizhippan

3 Sata Mukhyan

4. Kalibam

5. Tiruvotrisur Abajer

6. Kollan Semagan

Another inseripticr: of the ume of - Kulothunga I
mentions the nume of the architect who built the
Mahadeva temple at Purnai as Chandrasehharan Rav
who was known by the title Cholendre Simha Asarr
A third nseription of the Rugendra Chola's reign
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mentions the architect who renovated the Thiruvotriyur
temple as Ravi with the title of Veerachola Tachchan

Emergence of Sthapathis

12. The word Sthapathi is not mentioned in anv
of these inscriptions and they are known by term-s
Achari and Tachun which are titles conferred on them.
Al were  self-assumed.  Further, they reflect the
stationing of these artisans among a section of the
traditional artisan classcs. Interest shown by the
Pallava Kings and the Chola Kings in the constfuction
of new temples and the renovation of old ones in stones
may be responsible for the emergence of the distinct
class of craftsmen who came to be known later as
Sthapathis. It is also possible that the many Silpa-
«astras werc prepared during this period. Some liter-
ature about construction had existed even during the
earlier ages. But nothing definite is known about?hcir
nature and contents. The texts of Silpasastras that
have been preserved after surviving the ravages of time
are now attributed to a much later age.

The Skill of Sthapathis

13. Artisans werc then known by the kingdom
from which they hailed.  This tradition has cont?nued
unbroken till to-day. Sthapathis are known as Chola
Sthapathi, Pandya Sthapathi or Kongu Sthapathi
according as they belong to the Chola desa, Pandva
desa or Kongu desa. No rigidity was however observ.ed
in employing the Sthapathis and movement from one
place to another was part of the normal life of the
Sthapathis. It was so then and is still among
many  Sthapathi families.  though some wh;
exclusively do metal work show a tendency to work at a
settled place. Normally. they used to move from place to
place doing Thiruppani work and would be awav from
their homes for a number of vears at a stretch. I.n these
long sojourns they took their families with them and
settled down at new places whenever adequate  oppor-
tunities were available  The boundaries of kingdoms or
the change of dynasties formed no barriers to their
movements. The story of a Chozha Sthapathi who was
an cxpert arusan s typical of the Sthapathis in those
days and s also incidentally an illustration of the
jealousies and vanities from which even the religious-
minded kings werc not free. The Sthapathi was
commissioned by a Chola king to make the imase of
Nataraja in pure gold. When the metal did not run
into the cast, the king and the Sthapathi were both
perplexed.  Siva himiself appearced before the Sthapathi
and asked him to add a little copper to the gold so
that the metal might run casily into the cast.  When
the king suspected the integrity of the Sthapathi, he
felt insulted, left Chola desa and went o the Jand of
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Pandyas where he adorned the temples at Chepparai,
Karisoolnthamangalam and Kattarimangalam with
beautiful images. The beauty of these images was so
striking that the king who commissioned these images
was seized with the fear that the Sthapathi might re-
produce them at other places too and so ordered his
hands to be cut off. Despite the loss of his limbs, the
Sthapathi managed to make another image of Nataraja
which was installed at Karivaiyur and which s
worshipped to this day. The present Sthapathis of
Karivaiyur claim descent from this ancient Sthapathi
from Chola desa

Learning of the Art by Sthapathis

14. Such movements from place to place for work
undoubtedly contributed to an unsettled condition in
the life of the Sthapathis. But it has helped in the
transmission of the tradition and experience from one
part of the country to another and from one generation
to another. Sthapathis are trained for the work from
cradle. The experience und skill required to plan the
construction of a temple or to carve a beautiful image
within a piece of rough stone cannot be acquired in a
year or two. The son begins to help his father as soon
as he can and as he helps he learns. The constant
observation of his father in his attempts in soft stones,
wood, wax and metals trained his mind and hands
from an early age in the art of image making. He
learns the theory of his work unconsciously and the
knowledge and experience of his father which represents
the effort of alife time would be transmitted to the
son without any deliberate attempt to learn. He then
goes for a period of apprenticeship under some other
Sthapathi. learning whatever he can from his new
master. That is how a perfect artisan is evolved in
course of time.

Sthapathis making Stone Idols

15. Icon workers in the State can be grouped into
two categories. those who vork exclusively in stone
and those who work only in metal. Stonc workers
are to be found in many places in Madras. We have
made a complete enumeration of all the stone workers.
This has been done by sending a standard questionnaire
to each Sthapathi known for his work and getting it
filled by him. We have compiled as an Appendix
to this volume a list of Sthapathis working in stone
and distributed in Madras State giving all the parti-
culars as they are given by the Sthapathis. We have
not checked any of the statements made by the Sthapa-
this and we consider that they are true to facts and we
will be making some comments on this in the later part
of this volume. As will be seen, Karivelunkulam in
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lirunelvel district and Myladi in Kanyakumari district
are two places where there is some concentration of
Stapathis and stone workers. With onc or two excep-
tions the Sthapathis belong to the  Viswakarma
community.

Sthapathis making Bronze Images

6. The metal workers are concentrated in and
around Swamimalai.  There are 22 Sthapathi families
working in metal (bronze). 17 of them working at
Swamimalai, one at Thiruvalenchuli near Swamimalai,
one at Thanjavur. two at Thiruvidamarudhur and
one at Kumbakonam. The Sthapathis at places other
then Swamimalai were also the residents of Swamimalai
and they have moved away from their ancestral home
in search of work. They all belong to the Viswakarma
community and they claim that they belong to the
same gotra. Their marital alliances are always arranged
with the other Viswakarma branches of Goldsmiths and
Silversmiths of Thanjavur and Kumbakonam. This is
another evidence of their common ancestry.

Metal Workers at Swamimalai

1 7. The reason for the concentration of metal workers
at Swamimalai is lost in antiquity. The oral tradition
has it that the present day Sthapathis are the successors
of one Akora Bhadra Acharya who came to Swami-
malai and settled in that place after the construction
of the Swamimalai temple.  The age of Agora Bhadra
or his arrival at Swamimalai ts, however. uncertain.
Out of the 17 families resident at Swamimalai, 26
members actually take part in the work in the Pattarai
or workshop. The labour of the female members is
seldom used in production of icons. A Pattarai or a
workshop may be taken as a unit.  Every Pattarai  has
a Sthapathi who is a master craftsman: sometimes  two
or three members of the same family may work in a
Pattarai. Brothers living in the same household  may
be having different Pattarais  Besides the  Sthapathi,
labour will be hired to work in the Pattarai. At the
time of our survey, there were 21 of these labourers
working in different Pattarais.  They do not belong 1o
the Sthapathi family and not always to the Viswakarma
community.  Often. they are drawn from various other
castes like Vanivans. Kakaliyars and  Pattunoolkarans
who have found that work in the new job is rewarding.
The number who are actually found working in the
Pattarais at the time of our survey i~ likely to be less
than the number which will constitute the reserve for
the workers.  Whenever contracts come in and  addi-
tional labour is required. such libour will be always
forthcoming. Sometimes as many as 15 lubourers will
be employed in a Pattarai.  Not all of them are equally
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efficient or skilled. Some. due to long association with
the sequences of the craft are able to assist the Stha-
pathi in such operations as the pouring of the metal
cast. Many of these are employed permanently.
Others are skilled in varving degrees and are employed
only when there is need for their labour in the Pattarai.
The actual modelling of the image in wax is still done
only by the Sthapathi and the final touches to the metal
cast are also given by him. No Sthapathi works in
other Pattarais permanently for wages. The wage rates
for the non-Sthapathi craftsmen range between two
and three rupees per day, depending upon their
experience. The Sthapathi workers whenever they go
for wage work are paid between four and six rupees

per day.

Swamimalai

1&. Swamimalar is a village on the banks of the river
Cauvery, four miles west of Kumbakonam in Thanjavur
district. It is an important pilgrim centre and has a
Population of 5.000. Swamimalai is famous for its
beautifu] temple. with Lord “Subramanya’ as the pre-
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siding deity. Itis said to be one of the six specially sacred
temples in which this God is worshipped. Lord Subra-
manya is worshipped as ‘‘Kartikeya™ in North. Other
reputed temples of Lord Subramanya in South India
are Pazhani, Tiruchendur, Pazhamudircholai (Alagar
Malai). Tiruthani and Thiruparangunram. Remarkable
specimens of bronze icons noted for their pleasing form
and perfection and facial expression are manufactured

at Swamimalai.

Institutes producing Icons

19. Generally, every establishment is a hereditary
one and is handed over from one generation to another’.
The establishment included a training centre run by the
Madras State Industries and Commerce Depart;nem
with the assistance of the All India Handicrafts Board
for imparting training to young members of the tradi-
tional families with a view to preserve their tradition. A
Cooperative Society, the main object of which is the
improvement of icon manufacturing industry by provi-
ding encouragement of the production of icons. is also

functioning.



CHAPTER 11

BRONZE ICONS OF SWAMIMALAIL

PRODUCTION TECHNIQUE
Making of Metal Image, as described in Manasara

Metal icons are produced in what is traditionaily
known as the Madhu Chistam or cire perdue casting
technique. A description of this technique iy found in
the ancient text of Manusara, which is worth quoting.

“According to the Navatali measurements the expert
should first prepare the image in wax complete with
all the limbs. vellowish in colour, beautiful to look at
and with weapons and arms as prescribed.

After placing the wax tubes of the length of the
dhatura flowers on the back. on the shoulders and on
the neck or the crown of the image, the artist should
besmear the image with refined clay.

To clay should be added charred husk, finely
rubbed. cotton severed a hundred times and a tittle salt
finely powdered. All these when mixed with clay.
should be tinel* ground on a smooth stonc, and the
paste should be applicd three times and around the
image. The first layver of clay should be transparent
and thin and should be dried up in the shade.  After a
couple of days u second layer should be applicd. When
dry again there should be the third coating thickly
applied.

One should besmear the whole image with clay
leaving the mouths of the tubes open and the wise men
should dry up the clay coating with caution and
judgment.

The expert should first (i.¢. before beginning the
process mentioned) take the weight of the wax content
of the image which hus to be made th brass, or copper
or silver or gold.

Brass and copper should be taken ten times that of
wax; silver twelve times: and gold sixteen times, Then
one should encusz tne metal cither gold or one that
15 desired with ¢iay wnd coconut shaped crucible (thus
formed) should be dricd up in the aforesaid manner.

Next one should melt away the wax from the mould
by heating (the mouald) in fire: and should afterwards
heat the crucible in cinders.

Brass and copper melt surely with the help of cinders
just kindled. Silver melts with gluring cinders. while
gold with cinders fluming fivefold.

After making a hole with an iron on the top of the
crucible and holding it tightly with a pair of tongs one
should bring the heated crucibles out of the cinders.

One should place a burning wick in the mouth of the
tubes of the heated image.

The adjacent fire should be put out for the purpose
of cooling the moutd with the molten metal. When
image gets naturally cool, the expert should break up
the clay mould very carefully.

Then the metal image thus prepared verily resembles
that in wax cndowed with similar limbs and details.
When there s seen anything superfluous that should be
put right with charemi. the tubes should also be cut
away and after that the tmage would have to be
finished.

After making the image by this method, the king
should install it on an auspicious day according to the
usual rites and should otfer datly worship to it.”

The technique of icon casting as practised by the
Sthapathis of Swamimalai s In no sense an improyvement
on what is described in Manasara.  The tradition and
technique have survived unchanged.

Ignorance of Silpasastra by Sthapathis

2. The work of making an imuge in bronze can be
divided into four different stages which are as follows :-

I Modelling the image in wax.

2 Preparing a clay mould out of the wax model.
3 Making a metal cast from the ¢luy mould.
Finishing and polishing. '

-

Every derty has a “dhyana sloka™ in Sanskrit laying
down for the guidance of the Sthupathi firstly the
spiritual meaning and secondly the physical attributes
of the deity und an average Sthapathi will know some
dhyana slokas by heart. They will represent the moortis
which he normally mukes or which he knows. 114
specifications have been 1id down.  He also knows
from his general experience the  proportions of the
lengths of the different parts of the body to the total
height.  He then makes the image using his imagination
and according to the tradinonal practice followed by
his famulv.  He does not know any  Silpasastra.
Curiously enough. in the course of our survey, we have

O

R

t

AT WORK PREPARING THE Z/AX MOULL



progress. The Sthapathi
arts of the model in wax and then works
the proportions of the lengths of the different

The first stage of the work viz., preparation of the wax model in

first mukes out a rough outline of the different p
out the detailss  He knows from hisjexperience.
parts of the body to the total height.



Note the young apprentice assisting the Stharathi.

A closer view of the operation.
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The Sthapathi has to make the wax flexible by frequentiy exposing it to the heat of the
glowing cinders, kept ready by his side.
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come across only two Sthapathis who have claimed any
knowledge of the Silpasastra and who could produce a
copy of Silpasastra. It was a manuscript copy of
Kashyapam, with some Chapters missing. Even those
who possess, do not understand the different manas or
measurements indicated therein. Not a single Stha-
pathi knows anything about the uses of lambamana or
plumb line measurements in the actual making of their
images. They have not heard of Lambaphalaka
desctibed in the Silpasastras as the board used for
determining the plumbline measurements.

Absence of Religious Practices

3. No longer does the making of an image seem to
be associated in the mind of the Sthapathi with religious
feeling or fervour. We had a detailed discussion with
the Sthapathi on this point. Assome others have
recorded that the preparation of icon is a process
involving religious faith, they have told us that they
observed religious practices only to the extent in which
the persons who have placed the order was interested
in religion. Now-a-days when these icons are produced
for commercial purposes, they do not have the time or
facility to observe any religious rites in connection with
the casting of the icons. No sankalpa is undertaken,
none of the sixteen similarities required for the making
of an image by the agamas ascertained, no auspicious
day or hour fixed for starting the image and no formal
dhyana or japa is made by the Sthapathi who makes
the images. Many do not know of the existence of
such formalities. The few who know do not care to
observe even when they make images specifically
intended for worship unless the party so desires.
Many were clearly baflled when asked how they would
proceed to make a complieated image like Kankala or
Gajasamhara should an order be received for them.
The answer was that either it should be given to an
elder Sthapathi or it should be accompanied by pictures
or photographs. By practice, the Sthapathi knows
the proportions of the various parts of the body to the
total height. The dhvana slokas prescribed. the
ornaments. weapons, the posture and attitude of the
arms and legs. With the aid of this and using his
imagination, he proceeds to make the model of the
moorty in wax which is the first stage in the craft

sequence.

Making of wax slabs or rods

4. The materials required for the making of the wax
model are discussed below :

(1) Wax: The wax generally used is beeswax,
called “Thenmezhugu™ in Tamil. Thiscan be purchased

2

. 9
in the local market at Kumbakonam at Rs 9/-per visss
or five seers. Pure wax cannot be used for modelling as
it is semi-transparent and too flexible. Kunkiliyan is
added to the bees-wax which slightly hardens the wax.
It makes it easier to do the modelling. A mixture of
Kunkiliyan and beeswax nearly in the ratio of 1 : 1 is
melted in an earthen basin with a little ground-nut oil.
The molten alloy is filtered through sieve into a basin
of cold water. This removes the floating impurities in
the molten wax. The wax solidifies in the cold water.
It is then transferred to a basin of lukewarm water,
when the wax becomes slightly flexible. In this stage,
itis rolled up into slabs and rods which can be later
handled easily. This mixture is known as ‘“‘Mezhugu”

(Guys)

Preparation of wax models

(2) Spatulas: In the icon-caster’s parlance, they
are known as Mezhugu kuchi (6lwy@ @&4) since they
are used in the making of the wax models. They are
generally made of sandalwood and vary in sizes deter-
mined by the requirements of the man who handles
them. The spatulas have a broad middle section and
tapering ends. They are also made of steel in which
case they have a cloth covering. With these, the
Sthapathi proceeds to work out the wax model. The
torso and the head are modelled separately and united
later. He uses what is known as ““Odi-olai’’ which is
the stretch of thin palm-leaf corresponding in length to
the total length of the moorty, and marked into 120
equal parts or angulas. The Sthapathi first makes out
the rough outline in wax of the different parts of the
body of icon by hand. He then works out the details
laboriously with the help of the spatulas as much as an
artist works out his model in clay. While the artist has
the advantage of having his clay ever flexible, the
Sthapathi has to make his wax flexible frequently by
exposing it to glowing cinders kept ready by his side.
The modelling can never be complete. The details
like ornaments are modelled only in outline. The
features of the face, limb and the torso are also not
modelled in their completeness. Where there should
be four fingers in the hand, the Sthapathi only makes
a lump of wax which after casting will become a lump
of metal from out of which the Sthapathi chisels out
the fingers. Where there should be a hara, or the
chennairra, the Sthapathi makes in wax a raised rim
and works out with hammer and chisel the ornament
after the cast. The bigger the image, the more detailed

and complete is the modelling.
The Sthapathi, however, aims at a type of complete-

ness in his wax modelling. The basic attitudes of the
limbs. the torso and the face should be achieved in ihe
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wax model itself. It can never be changed when it is
transferred into a metal cast.  The quality of the final
product depends upon the experience and the extent to
which he has the capacity to visualise the inner qualties
of the image. The greater the care and concentration
he employs at this stage the lesser the time and labour
that will be spent later to re-model his mctal image
with hammer and chisel.

Making of Clay-Moulds

5. (1) When the wax model or the replica, as it is
called in the casting parlance, is completed. he fixes
the image on a wax base : and attaches to the base a
wax rod ending in a funnel shaped flange. This is the
runner. [t serves as an egress for the molten wax
when it s drained out and an ingress for pouring the
molten matal.  The Sthapathi also attaches wax rods
connecting different portions of the image to facilitate
the easy running of the metal into various parts simul-
taneously. Such rods also provide additional support
to the image in their metal shape when the Sthapathi
works with the hammer and chisel on the image.
This completes the preparation of the model. The
next step is the making of a clay mould out of the wax
model. This operation is known as “Mankattal”
wsr sl s, The clay or the mould is prepared in
different ways for different castings. For the first three
recastings fine loam s ground into a paste with
charred husk and cowdung. The Sthapathi covers the
entire surface of the wax model with this paste., which
for the first coating, is applied in a semi solution form.
The mud is then allowed to dry. A second coating 1s
applied over it and the process repeated thrice or four
times till a fine even layer of loam is spread out over
the entire surface of the wax replica. The Sthapathi
sees to it that no part of the wax replica escapes its
coating of clay and that air-bubbles are moved. This
is the clay surface that preserves the details of the wax
model when the model itself is run-out and this is the
surfuce which comes into contact with the molten
metal when the latter is poured. It must, therefore, at
once be of a fine texture to preserve the intricate
details of the modelling and strong enough to with-
stand the hot liquid metal when it is poured into it.
This 15> achieved by upplying the loam in the form of
a thick solution at the first coating and the addition of
cowdung and husk to the clay for the second coating.

Encasing the Wax Model in Clay

(2)  The model is then encased in layers of coarser
clay.  Three successive layers of such clay are applied
to tic replica, each successive layer becoming coarser
and bulkier than the one before. After the application of

ICONS IN STONE AND METAL

each layer of sand mixed clay, it is allowed to dry
completely before the next coating is applied. And
after the second coating. fine steel is wound round the
entire piece before the third coating of mud Is applied-
If the picce s of a big size the steel rods are also
embedded in the mould before a third coating of mud
is applied. After such coating, care v taken to
preserve intact the wax-orifice that serves both as
runner and a vent.

Draining off of the Wax

6. (1) After the mould is suthiciently dry and strong
to withstand the subsequent operations. the Sthapathi
proceeds to drain off the wax of the mould.  He heats
the mould over a drafted ground furnace called Ulai
(» &) when the wax in the mould melts and runs out.
The Sthapathi carefully collects the wax that is thus
drained out and weighs them to ascertain the quantity
of metal required for the operation. The metal gene-
rally is ten times che weight of wax. Having thus
carefully prepared the mould. called significantly
Tamil as the Karuvu (&ma)), the Sthapathi proceeds
to the next step in the craft-sequence, namely. the pour.
The materials required for the pour are as follows

Composition of the pour

7. (a) The metal: Generally, the metal used is an
alloy of copper. brass and lead. Copper by itself would
not give a good colour; neither would 1t melt easily
and run smoothlv.  The addition of brass to copper
gives a better colour and lowers its melting point.
But an alloy of brass and copper would not run casily
and it would be diflicult to work on it later with
hammer and chisels. Therefore a little lead is added
to the alloy. lead smoothens the pour and imparts
a flexibility called “Nyppu™ (s in Tamil to the
metallic surface. rendering it easy to work on with
chisel and hammer. Nermalhy, the alloy contains
copper. brass and lead in the ratio of 20:5: 1. The
Sthapathis buy these metals from the retailers of old
vessels at Kumbakonam.  The merchants  collect
copper, brass and lead vessels from the households
and sell them as scraps to the Sthapatins. The price
prevailing at the time of the survey was Rs 50 - for
40 seers of copper, Rs. 46 - per 40 szers of brass and
Rs. 20 - per forty seers of lead (40 seers =8 Viss = | local
maund or about 25 Ibs.)

(b)  The ceramic crucibles: (Kuvai zevai). These
arce used for melting the metals.  They come generally
from Rujahmundry. A crucible that can m:lt about
80 seers of metal costs about Rs. 9 and can generally
be used for 6 pours after which it has to be discarded.

After the preparation of the wax model or the replica, hie proceeds to prepare the clay mould.  The entire surface

of the wax model is coated with a nice paste of clay and successive coatings of mud and clay are applied tll the entire

wax model is firmhy enclosed within the clay-mould.  This clay mould preserves the broad details of the wax model.

The runner or the funnel at the bottom of the clay mould is left open to allow molten wax to drain out and for

pouring in the molten metal. while casting the metal image. After the clay mould is dried up. it is heated in the oven.
) Picture shows the clay moulds in the oven ready for heating,



The ceramic crucibles which are

used for melting the metals,
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i aps of metal are added to the
The metal is being melted in the crucibles.  Fresh scraps of metal are added to the

molten allov in the crucibles and heated tifl the entire alloy melts into a thick red-hot liquid.
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The molten metal is poured in such a thin stream that
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(c) The furnace: or e-& : The furnace is generally
a rectangular pit. 5 feet x 14 feet and 2 feet deep, with
brick linings and brick flooring. A blower is connected
to it at one end. Each pattarai will have generally
two or three such furnaces of different sizes.

(d) The fuel : Coke is used for melting the metal.
This is obtained in the local market at the rate of
Rs. 3- per maund. Dung cakes and firewood are

used for heating the mould.

(¢) Prongs—&£Ba4: These are used for lifting the
crucibles out of the furnace and for pouring the metal
into the mould. They have long handles and are

three to four feet long.

Heating of the mould

8  The mould or Karuvu smey is first heated. A
rough kiln is built up round the mould and the fire
kept up by burning the dung cakes and firewood till
the whole mould becomes a cherry red. This is to
harden the mould and to expel any trace of moisture.
The red hot mould is then buried in earth up to the
mouth of the orifice. so that it will remain in a firm,
upright position when the hot liquid metal is poured
into it. It will also prevent the sudden and premature
cooling of the molten metal after it has filled the
replica’s empty chamber and thus cause the inner wall
of the outer mould bearing the all-important negative
impression of the replica to contract and explode.

Preparation of the metal

9 Simultaneously with the above. the metal is

prepared.  Scraps of brass. copper and lead are put
and melted to white heat

les with the scraps of
and covered

together in ceramic crucibles
in the coke furnace. The crucib
metal are kept on the floor of the furnace
with coke. The blower is then operated sending blasts
of air into the furnace and keeping the coke in flames.
Periodically, fresh scraps of metals are added to the
molten alloy in the crucibles and the operation rcpeated
tll the required quantity of metal is melted.

Pouring the metal

10. The crucibles are then lifted out of the furnace
with the help of the long-handled prongs and the hot
metal poured into the red hot mould. A circular ring
of rags called “Mugawum’™ (pesgef} is placed at
the moment of the pour around the orifice to prevent
the metal from spilling and as a support for the
ceramic crucible.  Small rags of gunny are thrown into
the crucible at the last moment and while one man
holds it back in the crucible with a long stick another
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'nlts the crucible and pours the metal in a thin strea
into the mould. The metal is poured in such a th?;
stream that only half the orifice is covered by the
Through the other half, the air in the hollow CSS:U;
thus making it unnecessary for the Sthapathi to provli)d:
a separate system of vents in the mould. The mould
w.nh'the n?etal is allowed to cool gradually. Then the
binding wire is cut, the rods if any removed and the
mould broken open, when the metal image is revealed
The Sthapathi then proceeds to work on the metal cast'
The materials required for this stage of work are as'
follows :—

Materials used for finishing

1. (1) Hammers: The Sthapathi uses 2 number of
them depending on the type of work involved. For
delicate engraving work, he uses the lighter hammers :
and for hard work such as cutting the connecting rod;
and removing the casting blemishes, he uses the heavier
hammers. All the hammers have flat working ends

(2)_ Chisels : These are called Porai (Guremp) in
Tamll. The Sthapathi has many of them, of varyin
sizes. They are classifiable into some main groups ®

(a) The Vettirimbus (Qan’uy @by are ordinary
chisels, of different thickness and breadth at the
working ends. They are used for cutting and chipp;
the metal off the surface. g chipping

(b) The Keeruthanams (Sgigerd) are chisels with
sharp and lozenge shaped working ends. They are
employed for cutting groves, deepening the furrow etc
They are also to be found in various sizes to it
different requirements. e

(c) The matla vethirimbu: They are like Vettirimbus
with sharp edges but the working end is circularly
shaped by rounding off the two corners. The a)
frequently used in engraving work. Y e

(d) The miridanam (Bfigsrib): These have flat
working ends. Their purpose is to smooth out the
uneven surface wherever such surfaces are found
without cutting the metal. The porais are made ot"
steel. The Sthapathi generally buys them from the
blacksmith or employs the blacksmith to make them
anddﬁnishes the working ends himself according to his
needs.

(3) The Files: Various files are to be found in th
Sthapathi’s pattarai, long, short, triangular and fl tc
They are called the i &g H or gy, o
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The hammers used in Icon-making

The chisels used in Icon-making

The chisels used in Icon-making
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{(4) The Seevuli: The Seevuli is a cutting tool made
of a long piece of steel blade mounted on u wooden
handle.

Fiuishing and Polishing

12.  With these tools and instruments, the crattsman
proceeds to display his mastery of metal craft on the
rough metal cast: with his vettirumbu he removes
the casting blemishes: he smoothens the surface
whenver it is to be donec with the miridanam
and removes bulges by filing: with the small
porais and keerudanams, the craftsman works out
the details by engravement. The details of the

1CONS IN STONE AND METAL

limbs, the torso and the face. of the orpaments
and  dresses will come to light only after the
delicate touch of the craftsman’s skilled hands.
He has necessarily to be an expert jewellery
engraver to achieve perfection.

The process of polishing the icon is laboriously
achieved by rubbing fine grade emery paper over the
entire surface and then rendering the images smooth by
polishing tools The image is then clcansed in &
solution of tamarind in water, polished with brass
polish and finally washed in a solution of soapnut
and brushed briskly by a wire brush. This operation
gives a high polish to the metal surface.

“ %

e e

Picture shows the metal image taken out ot the clay mould.

the image and this has to be refined by

B U

This only contains a rough outline of
an claborate and laborious process of chiselling and cutting.
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it 1s a laborious process requiring a high degree of skill.
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The finished product i.e. Nataraja in the cosmic dance-pose.

The Icons of Shiva and Parvathi after refinement and polishing.



Another set of tine artistic Icons produced in Swamimalai,
Parvathi in a particular posture.

The Icons depict Shiva and

CHAPTER 11

PRODUCTION OF STONE ICONS

Great care has to be devoted to the selection of the
right type of stone for the image. The stone should
not contain any blemish which an ordinary Sthapathi
considers is likely to bring him ill-luck or to the person
for whom it is being made. We quote the following
instructions from a Silpasastra on the subjcct

Instractions for selection of
stone according to Silpasastra

“The stone (for the image) should be cut in an
auspicious month, during auspicious thithi and lagna
and during the ascendancy of a benefic star, on a good
day. The Acharya should accompany the silpi to cut
the stone. While starting, on the way and while
collecting the stone, he should carefully observe the
omens on the land and in the sky.

Crows traversing from left to right, eagles crossing
from right to left. seeing a virgin or a cow. encounter
with a flock of cows, pot filled with curd, flowers in
blossom, garlands of flowers, women with children,
rice. meat, devotees of Siva, flaming cinders, pitcher
filled with water. robed elephant and beautiful prostitute-
these are omens that portend good results.

The falling of burning wood. fire in any direction,
stormy winds—these are evil omens in the sky.

Men and women with watered hair, sparsely clad or
ill-clad people. sudhus in saffron robes, empty earthen
vesscls or vessels filled with oil. people with deformed
organs and limbs. people with unnatural growths,
barren women. widows and glutters— these are signs on
earth which portend evil results.

Only stones from mountains, near the sea or a holy
water or a holy place. near the trees in the forest. near
temples, or rivers or ponds. are fit for making the image
of a God. Only these the silpi should collect : others
he should not for they bring ruin.

White, red. yellow and black are four typesin stones.
White stone is of seven types resembling the shades of
cow’s milk, conch-shell. mullai flower. moon. pearl.
crystal and jasmine flower.

Seven types there are in red stones like the colours of
Sambanathen flower, Poovarasam flower, butterfly,
athilingam, rabbits blood, Anar flower and Bhandhooka
flower.

Similarly, like the shades of gold, Sarakkannai flower.
Chempak flower, Turmeric, yellow Kurinchi flower,
Lime fruit and Aridharam, yellow stones are of seven

types.

Black stones, can be in nine shades resembling the
Mahishasham (cat eye) the Anjana stone, the Neelot-
palam, the Black been, the peacock’s neck, the
Mahee badram, the Rajavarthem (a slightly blackish
honey coloured stone), the black gram and the Kurum-
payaru.

The Acharya and the silpi should proceed to the place.
clad in white robes, with sandal paste smeared on them,
wearing garlands of white flowers and carrying the
necessary implements. With a peaceful mind they
should go around the stone (circumambulate) and
proceed to determine its nature.

Stones that are always exposed to the rain and the
sun, stones that give out a burnt-out odour. stones that
carry deposit of salt water, stones that lie in unclean
places or pathways, stones that have been used for any
other purpose, stones that are mutilated or have an
ugly and frightful appearance and stones that carry dots
or lines or other blemishes are unfit for making the
images of gods and goddesses; they are therefore to be
rejected.

The lines in the stones are of three types. Some are
like a rope : some like the rays of the sun and some
like the showers of rain.

Bhindhus (spots or dots) are of three types. Some
are like ripe grape fruits: some like Kacha (unripe)
grape fruits ; and some others round.

Blemishes in stones may be of the colour of iron. or
of black bee or of the feathers of the peacock.

Stones that exhibit lines like the leaves of wild date.
or like the Amgam tree or like the tender leaf of o
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bamboo tree or like that of a spider’s legs and coloured

stones revealing white lines confer all kinds of wealth
on the karta.

Black lines in the black stones and white lines in the
white stones bring ruin to the maker of images in such
stones. Therefore, stones should be collected that
are without any blemishes.

Black stones or green stones. or stones that have a
blend of black and green, are fit to be collected. White
stone is worthy of special effort to collect. Stones that
are of the colour of wild date leaf or of Arngam wood
bring lasting benefits.

Very black stones are said to bring evil results to
those who use them. They bring ruin to the cows,
grains and wealth.

Stones with blemishes cause diseases and destroy the
land and the King.

Stones with spots in them cause the destruction of
sons and bring poverty and misery.

Stones are classified into Bala, Yuvathi and Vritha
according to their tonal quality. They are classified
into male, female and Nabumsaka according to their
form and shape.

Stones giving out shrill sounds and of short forms
are of Bala type.

Stones that give out sound like the peels of a bell
and of long shape and form are of the Yuvathi type.

Disharmonious sounds characterise the Vritha type.

Voluminous sounds and long shapes charuacterise the
male stones.

Stones that give out sound like the rustling of palm
leaves and that are long shapes are female stones.

Stones without sheen or sound or hardness uare
Nabumsaka stones.

Square and octagonal stones are feminine. Rectangu-
lar spherical and polygonal stones ure masculine,
Perfectly round stones are Nabumsakas.

Polygonal stones, balas and vrithas are unfit for
making the images of deities; they should therefore
be rejected . *

* Silasa;graha & Kasﬁyé;ﬁ Silpasastra.

1ICONS IN STONE AND METAL

Centres where stones are obtainable

2. We cannot get stone of proper quality at all

places. According to the Sthapathi engaged in the
work, the black stones of the required hardness are
found in the following places :

Ambur

Ambasamudram
Peraiyur—Aramanjanamalai

Mayilam

Thiruvannamalai

Nagalapuram (Tiruchi District)
Pattimalaikkuppam (Chingleput District)
Palani

Pudukkottai

Myladi.

The stones found in Kanyakumari and Ramanatha-
puram districts have a higher granite content and
will retain their sharpness for a long time. Butitis
much more difficult to make an image from the stones.
White stones can be found at Valliyur, Trivandrum
and Thirukkoilur. Green stone can be found at
Kovilpatti and Senal. The cost of stones will vary
from place to place. At Ambur it is Rs. 5/- per cubic
foot. At Peraiyur it is Rs. 3/~ per cubic foot and at
other places, it is Rs. 4 to 8. The Sthapathi cannot
choose his stone on the basis of its cost, because, the
cost of transporting the stone to the place where the
image is required is abnormally excessive and has
always been a handicap for Sthapathis in their work.

Qualities of a Silpi

3. Having selected the stone and transported it 10
the workshop, it is dressed in a rough manner. The
dressing is generally done not by the Stapathi but bY
stone masons. Wages for these piece workers diffef
from place to place ranging from Rs. 3 - to Rs. 6 per day
per worker. The stone is generally dressed to a rect-
angle of the required height and size. Then the silp!
begins his work. He marks out in red Kavi the
portions which are to be carved out. Unlike bras
Icons, there is no special technique emploved in stO“.e
carving. The entire work depends on the skill of DS
fingers and still more on the power of his imaginatio”
which can visualise the hidden figure in the mass ©
stone that stands before him  When the imaginatioft
is strong and well-developed, his hand knows what
portions of the slab of stone should be eliminated SO
that a clear form can be carved out. In his work.
power of concentration is vital. It is thereforé
obvious that this craft can be mastered only by persons
with imagination who are prepared to concentrate o
their work and use their imagination in that work.

A STHAPA TH GIVING

THE FINISHING TOUCHES TO A STONE ICON
OF VIRGIN MARY



Blocks of granite stones from which the icons are made.  Selection of proper stone is an important

tem of «;rk and it is done by the Sthapathi himself. After selecting the proper stone, a rectangular

block of required height and size is cut out of the stpne. Thi‘s cutting of the §tone and dressing it in

a rectangular block of a required size does not require tbe skill of a Sthapathi and it is usually done
by the stone masons who assist the Sthapathi.
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‘ squires skill and strong imagination.  The Sthapathi sh.ould have a clear
This w Qrk requires " to be made, before he can mark out the outline. Before he sety
conception of the ;md‘seh > makes himself thorough with the physical dimensjons and other
out 1o m.trl: the putln}u. t:e q‘]adé- The rough outline also indicates the superfluous stone to
attnibutes of the mmgg to ‘n'[his‘ work would hamper the work completely because in
be chmmut:'q, ?:‘ ((::Siclons (;ncc a portion Is over-carved, it cannot be made up.

maxing the s '



i S ot a fi i ssion of the
After drawing the rough outline, the Sthapathi proceeds to get a firm 1mpression ¢
outline on the stone with chisel and hammer.

PRODUCTION OF STONE ICONS

Dhyana Slokas

4. There are also dhyana slokas indicating how
the murtis are to be formed. They are in Sanskrit
laying down the physical attributes and the gunas'of
the murti. A Sthapathi is expected to meditate with
these dhyana slokas bafore he actually undertakes the
carving of the stone. The repetition of the dhyana
slokas with an understanding of their spiritual content
and significance will, it is presumed, fix the image (?f
the murti well in his mind and his skilled hands will
render it in stone. During that period of dhyana, he
is advised to observe certain codes of conduct such
as abstinence from meat, intoxicants and women.
These will remove any internal tension in his mind and
and make him visualise the murti more easily.

Physical measurements of murties

5. As important as attributes and gunas of the
murti are the physical measurements of the murti. A.s
the dhyana slokas help to fix the image of the murti,
in his mind, the ‘Manas’ or the various measuremen?s
of the murti give him practical help in rendering his
conception in stone. These measurements are laid
down in the Silpasastras. They are of six kinds.
Measurements of length.

Measurements of width.

Measurements of depth.

Measurements of Interspaces.
Measurements of circumference of girth.
6. Plumbline measurements.

vk wN -

A Sthapathi should be perfectly clear in his m_ind
about the qualities and gunas as well as the physical
dimension of the murti from head to toe before he
begins his work. When a clear idea of what repress‘,nts
the murti is known, he will also know what portions
of stone are superfluous and are to be eliminated. Stone
is a medium in which mistakes once committed cannot
be rectified. Even a small mutilation would render his
work wasteful and useless labour.

Carving of 1dols _

6. The carving is not done in one stage. It has
to be conducted through various stages. As a first
step, large chunks of unwanted portions of these stones
are eliminated by rough chiselling. In the second stage,
the chiselling is aimed at revealing the rough figure
of the murti. In the third stage, the superfluities are
carefully removed and the image revealed. Thg fourth
and successive stages of chiselling are the equfvalents
of the metal work called “Nakasu works”, axrgeq at
smoothening the surface of the stone and achieving

3
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certain delicate ornamental effects. The course of
carving is from top to bottom, from head to the feet.
The eyes are left to be finished as the last item of the
work. This practice is based on the traditional belief
that as long as the eye of the image is not opened, the
image is only a mass of stone which can be rolled and
handled as the Sthapathi wants to. But once the eyes
are opened, the image acquires divine qualities and
should be treated with respect and reverence. Based
on these, the eye is never opened in the workshop of
the Sthapathi but only at the place where the image
is to be installed before the installation ceremonies.
The ceremony by which the eyes are opened is called
the *‘Netramangalya™. The Sthapathi is given special
rewards on this occasion in addition to the usual
rewards he is entitled to for the making of the image.

Tools and Implements

7. The Sthapathi’s tools and implements consist of
a large number of chisels and hammers. The stone is
colleoted by use of gun powder. Deep holes are made
in the rock by driving long, thick rods of iron and these
are filled with gun powder and ignited. The stone is
then entirely subjected to chisel and hammer work,
The chisels and hammers vary in sizes. Rough chisel-
ling to eliminate huge chunks of stone require forceful
hammering and the hammers intended for this purpose
are heavy and the chisels have large working ends.
Smoothening the surface and execution of delicate
carving work require on the other hand soft handling
and the application of the minimum force. The

hammers for this type of work are lighter and chiselg
are slender and pointed.

The Sthapathis make the tools themselves. The
hammers and carborandum stones used for polishing
are purchased locally. Chisels without the working
ends are made by the local blacksmiths and the Sthapa-
this finish the ends according to their requirements, As
already indicated, chisels and the hammers are the main

tools of the silpi. The chisels are of the following
names :

1. Qe miy
2. ' Couiey A

3. oiriured
4. usﬁ@&w

In addition, there is a fifth chise!l which may be called
“Vettirumbu” which the slipi uses in the preparation of
other chisels.

(@) Vettappu @an’r miny: The Vettappuis a heavy
chisel. It is used in cutting huge chunks off a stone



18

slab. It is not fit for delicate work. It has a blunt
working end.

(b) Theivu Gs:1ey: These chisels are used in fine
chiselling work. They have sharp, pointed working
ends.

{¢) Arappasam yrdutsd @ Arappasam is  the
chisel for finer chiselling over the surfaces that are
uneven as in the images ond delicate architectural
pieces. It has a sharp working end. not pointed
but flat.

(d) Palamunai usvap&r . Thev are chisels used for
finer chiselling work over even surfaces. The Palamunai
titerally means “many ends”. Their appearance justifics
the name.  Over a flut rectungular or square working
surface, several diagonal groves are cut, yielding scveral
sharp edges or points. each one corresponding to
the sharp. pointed end of a chisel. Dependig upon
the closeness of the grooves across the working surface
of the chisel. the palamunais arc called by different
names. Among them, the Perumunai is the first and
contains only a few grooves. This is used in the first
line of work. Next is Sirumunai which has a larger
number of grooves than the Perumunai. The last is
(#ereriz) Sannem in which there are three types :-
Perum Sannem. Sannem and Ravai Sannem (@Qugmd
FTDTD, FONQTD, JeweusFewerd). There are no
fixed number of grooves associated with cach one of
these chisels. Ravai Sannem is the tool used in the
last fine of work yielding a very smooth texture of the
stone.

ICONS IN STONE AND METALS

(e) Vettirumbu : This is a heavy chisel used in the
cutting of grooves in the Palamunai. it has a sharp.
flat working surtace.

Chiselling and Polishing

8. Course of chiselling : As alrcady stated chiselling
cannot be done at one stretch.  Neither are parts of
the body finished one after another.  Chiselling has to
be done many times all over the image.  Every course
of chisclling can be treated as a separate item of work.
The Silpi working on his image has to execute four
lines of work. The first line is executed with Vettappu
or the heavy chisel with blunt working end. The aim
of this is to eliminate as much unwanted stone as
possible and to prepare a crude outline of the image.
The second line of work is executed with Theivus or
chisels proper.  The crude outline is chiselled to work
out the clear featurés of the image. At this stage the
stone has to be carefully scraped. The chisels have
pointed working ends which can dislodge only a sm:l'll
piece of stone at every beat.  The third line of work 1
executed with Arappasam or Palumunai.  When the
surface is even, Palamunai is used and when 1t iv uneven
as in the contours of image, Arappasam is used. The
next item of work is polishing the surface of the stone.
Traditionally, this is done by rubbing iron powder osver
the stone surface. A piece of iron is placed in the fire
till it attains cherry red colour. It is then thrown into
water when it becomes brittle. The iron is crushed into
a thin powder and this powder is rubbed vigorously
over the surface of the stone. The powder is prepared
in different degrees of thickness. First rough crumbs
over the surface, successively nicer powders are rubbed
titl the stone attains a high polish and glistens.

N

After obtaining this firm impression, he proceeds to elimmate
the superfluous stone and carves out a crude figure of the image.
The picture shows the crude image after the first stage of
carving.  This shows only the broad outline of the image



The picture shows two icons, one after the first stage of chiselling namely a crude figure
. . . . . . a refined image.
Then the Sthapathi proceeds to refine this crude figure by dehicate and the other g
chiselling.  He refines part by part of the image and he generally
proceeds from head to foot.
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en to the image with delicate chiselling with
The image is delicately chiselled to obtain a smooth surfige.

After this refinement, the final touches are giv
sharp edged chisels.

and paper and rubbed with oil.

It is then polished with s
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CHAPTER IV

PRODUCTION COST

We have collected the following particulars regarding
the amount of expenditure incurred for a Nataraja
image. about one foot in height. The Sthapathis do
not keep any written accounts. These are based on
their recollection and as such are approximate :

Specimen [

Small Nataraja ldol

The weight of Nataraja 154 seers (94 1bs)
Height 13 inches
The amount of metal alloy taken

for the pour 18 seers
The amount of metal that may

have been recovered 1} seers
The amount of wax taken 24 seers
Wax weighed after it was drained

out of the mould 1.8 seers
Cost of the coke 1 maund Rs. 3.00
Cost of the firewood and

dungcakes Rs. 2.00
Cost of polishing materials Rs. 0.50

No. of days it took to finish the product 15 days

In the alloy copper. brass and lead were used in the
ratio of 10:2:3. And the wax was prepared by
mixing equal amounts of beeswax and Kunkiliyam.

(A) Gross cost 0 f raw materials

Cost of metal 18 seers at

Rs. 1.27 per seer Rs. 22.86
Cost of wax 2% seers at
Rs. 1.70 per seer Rs. 4.25
Cost of coke | maund at Rs. 3 -
per maund Rs. 3.00
Firewood and dung cake Rs. 2.00
Polishing materials Rs. _—0_5_(2
Rs. 32.61
(B) Cost of recovered materials :
Metal : approximate 14 seers at
Rs. 1.27 per seer Rs. 1.91
Wax : appronimate 1.8 seers
at Rs. 1.70 per seer RS-_}}E
Rs. 4.97

(C) Cost of wastage :

Metal : approximate 1 seer Rs. 1.27
Wax : approximate 0.8 seer Rs. 1.36
Rs. 2.63

(D) Net cost of raw materials :

Gross cost Rs. 32.61
Recovered materials Rs. 4.97
Net including wastage Rs. 27.64

(E) Cost of labour :

The specimen under consideration has taken fifteen
days of labour, three days for the making of the wax
model. and twelve days for the finishing. The entire
operation of making the image had extended over a
period of fifteen days. The Sthapathi when he works
in another’s pattarai gets about Rs. 4- per day.
Assuming that the entire work has been done by the
Sthapathi himself the cost of labour would be
Rs. 4 x 15 = Rs. 60.

(F) Tke total cost of production including
the cost of labour Rs. 87.64

(G) The price of the Nataraja image when
the workmanship is good as in this
particular case Rs. 110.00

But this is a contract price which is not always
fetched by all I' images. When the workmanship
is just the average, the Sthapathi would be getting
just about Rs. 3 to Rs. 3.25 per seer of the finished
product. The price, therefore, might be taken to
vary betwecen Rs. 50 and Rs. 110/-

(H) In this particular case when the Nataraja piece
is sold for Rs. 110;- the Sthapathi shall be get-
ting a profit of Rs. 22.36 over and abovebhis
wages at Rs. 4/- per day. When the Nataraja
goes for just Rs. 87.64, the Sthapathi would be
merely getting his wages. When it goes for a
price much below this, the Sthapathi would not
even be getting his normal wage at Rs. 4 - per day.
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Speciman No. 11
Maha Ganapathi Idol

The following data were collected in connection with
the making of the image of standing Ganapathi (Maha
Ganapathi), with prabha and pita, about 38" height.
The figures again are from memory and are therefore
approximate.

Weight about 260 seers (160 ibs)
Height about 38 inches
Amount of metal taken for
the pour about 280 seers
Amount of metal that may
have been recovered about 10 seers
Amount of wax taken about 31 seers
Amount of wax recovered about 28 seers
Cost of coke about 20
maunds 20 x 3.00 =
Rs. 60.00

Cost of cowdung cakes and
firewood

Cost of polishing materials

Approximate number of days of

about Rs. 25.00
about Rs. 2.00

labour required to finish the product 45 days
Span of time during which the
work was completed 50 days

The same alloy was used as in Specimen No. I
(A) Gross cost of raw materials

Cost of metal 280 seers at Rs. 1.27 per seer Rs. 355.60
Cost of wax 31 seers at Rs. 1.70 per seer Rs. 52.70
Cost of coke 20 maunds at Rs. 3/-
per maund Rs. 60.00
Firewood and dung cake Rs. 25.00
The ceramic crucible used in the melting
can be used only for about five or six times.
In this case about 4 crucibles are used each
with a capacity to melt 80 seers.  }th of each
crucible may be allowed for depreciation and
in total the cost of melting might include the

cost of single crucible Rs.  9.00
Polish materials Rs. 2.00
Rs. 504.30

(B) Cost of recovered materials

Cost of metal recovered

approximate about 10 seers

at Rs. 1.27 per seer Rs. 1270
Cost of wax recovered

approximate about 28 seers at Rs. 1.70

per seer Rs. 47.60
Rs. 60.30

ICONS IN STONE AND METALS

(C) Cost of wastage .

Wastage of metal about 10 seers  Rs. 12.70

Wastage of wax about 3 seers Rs. 5.10
Rs. 17.80

(D) Net cost of raw materials used:
(504.30 ~ 60.30) Rs. 444.00

(E) Cost of labour :

The specimen under consideration had
taken about 45 days of labour, about 10
days for the making of the wax model
and 35 days for the finishing. The entire
operation had extended over a span of
50 days. Assuming that the Sthapathi
himself had worked the image, the
labour cost according to the alternative
price which the labour of the Sthapathi
would have fetched in another's pattarai
would be 45 x 4 Rs. 180.00

(F) Total cost of production including the
labour cost Rs. 624.00
(G) The agreed price for this specimen was Rs. 800, -
The minimum price it would have fetched at the rate
of Rs. 3/- per seer of finished product is 260 x 3 i€
Rs. 780. The maximum price for the same piece with
better execution is uncertain, but pieces of the same
weight have fetched from the middlemen a price upto
Rs. 1,100/-. The price might be therefore taken to
vary between the ranges of Rs. 3 and Rs. 4.27 per secer
of finished product.

(H) In this particular case when the icon 1is sold
for Rs. 800/- the craftsmen would be getting about
Rs. 176 over and above the wages. When the piece
goes for the minimum price of Rs. 780,- he would get
Rs. 3.50 per day over and above his wages, but then
probably he would have worked for a lesser number
of days. When it goes for Rs. 1,100, the price for an
exceptional piece of workmanship, he would get
Rs. 10.5/- per day over and above his wages — but
again he may have had to work for more number
of days.

Specimen No. 111

Big Nataraja Idol

The following details were given by Sri Qevasena'
pathi Sthapathi about the finished Nataraja image he
has recenty cast.

PRODUCTION COST

Weight (half finished)

Height with pita and prabha

Amount of metal poured

Amount of wax weighed after
draining

Wax taken originally approximate

Coke required about

Number of ceramic crucibles used

Cost of firewood, dung cakes etc.,

Number of days required for the wax

modelling : about

might require for a proper

1,200 seers

6 2"

1,200 seers

120 seers
130 seers

80

maunds
15

Rs. 100.00

30 days

Number of days of labour he }minimum 60 days

finish

(A) Gross cost of materials :

maximum 90 days

Metal alloy 1200 X 1.27 = Rs. 1,524
Cost of wax 130 x 1.7 = Rs. 221
Cost of coke 80 X 3 = Rs. 240
Cost of firewood, dung cake etc., = Rs. 100
Cost of ceramic cruciblesused 4X9= Rs. 36
Cost of polishing etc., = Rs. 5
Rs. 2,126
(B) Cost of recovered materials :
Metal recoverable about 25 seers
25 x 1.27 Rs. 31.75
Wax recovered about 120 seers
120 x 1.70 Rs. 204.00
Rs. 205.75
(C) Cost of wastage:
Possible wastage of metal about
25 seers 25 x 1.27 Rs. 31.75
Wastage of wax about 100 seers
10 X 1.70 Rs. 17.00
Rs. 48.75
(D) Net cost of raw materials used :
Gross cost — recoverable waste
(2126 —- 205.75) Rs. 1920.25

(E) Cost of Labour :

The specimen had already taken
about 30 days of labour for
modelling in wax and assuming
that it would require a maximum
of ninety days for a proper
finish the total number of days

———
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of labour required would be
about 120. Assuming again that
the Sthapathi himself works on
the cast till finish, the labour
cost calculated on the basis of
the alternative price his labour
would fetch in market is 120X4= Rs. 480

(F) Total cost of production iicluding

the cost of labour would be ks. 2,400.25

(G) The contract price for the specimen is Rs. 4600/-.
At the minimum it would have fetched a price
of Rs. 3,600/- at the rate of Rs. 3/- per seer
of finished product. The price varies within
the range of Rs. 3/- per seer of finished pro-
duct to Rs. 3.83 per seer.

The above analysis of the production cost of these
three specimens reveals that the net cost of raw
materials per seer of finished product tends to be
constant between Rs. 1.60 per seer and Rs. 1.80 per
seer (Rs. 1.78 in the first, Rs. 1.70 in the second and
Rs. 1.60 in the third specimen respectively). The
labour cost, however, varies considerably as between
different specimens depending on the size of the
specimen as well as the experience and skill of the
craftsmen. The rewards may not be as much as the
statistics here reveal, concealing as they do wages paid
to a casual type of labour specially employed on
certain_occasions, but even then it can be said that the
bigger the images, the better the reward. But orders
for such big images as the last specimen, come but
rarely and even then they come only to a few with the
necessary talent and ability as well as the capital to
execute them. In the majority of cases, the orders
relate to image not exceeding two feet in height. At
the minimum, however, the reward for labour might
be taken to be Rs. 1.30 per seer of finished product
when the product fetches a price of Rs. 3/- per seer.
The maximum limit is not easy to fix varying as it does
with the talents and ability of the craftsmen, the size
of the product, as well as the demand for it.

2. The Marker: The significant fact about the
market for icons is that the average Sthapathi, in
ninety out of hundred cases, executes orders and does
not produce for market with its rise and fall of price
levels. Rarely does a Sthapathi produce something
new without an order for it and wait for a buyer. When
he does, it is an exception to the rule. Generally
when the Sthapathi starts on a wax model he has a
buyer at the other end waiting for his product.
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Role of Middlemen

Few of the Sthapathis have direct contact with the
final buyer of their products. Largely the Sthapathi
receives his orders through the middlemen merchants
or through the Cooperative Society. The orders
coming to the Sthapathi through these agents may be
for some traditional murti unaccompanied by any other
specification. or may be for some particular designs.
accompanied by instructions. sketches and photo-
graphs. In either case. the Sthapathi does not know
whether they are meant as objects of art or intended
for worship at home, at a mutt, or a temple. He merely
exccutes the orders and gets paid at the agreed rates.

Direct purchase by the user

In the few cases in which the finul buyer approaches
the Sthapathis direct, the orders are cither from indi-
viduals who are exceptionally keen about getting what
they want. mutts. and temples for images intended
speciticully for worship.  In such cases the buyer gives
specific instructions about the image he wants. The
orders from temples and mutts are indeed rare.  In
the course of our interviews with the Sthapathis, many
of them have admitted that they have not made any
image specifically intended for worship in o mutt or
a temple. Those who have undertuken such temple
orders told us that only three or four orders were
received within the last two years. They were for
the most part for the tmages of Grama Devatas—A
Mariammen or an Ayvyanar and not infrequently for a
Murugan and 21 Ganapathi also.  Direct temple
orders. therefore. do not even constitute a significant
proportion of the bulk of orders which the Sthapathis
of Swamimalat receive annually.  This, of course,
does not take into account the possibility that the
orders received through the middlemen may be in-
tended for worship.

Some general features about disposal

3. The standard of production varies with the type
and source of orders received. Talent and expericnee
differ considerably among the different  Sthapathis.
Some of them are talented and are capable of reach-
ing heights of artistic excellence. Though the traditional
texts are no longer known or followed, this has at
least the effect of saving some of the craftsmen from
working entirely by rules and has afforded scope for
the expression of their native imagination and creati-
vity,  Orders when they come from temples or indivi-
dual buyers generally go to the talented craftsmen and
are very exacting. In this case the concerned Stha-
pathi charges a contract price for the exccution of an
image-design, but the buyer will buy the icon only
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when it is satisfictory to him. The Sthapathi may
be often forced to re-do the whole thing. To avoid
wastage in time and material. the Sthapathi shows the
wax modelling to the buyer and proceeds further only
when the buver is satisfied with the modelling in - wax.
The best images produced. are in regard to this type of
orders and theyv form a class apart,

Sometimes this type of orders s brought by the
middlemen also.  But then these agents do not enter
into contract with all Sthapathis, but only with such of
them whose talent and experience are well- known.

Normally, however. the middlemen buy  the images
and pay for them according to their weight.  The rate
per seer of finished product varies from Rs. 3 - 10
Rs 3.50 depending upon the execution.  Occasionally.
however. when he finds good work he may pay a bonus.
But generally these are the terms for which the average
craftsman undertakes production for the nuddlemen.
In such cases. the middleman is not exacting beyond a
certain limit and the craftsman is not very enthusiastic
to give his best.

The tigures availuble regarding the annual value of
production and the monthly income of  the craftsmen
are highlv approximate.  In most cases the cr;\ftsmc.n
did not return any figure at all in respect of queries 10
this regurd: and those who returned some  figures did
it as a rough approximation after a good deal of guess
work.  The total production undertaken  for the Co-
operative Society alone during the vear 1960 was for
Rs 10,095 -.  And assuming that this represents half
the value of total annual production the latter might
be tiuken to be about Rs 20,000 -, But in fact it may
be much higher.  Still. production for the middlemen
is much higher than  production  for marketing
through the Co-operatine  Society.

Income

4 Similar is the income of the houschold.  Of the
17 Pattarais the investigiator has visited, only five
returned an average income of Rs 300 -, Three have
stated their income to be less than Rs 150 - per month.
The rest have returned that they are making "h‘m,t
Rs 200 - per month.  But in many cases the investt
gator iy left with an impression of  gross  understates
ment of facts. One reason for that might be the
inapphicability of the concept of monthly income to l.he
type of work the Sthapathi does where spells of activity
alternate with periods of idleness: unother might be the
illiteracy of the average cruftsmen and the absence of
any accounting.  In some cases the understatement
appeared 1o be deliberate.  There is no way ©
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The stone image of Swami Vivekananda made at the Myladi
Stone Workers' Cooperative Society.




A view of the Myladi Stone Workers” Cooperatine Society

m Kanvakumarn distreet,
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checking up the truth for the relevant statistics are
even more difficult to obtain.

The role of the co-operative society

5. A Co-operative Society has been started for the
practitioners of this craft in December 1958. This is
a credit-cum-marketing society. It started purchases
from its members from April 1959 onwards and the
total value of its purchases upto August 1961 runs upto
Rs 24398 The products are exhibited and sold
through the numerous sales emporia of the All
India Handicrafts Board. and the Department of
Industries and Commerce as well as through private

merchants.

Training Institute

6. A training institute has been started by the
Department of Industries and Commerce at Swami-
malaj itself under the superintendence of a master-
craftsman. [t seeks to give training to about 30 boys
drawn mainly from the Sthapathi families. It is also
intended to popularise some of the old designs. not
actually meant for worship. to be found in some
temples. These. when copied in metal would be admir-
able objects of art and would introduce novelty and
variety in the designs of the icons. Simultaneously
eﬁ'orté are also being made to edit old manuscript
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copies of availablc silpasastras and agamas in the
Saraswathi Mahal Library at Thanjavur. So far the
texts of Saraswatheeyam, Brahmeeyam and Kash-
yapam have been edited and published. The text of
Manasara is being edited at present.

Need to preserve the art

7. The art craft of icon-casting is worth preserving
for its artistic merit alone. Besides. it has the potentia-
lity of giving employment to a large number of Stha-
pathis as well as non-Sthapathis. Already, the craft is
thriving. According to the statements of the Stha-
pathis themselves, the products of this craft have a
better demand now than ever before. Though the
demand for worshippable icons is decreasing, that for
artistic consideration is on the increase, mainly from
abroad and from visiting tourists. The latter are
exacting in their own way and the general standard of
production has definitely improved compared to what it
was a few years back. Better advertising, the reintro-
duction of old designs found so far only in stone etc.,
would go a long way in enlarging the market. and
bringing a better reward for the practising craftsmen.
The efforts of the training institute are already to be
seen in such designs as the *Siva Parvati Nadanam”
and the “Ajanta Apsares” which are old designs but
only recently introduced in metal.
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LIST OF STHAPATHIS

Govindaswami Sthapathi, Mettu Street, Swamimalai.
Purushothama Sthapathi, Vadampokki Street, Swamimalal.
Moorti Sthapathi, Raja Veedhi, Swamimalai.
Devasenapathi Sthapathi, Raja Veedhi, Swamimalai.
Ramaswamy Sthapathi, Raja Veedhi, Swamimalai.
Ramalinga Sthapathi, Mettu Street, Swamimalai.
Annaswamy Sthapathi, Madavilakem, Thiruvalanchuli.
Sambasiva Sthapathi, Thiruvidamarudhur.

Subramania Sthapathi, Raja Veedhi, Swamimalai.
Karunanidhi Sthapathi, Raja Veedhi, Swamimalai.
Manicka Sthapathi, Perumal Kovil Street, Swamimalai.
Sivananda Sthapathi, Raja Veedhi, Swamimalai.
Swaminatha Sthapathi, Vadempokki Street, Swamimalai.
Shanmukha Sthapathi, Vadempokki Street, Swamimalai.
Duraiswamy Sthapathi, Vadempokki Street, Swamimalai.

Sambasiva Sthapathi, Vadempokki Street, Swamimalai.

S. Subramania Sthapathi, Vadempokki Street, Swamimalai.

Muthuswamy Sthapathi, Vadempokki Street, Swamimalai.
Sambaden Sthapathi, Vadempokki Street. Swamimalai.
Ekambara Sthapathi, Third Flower Street, Thanjavur.

Shankaranarayana Sthapathi.

APPENDIX II A

Iconometric prescriptions compiled from the Agamas and Silpasastras

The Agamas and the Silpasastras have prescribed
various sets of proportions for the making of the
images of the gods and goddesses. The basic unit of
measurement in all these is called the Tala. Tala
literally means the palm of the hand and by implication
it is cqual to the measure of length equal to that between
the tip of the middle finger and the end of the palm
near the wrist.  This length is in all instances taken to
be cqual to the length of the .face from the scalp to the
chin. 1t is, therefore. usual to measure the total length
in terms of the length of the face rather than in terms
of the palm of the hand. One should however not be
led to believe that the phrases Dasatala, Panchatala and
Ekatala mean lengths equal to ten, five and one tala
respectively: for such a belief does not agree with the
actual measurements. The total length of the image made
according to Uttama dasa tala is [24 angulams and
the tala of this image mcasure 13} angulams; dividing
the total length by the length of the tala one finds that
there are only nine talas in it. There is thus no clear
etymological significance visible in the names given to
thesc sets of proportions in the Silpasastras.

There are about 30 different proportions mentioned
in the Silpasastras. These are grouped into ten classes
of three each. Of three in each. the first is called the
uttama (or the superior). the second is called the
madhyama (or the middle) and the third the adhama
(or the inferior).  The following is the list of classes
and sub-divisions of the proportions given in Kashya-
pam, Brahmeeyam and Saraswatheyam :

Name of the Division Total Length

Tala measure of the length of the C:D
Tala face
measure (Angulams)
A B C D
1 Dasa Tala  Uttama 124 134 9
Madhvama 120 13 91
Adhama 116 124 94
2 Nava Tala  Uttama 112 12 9!
Madhvama 108 [
Adhama 104 11}
3 Ashta Tala  Utama 100 10§ 94
Madhyama 96
Adhama 92

A B C D
4 Sapta Tala Uttama 88
Madhyama 84
Adhama 68
5 Shat Tala Uttama 76
Madhyama 72
Adhama 68
6 Pancha Tala Uttama 64
Madhyama 60
Adhama 56
7 Chatus Tala Uttama 52
Madhyama 48
Adhama 44
8 Tritala Uttama 40
Madhyama 36
Adhama 32
9 Dwitala Uttama 28
Madhyama 24
Adhama 20
10 Ekatala Uttama 16
Madhyama 12
Adhama 8

Uttama is more than the Madhyama by 4 angulams
and adhama is less than Madhyama by 4 angulams.
In the making of images the Silpasastras and the
agamas allow an error of § angulam either way allowing
the sculptor some scope to mould the images according
to his own artistic instinct.  In practice, it is found
that these proportions more or less yield artistic images;
they are a means to dwarfing and enlarging the different
images to show power, stature and status and must
have been arrived at after an elaborate study of the
proportions of the various members of the human
body of different types.

There are two kinds of units in the Indian measure
of length, the absolute and the relative. though both
are called *'the angula™. The absolute unit (the absolute
angula) is based upon the length of certain natural
objects. It is defined in the Silpasastras as follows :

The moat in a beam of sunlight which is so micro-
scopic as to be invisible to any but the yogin is called
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the Anu or Paramanu. There is no smaller unit of
measure than this Anu in nature.

e <]

such Paramanus make one Renu
Renus make one Romagra
Romagras make one Liksha
Likshas make one Yuka

3

8

8

8 Yukas make one Yuava

8 Yavas make one Uttama manangulam

7 Yavas make one Madhyama manangulam
6

Yavas make one Adhama manangulam

The relative unit of the measure of length s
obtained from the length of the particular part of limb
of the person whose measurement is under consideru-
tion. Matrungulam is equal to the length or the breadth
of the midphulange of the mid-tinger of the person. If
the height of the image is divided into 120, 124 and 116
parts each part is culled a delra leptangula. One eighth
of this is called the Yava.

Besides these, there are other lurger units of length
cach having muny synonyms. Thus Angulam is also
known by the terms Indu, Ambaram, Vishnu, Uktam
and Moksham.

A measure of two angulas is known by the words
Kalai. Kolakem, Paksham, Akshi, Vihakam. Brahma-
nam. Aswini. Yugnam, Adyuktam, and Yayu. A
measure of three angulas is known by the words
VARKAM, AGNI  GUNAM, RUDRAKSHA-
MADHYA and KALA. A measure of four angulas
is hknown by the words BAGAM, VEDAM, CHATU-
RAM. AMBAM. YUGAM. TURIYAM, ABJA-
JANANAM. PRATHISHTA, KARANAM, JATHI,
and VARNANM.

A measure of five angulas is known as PRITHVI,
SUPRATHISHTA. BHUTAM, ISHU, VISHAYAM,
INDRIYAM AND RUDRANANAM.

A measure of six angulas is known by such words
as KARMA, ANGAM, SAMAYANANAM, KAUSI-
KARTU, KUMARAN, RASAM, GAYATRI and
KRITHIKAI

A measure of seven angulas is known by PATALAM,
MUNIVAR. DATU., LOKAM, USHNIK, ROHINI,
DWEEPAM, NAGAM and AMBONIDHI.

A measure of eight angulas is known us LOKA-
BALAR. DWIPAM. URAGAM, VASU, ANUSH-
TUP and BANDHAM.

A meusure of nine anguias is known  as GRAHAS,
RANDRAM, BRAHATI, RATNAM und NANDAR.

ICONS IN STONE AND M1 TAL

DASAM, PRATHURBHAVAM, NADI and
BANKTI denote a measure of 10 angulas. DRISHTUP
and RUDRAN denote a4 measure ot eleven angulas.

VIDASTI, MUKHAM, TALAM. RASI, JAGATI
and SURYAN stand for a measure of 12 angulas.

ATHAGATI is a measure of 13 aneulas., MANU
and SAKVARI are for a measure of 14 angulas,

THITHI and ATISAKVARI for 15 angilas. KRI\"A.-
ASHTI, INDU and KALA stand for o measure of 16
angulas.

ADYASTI denotes a measure of 17 angulbis

SMRITEL AND TRITI denote o mewsure of 13
angulas.

ATITRITI denotes & measare of 19 anyulas

KRITI denotes a measure of 20 anvulas

PRAKRITI denotes a measure of 21 angulbis

AKRITI denotes @ measure of 22 angalas

VIKRITI denotes a mcasure of 23 angulus
SANKRITI denotes a measure of 24 anguias
ABIKRITI denotes & measure of 235 angulas
UTKRITI denotes a measure of 26 anyulas
NAKSHATRAM denotes a measure of 27 anzulas
DEVANGULAM denotes o measare of 30 angulas

There are six types of measurerients prescribed BY
the Silpasastras for every imuge. These wre known by
the terms Mana, Pramuana,  Unmuang,  Parimand
Upamana, and Lambamana.  Of them. Mana, which 15
also known by such other terms as AY AMANL AYA-
DHAM. und DHEERGAM is the mecr cment of
the length of the body; Pramana whioh 1 olsa haowd
by such ssnonyms as VISTARAM, TAR AM. VISTRI-
TAM. VISTIRTL TATI, VICHRITI \YASAM,
VISARL VIPULANL TATAM. VISKAMBAM, and
VISALAM 15 breadih ie. a linear meiarement taken
atright angles to and in the swime place as mand
measurement taken at right angles to the plane imn
which mana and pramany measures e heen note
is called Unmana  which v synonvmoas with such
terms as UCRAYAM. TUNGAM, UNNATAM
UDAYAM, UTCETAM, and t CCAN. Pramana B
the measurement ot the girths or the periphen of the
images also known by wach terms s PR AVESAM.
NATAM. PARINAIIAN,  NAHAM, VRITT J”d.
AVRITL  UPANMANA refers 1o the :::.‘;:\ulcmcll“‘?l
the interspaces between mcmber. of the body, Thi
isalso known o NFEVRAM. VIV ARAM and AN-
TARAM

And tinally Lambaroa o retors t () Sedasurement

of the imuage taken along prab-lines.

ICONOMETRIC PRESCRIPTIONS

Besides the smaller unit known as Dehangula there
are other lurger units of length (relative units) which
are culled PRADESA. TALA, VITASTI, and GO-
KARNA : (he distance between the tips of the thumb
and the forefineer when they are streiched out to the
utmost 1s czllch a1 Pradesa: that between the tips of th'e
thumb and the middle finger when stretched out 1s
called the Tula : that between the tips of the stretched
out thumb and ringfinger is known as the Vitastu: and
that betv.cen the stretched out thumb and little finger
is called the Gokarna.

The different measurements are to  be measured
with instruments known as Karkedam. V11§tram and
a streteh of palm leaf and prelambappala.kzu. ‘Length
and breadth are measured with the first, girth with the
sccond. lambamana with the prelambapalakai and small
measures such as those of the digits with the palm leaf.
Karkedam is a stick with painted edge. thick bas_e .and
the surface smooth all over. Prelambapalakal is a
plank 68 angtlus in length and 24 angulas breadth. It
is about 2 anculusin thickness. It should be smoot.h
and fineh urntimcmcd. All around the plank a margin
of 3 anaul.s is left. The different sutras are suspended
througﬁ holes bored in the Prelambapalakai at places
shown below.

The sutras suspended are are as follows:

A. Madhva Sutra

B. Prishta Sutra

Puta Paryanta Sutra
Netra Paryanta Sutra
Mukha Paryanta Sutra
Kaksha Parvanta Sutra
Bahu Parvanta Sutra
Karna Paryvanta Sutra
Parabhunjavadhi Sutra

ST EZOoTmMmT N

The sutras derive their name from the organs th;y
touch or encompass.  Thus the sutra imagined as
passing vertiz:lly through the centre of the body is th.e
madhyva sutre: the sume looked at from the back is
Prisht.;l sutrs and from the front is Purva sutra.  There
are besides certain other horizontal lines which are
imagined to be passing across the body of the image
horfzom;d]x .U differant points. These vertical and
horizontal st1(1‘;1> are ilustrated in the figures attached.

The Silpasastras prescribe various proportions to the
images of virious pods and goddesses and  other beings
belonging to the Hindu pantheon. The unit of measure-
ments chosen for these various proportions is the Tala.
The differenc tala measurements  prescribed for the
various images arc given in the following table.
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The Tala Angulas Murtis to be made in the
particular Tala
Uttama dasa Tala 124 Brahma. Vishnu, Siva

Madhyama dasa Tala 120 Uma, Saraswathi, Usha,
Bhuma, Durga, Lakshmi,
The Saptamatas, Jyeshta-
devi.

Adhama dasa Tala 116 Chandran, Suryan, the
Aswini devas, the Maha-
rishis, the nine grahas,
Ayyanar, Shanmuga.
Chandikesa. Kshetrabalar.
Bairav.

Uttama Nava Tala 112 The Ashta (or eight) Vasus.
the Vidyadipas, the Loka-
balas. and other Devas.

Madhyama Nava Tala 108 The Yakshas, the Apsaras,
the Ashtamurtis, the
Marut Ganas

Adhama Nava Tala 104 The Asuras. the Siddhas.
Gandharvas, the Pitrus.

Ashta Tala 100 The human beings

Sapta Tala 84 The Pisasas

Shat Tala 72 The Gupjas (Hunch backs
Dwarfs etc.)

Pancha Tala 64 Vigneswar or Ganapati

Chatus Tala 48 Images of children

Tritala 36 Kinnaras

Dvitala 24 Kimpurushas

Ekatala 12 Kurmam

In the tables below are collected and presented the
six types of measurements for every particular tala given
in the Kashyapam, Brahmeeyam and Saraswatheeyam.

Every icon has the following four major parts:
1. Mahangam
2. Angam
3. Upangam
4. Pratyangam

Mahangam comprises of face and the torso;
Angam of the limbs i.e. arms and legs: upangam of
hair, nail, teeth etc., Pretyangam of weapons orna-
ments and dresses.

Angam: Both the legs are planted firm in the
Sanapade attitude. In the Atibange or abange attitudes



32

one leg may be planted firm and the other held with
a slight bend (KUNJITA). In the dance postures,
either of the legs may be raised: when seated on the
pedastal the left is suspended free and the right folded
over the pita,

The arms generally carry the emblems and flowers.
When free and sometimes even when holding such
emblems they are required to be imaged in  particular
poses and with certain mudras. These poses and
mudras are as follows:

Abhaya
Varadha
Ahuya Varadha

Suggesting protection
Suggesting bestowal
Suggesting  beckoning 1o

come and receive
Vyakhyana and

Upadesa Suggesting supposition
Thana Suggesting knowledge
Chin ... Suggesting realisation of the

absolute
Yoga -+« Suggesting meditation
Tarjini ... Suggesting threatening
Suchi ... Suggesting pointing
Vismaya Suggesting wonder or
eostasy
Kataka ..o Usually suggesting holding
Ardha Chandra Half-moon or crescent
Anjali Hasta Supplication
Katyvavalambith

Hasta ... Head or beside the lip

Lola Hasta Arm loosely extended

Lamba Hasta
Danda Hasta
Gajahasta

Arm loosely hanging
Arm straight like a stick
Elephant trunk arm.

Pratyangam.

[. Head-dress: This may be cither a makuta (or a
crown) or simply bandha which is a knot of hair.
Makutas can be of two kinds viz., Kirita makuta or
conical crown and Karanda makuta so called because
of its resemblance to a pile of inverted pots. Gods
generally wear the Kirita makuta and  goddesses
Karanda makuta. In the casc of Siva he wears what
is called a Jata makuta that is he has his matted locks
themselves plaited so as to form a spiral more or less
similar in shape to a makuta.

Bandha or simply a knot of hair may be of two
kinds. If it is made of hair carefully  combed and
plaited, it is called the KESA — BANDHA. If it is
made simply of matted locks it is called a Jata-Bandha.

ICONS IN STONF AND METAL

In the case of Krishna he wears a Kondai which 18
hair wrapped round a circular ring  of rushes.

2. Earwears: Al the images have ~omething of

other in the cars.  The car wear i+ called Klnlldulfi-
They can be either makara hundalas ie. Kundalas 1m
the form of a Makuara or o dragon (notvery unlike
a crocodiler or Patra Kundalas 1.c. Kundalss in form
of curled leaf.  Simha Kundalas are Kundalas in the
form of a lion head and patra Kundalas are i the
form of buds.

KEYURAS ure worn on the upper part of the arm
and VALAYAS on the wrist.

Upon the chest and around the neck are worn such
ornaments  as  Kanda

Upagrivam  and
Chanveviam,

haram,

Yajnopavita s worn both v gods and g\\ddcssc-‘-

Female images (particularhy the imuages of Pﬂf""g
Lakshmi and Saraswathiv wear  breast bands calle
Kucha Bandha.

Udara Bhanda is a waist band worn just above the
wiist by the male images.

Kati Bandha v the girdle that holds the cloth
in position.  This is generally a broad, multiple  bed
across the hips with an - ornamental clasp resembling
the fall of a hon.

. . ¢
Padasaras are worn on the feet. These rest on th
feet encircling the ankles behind.

Weapons ete.. are as follows -

1. Axe Siva

2. Trident Siva Kal
3. Pasam Shva Yamat
4. Sword

5. Knite

6. Plough

7. Disc Vishinu
8. Conch Vishnu

6. Cradha Vishnn
10. Bow

11. Spear

Postures and Attitndes,

Idols may be in any one of tie tollowing ]‘\“‘“rcs:
L. Stunding or STHANAKAM
2. Sitting or ASANAM
3. Reclining or SAYANAM
This posture is parteularly for adols of Vishno
images of Siva shall not be found rechming.

4. Dancing or NRITYAM

RH)

o . ol

ICONOMETRIC PRESCRIPTIONS

Dance postures are only for Siva as Vishnu images
are not found to be dancing except in the case of th'e
image of Navanita Krishna where B.illilkljlshnil is
found to be dancing with a roll of butter in his hand.

Sthanakam : Standing figures may be in anyonc of
the following attitudes :

1. Samabhanga or Samapadha
2. Abhange

3. Tribhange. and

4. Atibhanga

In Samabhanga or Samapada the right and the left
halves of the hgure are shown in symmetrical pattefns.
The figure is raised perpendicular to the pedestal with-
out inclining to the right or left. In other words the
Purva sutra;n shall fall through the middle of the fore-
head. the tip of the nose, the middle of tl}e neck and
the chest. through the naval. and the middle of the
madhra shall fall between the two feet.

In Abhunga aititude the upper half .of the ﬁgurg is
inclined slightly to the right and left without changing
very much the Samapade position of the larger half of
the body.

In Tribhanga attitude the lower limbs upto the hips
are inclined to the right. the trunk and the Shouldcr' to
the left and the neck and the shoulder to the right
again or vice versa.

In the Atibhanga attitude, the tribhanga attitude
shall be very much emphasised. The upper half of the
body from the hips is bent in a sweeping curve to the
left 1wr the right backwards or forwards. The lower
limbs are also bent or stretched sideways or bacl\:wurds
or forwards to show dynamic movement as in 'thc
cosmic dance of Nataraja or in that of the Navanita-
krishna.
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Asanam : If the pedestal on which the image is
seated (or standing) is plain it is called the Badhrasan:
if it is shaped like a lotus blossom it is called the
Padmasanam.

Idols may be found seated in the Sukhasana pos-
ture 1. €. one leg folded over the pita and the other
hanging loose or with both knees folded and feet
placed together over the pita. The latter is called the
Gajahastasana when the hands are straight the wrists on
knees and the palms hanging loose.

Abhanga: In such a figure the plumb-line or the
centre line from the crown of the head to a point mid-
way between the heels passes slightly to the right of the
naval. In other words, the upper haif of the figure is
made to incline slightly towards its right side, that is,
to the left side of the artist on the reverse. The hips
of the abhanga figure are displaced from their normal
position about one angulam towards the right side of
the artist or the reverse.

Tribhanga: In these figures the centre line passes
through the left (or right) pupil, the middle of the
chest, the left (or right) of navel down to the heels.
Thus the figure is inclined in a zig-zagged or curve like
the stems of a lotus or like an ascending flame. The
lower limbs from the hips to the feet are displaced to
the right (or left) of the figure, the trunk between the
hips and the neck to the left (or right) while the head
leans towards the right (or left). Images of gods
belonging to the Tribanga type have their heads inclin-
ed to the right while gods always keep theirs to the
left.

Atibhanga : This is an emphasised form of Tribhanga
the sweep of the Tribhanga curve being considerably
enhanced.



ArrenpIX 11 B

Traditional designs, the connected legends and Iconographic prescriptions compiled from the Silpasastras.

The Icon products of Swamimali are made to indi-
vidual order placed by individuals as well as for a
common market. One cian choose any design from
the many collection of gods and goddesses and the
craftsmen at Swamimalai will copy the design in metal.
We have listed in the following pages some of the
important traditional designs as well as the legends and
myths and the iconographic descriptions and meusure-
ments wherever these are possible.  Descriptions and
measurements of these images are given in the various
agamas and silpasastras of which a few have been
published, a few lost and a few others survive in
manuscript form though badly mutilated and soiled.

I. Image of Gods and Goddesses—
The cult deities—Siva

Siva is the deity of the Saivaites. He is worshipped
generally in his lingarupa or phallic mode. FEven when
he is worshipped in such form images of him are made
for purposes of Utsava. The images of Siva may be
in three forms. 1. Saumya or depicting Him in
peaceful aspects. 2. Rudra depicting Him in  his
furious aspects and 3. Nritya depicting him in one
of his manifold dance postures.

A. Saumya martis of Siva
1. Sukhasana murti

This is the murti to be commonly found in every
Siva temple as the Utsavamoorti.  This has to be made
in Uttama dasa tala measurement.  This image shall
be in the seated posture and is of the Rujusik type.
The pedastal shall be Bhadrapida. The  Sukhasana-
moorty should be seated crect, be of coral complexion,
must have three eves and a beautiful face, must be
expressive of Rajasik Guna and be clad in tiger-skin
and sitken garments.

The palms of the outer arms may be inturned or out-
turned. In the right outer is the puarasu -or axe) and
in the left the deer. The two lower arms uare the
Abhaya and Kadaka hastas. The left car should
particularly have sankhapatra. The right s cither
mukara kundalam or sarpa kundalam.

Sukhasanamurty shall be wearing a makuta having
a lalata pattam.  This makuta shall hise on four sides
leaf-like ornamentations, In the right side there shall

be the serpent and the Umattam flower and in the left
the crescent.

Sukhasanamoorty shall wear the upagrivam, kanda-
haram, charnaviram. Yuajnopavitam, Kevuras, Kuda.-
kavalayas, angulis, Shandamala, cdarabandanam, Katl
sutram, Uradama and padasaram,

According to the Kashvapa Silpasastram the madhyd
sutram should pass through the middle of the brows.
the middle of the chest, the navel, the middle of the
bony projection at the ankle.  In the asana posturé
the left leg is folded over the pita and the right hangs
below. The upper part of the body is 41 angulas moré
in height than the lower part.

Kashyapam  preseribes  the  following additional
measurements in - addition o the uttamadasa tald
measures.

Angulas

The  distance of the right from 2

madhya sutra 3130 or -
The distance of the nght ankle 0

from madhya sutra 13,12 or |l
The distance of the left heel from

the madhyva  sutra where it

touches the pita 2or3
The distance of the middie of the

abhava hasta tfrom the madhva

sutram 14
The wrist of the abhava hasta <hall

be on a hine with the navel
Distunce of the kadaka hasta from

the Madhva sutra 15
Distance of the left arist from the 3

left tiiigh 2 or

The left hund should be cither Kadaha hasta or Simhd
Karna hasta. It the fingers of the palm are a little hent
inwards it i called the Kaduha oot In the simhd
hasta the middle finver is hent inwards to touch ‘hc‘
centre of the palme. the ring finger iy halt-bent ;md. the
other fiingers bent a little inward.  The tips of the
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TRADITIONAL DESIGNS

Kartari mudras of the outer hands shall be on level
with the Hikka Sutram. The ring and thumb fingers
should be pressed on the palm and the little finger shall
be bent a little. The other two fingers shall be

erect and stretched.

Angulas
The distance between the elbow
and the Sroni (Hip) S5or6or7
Distance between the medra and
Sor6or7

the left ankle

Distance between the navel and
the left nalaka 12or13or 14

The height of the makutam 1Ror2!or24

The width of the makuta should correspond to the
width of the face. At top the width is less by 1/7 or
1/8 of the width at the bottom.

The height of the axe and the deer is 12 angulas.
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three are uttamas, three madhyamas and the three
others adhamas.

The height of the Skanda image should be made into
64 parts and each part is an angula. One eighth of an
angula is a yava. Of these

Angulas
‘The height of ushnisha 1
From Ushnisha to Kesanta 1
From Kesanta to Netranta 2
From Netranta to the end of the nose 2
From the end of the nose to the chin 3
Height of the neck 3

From the hikka sutra to the middle of the chest 9

From the middle of the chest to the navel 8
From the navel to the root of the medra 7
Length of the thigh 12
Length of the knee 3
Length of the foreleg 12
From the ankle to the foreground 2
Length of the foot 10

varada hasta). The right holding the flower shall be in
Simhakarna mudra.

Devi’s complexion is leaf-green. She shall wear all
ornaments and shall be clad in red silk garments.

In another way of imaging, Devi’s left palm shall
rest on the pita outside the left thigh.

Space between Soma and Gauri on the pita shall be
6 or 7 or § angulas.

The image of Skanda shall be placed between the
Deva and the Devi.  The height of the Skanda image
may be upto the level of Devi's neck; which is uttama
or it may be upto the Sthanaksha sutra of the Devi in
which case it is adhama. The distance between Hikka
sutram and the Sthana sutram of the Devi shall be
made into nine parts and corresponding to cach of
them a skanda image can be made. Of these nine,

%‘ 2. Somaskanda Length of the upper arm 14

T This is also a common image to be found in every i‘::g:g g; :E: gz?;.;lrm 10

Siva temple. Here Siva is found to be seated with Length of the middle finger 4

Uma on his left with Skanda in between them. Siva Length of the index ﬁngegr and ring 3

shall be imaged according to the lakshanas laid down Length of the thumb and the smallgﬁnger 3 4

for sukhasana moorti. Gauri is at the left of Siva, in Width of the palm nger 3

the seated posture, her right leg folded over the pita Width of the forearm at the wrist ;’

4' : -: e and the left hanging below. Width of the forearm at the elbow 4

W\ ““" ” ,’4’ Soma’s head shall be a little bent t(?wards Devi and so W%dth of the back arm near the armpit 5

’/5‘9 -~ shall the head of Devi be a little inclined towards Siva. Width of the face 8
"(ﬂ“\\\\“ Width of the neck

\’~/ Devi shall be imaged according to the Madhyama Width between the armpits 7

Dasa Tala - Gaurimanam. Her left hand shall be Width of the chest P 13

varadahasta and in her right shall be the Nilotpala Width of the Sroni desa 12

flower. The left hand may be placed on the lap (in Width of the hip g

Width of the knee 6
Width of the thigh at the root 8
Width of the foream 4
Width of the ankle 3
Width of the heel 3
Width of the foot 3

The Skanda shall wear on his head Karanda maku-
tam. He holds flowers in both hands or his left hand
shall be varada hasta and the right either in the abhaya
or simhakarna mudra holding either a fiower or a
mango fruit.

Skanda’s image shall be made wearing only the
Katisutra (Araignan) and other ornaments worn by a
child.

The image of Skanda can be cither standing or
seated or dancing. Seated, it must have both legs
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folded over the pita; standing, it must be samabhanga.
If dancing the two legs must be a little bent and the
space between the two knees must be shaped beautifully
and imaginatively.

3. Chandra Sekhara

The legend is that when Siva was passing by the
slopes of the Meru without any garment, the wives of
the rishis feil in love with him and lost their chastity.
The rishis wild with rage performed incantations and
from their ccremonial grounds there came snakes. a
krishnamriga, an Apasmara Purusha, a parasu, a tiger,
a bull and several other things. These were set against
to destroy Him by the Rishis. Siva took into his hands
the black deer, the snakes and the parasu. The apas-
mara purusha was trampled under his foot, the skins
of the tiger and lion he has worn as garments.

The above legend is given in many puranas and
agamas.

Chandruasekhara moorthy, the image of Siva depicting
him as emerging victorious from the above incident, is
also to be found in almost all Siva temples. It is of
three types :

1 Kevalamoorty . without Gauri
2 Gauri Sahita -+ with Gauri

3 Alingana moorty + in mutual embrace

Kevalamurty bestows mukti. Umasahita is abhaya-
pradha.

Kevalamurty shall be in the Sthanaka posture. Uia-
sahita shall be in the Asana posture; Alinganamoorthy
shall be in the abhanga or atibhanga attitudes.

The moorty shall have to be imaged in the uttama

dasatala mecasurements as in the case of sukhasana-
moorty.,

The kevala chandrasekhara shall be made in erect
posture. The outer arms carry the axe and the deer.
The palm shall be either outward facing or inward

facing. The front arms are abhayahasta and Varada
hasta.

Chandrasekhara shall have no makuta but wears

Jadamudi. At the right side of the mudi is the crescent
moon.

Purva sutram for this samapada Kevala chandra-
sekhara moorty shall pass through the middle of the
head. the lulata, the tip of the nose, the middle of the
chin, the middle of the neck, of the chest and navel, the
medra and the distance between the feet,

ICONS IN STONE AND METAL

Prista sutram passes through the middle of the Krita,
the midneck, the middie of the back and of the hips
and the middle of the legs and feet.

Umasahita or Gaurisamyukta moorty shall be with
Uma in the Samasana or Binnasana.

In the alinganamoorty, which is also called Gauri-
samyukta, Siva and Gauri shall be in mutual alingand.
Siva shall be embracing Gauri at the waist with his
Varadahasta.  And Gauri must be embracing Siva at

the waist with her right hand; in her left she holds @
lotus.

4. Vrishvahana moorty
Siva with or on his Vahana. the Bull.

Standing with the Vahana this idol muy be made
cither in Samabhanga or Trbhanga attitude. In the
Tribhanga attitude the right leg is planted firm and th'e
left is in Kunjitabhava. In the asana posture Siva IS
seated on a pita over the bull or Nandi. One leg iS
folded and placed over the pita and the other hangs
down below. The knee of the firmly planted leg shall
come up to the level of Hikka sutram. Vrishavahand
shall have either jadamakuda or Jadabandam or hanging
jada. He shall wear garments in red and should b€
fully adorned.  Uma shall be scated at the left of Si"_a
+or in special cascs at the right too). Devi’s right lcg 18
planted firmly on the asana and the left hangs below.
She holds a fily in her right hand and her left is freely
suspended (Lola hasta)

5. Gangadhara

Siva with Ganga on his head. This is another of the

Sivamurtis to be commonly found in Siva temples in
the south,

Gangadhara shall be in the Sthanaka posture. His
hair is untied and loose and his head is bent a li?tlc
towards Gauri.  The image should be a personification
of Ahankara. The outer left hand holds the deer and
is raised upto the ushnisha. The right outer cmbrnccS'
the Ganga at his head. The left lower embraces Devd
round her waist or is on her breasts. Uma's left 1¢8
is planted firm and the right is in Kunjita Bhava, Hef
left hand holds a4 flower und her right placed on the
witist such that the three fingers are on the Sroni desa.

The image  depicts the story of Bhagirata 10
Ramayana wherein Siva helps Bhagiratha in bringing
the heavenly Ganga to carth so that the unccstors.or
Bhagiratha  might attain abvation.  The unwilling
Gunga comes down with such fire that Bhagirathd
invokes the help of Siva to intercede and save the carth

TRADITIONAL DESIGNS

from destruction. Siva locks her up in his jada and is
at once pacifying the wrath of the jealous Uma. The
image should particularly bring out this expresston.

6. Ardhanari:

A combination of Shiva and Sakti, the right hglf
being Siva and the left being Uma. Asto why S;xfz;.
presented himself in this rupa, the lggend runs tha
Rishi Bhringi was such an exclusive Siva-Bhakta that
he would not worship any other ‘god or goddess
(cven Sakthi) except Siva. At the time w_hen a!l the
rishis went to worship Siva at his aone in Kailasa,
Bringhi alone would not worship Sa'ktl and woulc}
only worship Siva. The angered Ga.url cursed thz.lt al
sakti would be drained out of Bringhi whc? accordingly
became a skelcton covered by skin devoid of all flesh.
Unable to support himself properl.y h.e was ab01'1t to
tumble down when the sympathepc SlVfl gave hlrr} a
third leg to support himself. This attitude of Siva
infuriated Uma who thereupon went to'do penance to
become one with Siva. The result of this penance and
the grant of her wish by Siva ?s t‘he Ardhanari form.
The legend continues that Bhr}ngl was not persuaded
cven after this to worship Shiva and Gauri together.
He took the form of a bee, pierced }hrough the figure
of Ardhanari and came round only Siva.

Ardhanari, apart from its legendary sigmﬁcancg is
onlv an anthropoetic rcpresentation.of the goncgptlon
of Godhead as the principle of fertil_lty manifest in tf}e
union of man and woman and worshipped otherwise In

the form of Linga.

Ardhanari image can be of three types having either
Six arms or four arms of two arms.

in Sami vy attitude with the
The image shall be in Samabhanga a
i teg fin in Kunjita Bhava. The

- irm and the left . .
right leg firm andthe rvathi and the right half is

left half of the body is Pa
Siva.
. - ) .
In the two-armed image the left hand holds a flowe
and the right is Kadakahasta.
med murty the outer left and right
and the trident respectively, thg
front right is vatada hasta and the front feft 1s pla.clt
: ) N . 2 AWAY A\
on the §bull In the six-urmed murthy the three I'HSI
. arad: ra
i : s gve and the varada mu
hands huve the flames. the e da muchs
respectively and the 1wo feft have a ﬂow;r;n;?
k‘dduk‘lmu’dr o 1he thard leftis placed on the bull.
The left har is bedeched with ornaments nclons.mg
e i he ’ Mva.,
10 Giari and the right with thos lmlongl\m: Lo e
I . oo tieree wnd the left calm an
The right .o ~hall b hetee - descend in he
graceful. The dress ot the wast shall de

In the four ar
hands hold a flower
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right upto the middle of the thigh end, in the left upto
the ankle.

7. Hariharartha:

An image of Siva in which the left half is Vishnu
and the right Siva.

This moorty shall be in the samapada attitude
standing erect. The right half of the body. shall have
Rudramsa and the left half shall have Vishnuamsa.
The front right hand shall have abhayamudra and the
front left shall have Kadakamudra and shall be
touching the lap. In the outer right hand shall be the
deer and in the outer left the disc. On the left side of
the head shall be the Krita and on the right jada and
the crescent. The right eye has a ferocious look and
the left shall be calm and graceful.

8. Kalyana Sundara:

This image depicts Siva wedding Parvati, daughter of
Himavan.

Siva's left leg is planted firm and the right is in
Kunjitabhava.  His lower right hand holds Gauri’s
right hand and lower left is Varadahasta. In the outer
arms he holds the axe and the deer. He wears the
jadamakudam and is bedecked with all jewels. At his
right stands Gauri holding a nilotpalam in her left hand
and her right held lightly by Siva. Gauri is arrayed
in marriage attire and her head is a little averted in
shyness.

In front of them Brahma may be imaged as doing
homa. He has four arms and four heads. In his
outer arms he holds the pitcher and the rosary. In his
front arms he holds the utensils with which to
perform the homa.

Vishnu may be imaged to the north of the
homakundha. In his outer arms he carries the disc
and the conch. In his front hands he carries a pitcher
of water in readyness to give away the bride to Siva
(Kannikadanam).

9. Pasupada:

The image of Siva as Pasupada is of two types; the
saumya and the rudra.

The Saumya Pasupada shall be either in the asana
or sthanaka posture. He shall have three eyes, four
arms and a stout torso. The left outer hand holds'the
Rosary and the left front is varada !1asta; the right
outer “shall have the trident and the right front shall
be the abhavahasta. In other respects he shall be

like the Chandrasekhara.
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Images of the Rudra Pasupada should not be made

in stone or metal. The descriptions are meant only
for meditation.

10. Dakshinamurty :

Image of Siva as a teacher of Yoga, of Vina, of
Jnana and as an expounder of the Shastras. The first
is called the Yoga Dakshinamurthy, the second is
called the Vinadhara and the last as Vyakyanamurti.

The image of Dakshinamurty shall be made in the
asana posture, The left leg shall be folded over the
pita such that the nalaka shall be below the front
portion of the right thigh. The right thigh shall be
over the pita and the right foreleg hangs down below.

The front right hand shall have jnana mudra and the
back right shall have the rosary. The front left shall
be either Varada hasta or shail carry a Danda. The
left forearm shall be placed over the left knee. The
back left hand shall carry either fire or serpent.

The locks of hair shall either be loose or tied up into
a jadabanda. At the left side of the jada shall be the
serpent and the umattam flower. At the right shall be
the crescent. The murty shall have a smiling face,
shall wear white clothes, white Yajnaopavitam. He
shall wear makara kundala in the right ear and
shankapatra in the left.

The right foot may be placed on Abasmara who
shall be playing with the serpent.

The same murty if with the left knee a little raised
up holds in the two front hands a vina shall be
called the vinadhara.

11. Bhikshadana:

It is said that in the forest of Taraka even children
and women took to austerities forgetting the
worldly ways of living. To make them feel the need
of the worldly ways, Siva started out to beg in their
quarters. For this purpose he became a black ugly
looking being and naked he went into their midst.
This appearance immediately drew the attention of all
the inhabitants and through his maya the residents of
this forest took to all sorts of bad ways of this world.
Siva depicted in the form of a beggar is known as
Bhikshadana.

This murty shall have padukas on his feet. The
left leg is planted firm and the right is stepped a
little forward as in walking. Either the locks of hair
are loose or tied up in a bunch.  There shall be in the
head the chandrakala (the crescent) and the skull,

ICONS IN STONE AND METAL

In the two outer hands shall be the damaru and the
peacock feather. The lower left hand shall have the
varadamudra and the lower left shall carry the deer.

The image bas serpents at the head, the neck, the
arms and at the waist.

12. Kankalamaurti:

Kashyapa gives the following account of the origin
of Kankalamurty.

To save the world from the tyranny of Thrivikrama,
Siva went as a beggar to beg for the flesh and the
blood of Trivikrama. When the latter offered it he
immediately became a corpsc. To give him moksha,
Siva has worn the corpse as an ornament.

According to another puranic legend, however, Siva
removed the fifth hcad of Brahma in a moment of
anger and thence was pursued by Brahmahatti dosh. To
expiate the greatest sin on earth, the sin of one Brahmin
killing another Brahmin learned in Vedas and Sastras
(Dhruna) he begged his way to the abode of Vishnu
to seck the latter’s advice. At the entrance he was
forbidden entry by Visvakshena and in a fit of rage
Siva killed him too. Now one Brahmahatti dosha
joined another and the sin became the greater. Vishnu
advised Siva to carry the corpse and proceed to the
holy theertha at Kasi, When Siva proceeded thither,
bis pursuers left him, being afraid to enter the abode
of virtue and bathing in the ever holy Ganga, Siva
found himself rid of all sins.

In appearance this murty shall be like Bhikshadana.
The left leg is firm and the right is stepped out as
in walking. There shall be padukas on the feet. It
shall have the beggar’s bowl in the hand (front). In
the outer left Kankala holds the trident and the
peacock feather. To the front of the trident the corpse
(Kankala) lies suspended. Kankala wears in the right
ear Sankhapathra and in the left car makarakundalam.
The locks of hair cither hang loose or are tied up into
a jadamandala. At the right of his hair he wears the
crescent and at the left the serpent. He wears a gar-
land of skulls around his neck. Serpents are to be
found at the waist around the wrist and the clbow.
He shall wear a sword at the waist.

13. Chandesanugrahs :

An anugrahamurty of Siva depicting him as bestowing
grace on Chandikesa.

This image is like that of Somaskanda except that
the lower right hand is not in abhavamudra. It 1S
instead varada hasta and the left is Kadakahasta.

BRONZE ICON OF SIVA AS BIKSHADANAMURTI



TRADITIONAL DESIGNS

Gauri is at the left side of Siva and both Siva and Uma
are seated on padmapita without Skanda in the middle.
Below them Chandikesa stands with palms joined in
the Anjali pose over the chest.

Besides Chandesanugrahamurty, there are other
anugrahamurtis mentioned in the agamas and silpa-
sastras such as Nandisanugraha, Vignesanugraha and

Ravanan ugraha.

B. Rodramarthis ef Siva:

Tripurantaks :

According to the lore, the three asura brothers
Tarakakshan, Kamalkshan and Viddhuin Mali obtain-
ed as a result of hard penance the gift of indestructible
flying fortresses from Brahma. The three fortresses
made of gold. silver and iron respectively could not be
destroyed by the power of any single god. Thus
endowed they became a menace to the Devas and
caused the latter endless troubles. The devas finally
had to approach Siva to get rid of this asura threat
and surrendered half their power to Siva to make
him more powerful than he was. Armed with this
Power, Siva set out to destroy the demon kings. Meru
became his bow, Vishnu the arrow, earth became his
chariot and the four vedas became the wheels of the
Chariot. Brahma was the charioteer. But when the
enemy was sighted Vishnu in a freak of ahankara
thought himself 1o be all important in this war. Perceiv-
ing this the immortal God laughed and in his laughter
the three fortresses were reduced to ashes much to the

humiliation of Vishnu.

Tripurantakamurti depicts Siva set out to destroy
Tripura.

Tripurantaka image can be made either in the
Abhanga or Samabhanga or Atibhanga attitude.
Tripurantaka made in the Abhanga attitude is accord-
ing to Kashyapam. uttama: that in Samabhanga Is
madhyama and the atibhanga Tripurantaka is adhama.

) Siva‘s left leg is held in Kunjita bhava and the nghf
Is firmly planted. The right lower hand is at the nabi
level with the Simhakarna mudra holding the middle
of the arrow. The length of the arrow is 21 angulas.
Its thickness shall be the thickness of the small finger.

The hand holding the bow is raised upto the .level
Of the armpit. It js slightly bent because of its grip of

the bow.
The length of the bow shall be 100 angulas.

The outer arms hold the deer and the axe and are
Faised upto the Hikkasutram.
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Such Tirupurantakamurtis can be of seven types.

In the first, Siva as Tripurantaka is with jadamudi,
bedecked with all jewels and Gauri is at his left side.

In the second type, Siva’s left leg is planted firm
over Abasmarapurusha.

In the third the left leg is planted firm and the right
is held in Kunjitabhava.

The same murty with the left leg planted firmly over
Abasmarapurusha constitutes the fourth type of Tripu-

rantaka murty.

In the fifth type the murty has four arms and the left
leg is not placed over Abhasmaram.

In the sixth type, Tripurantaka shall have eight arms.
In his right hands he holds the arrow, the axe, the
sword and the Vajra respectively and his left handg
have the bow, the shield and the Vismaya mudra.

Siva with ten arms constitute the seventh type of
Tripurantaka. The right hands have the arrow, the
disc, the trident, the axe, and the Vajra and the left
ones have the bow, the sword and the shield. The
remaining two hands are in Sooci and Vismaya pose.
This murty shall be in the Atibhanga attitude.

2. Gajasamhara
A form of Siva depicting him as emerging victorious
from his battle with the Gajasura.

Gajasamharamurti can be of two types having either
four arms or eight arms.

The four armed murty has in his right hands the
pasam (rope) and the elephant skin and in his left the
tusk and the elephant skin.

The eight armed murty has in the left four hands the
tusk of the elephant, the skull, the elephant skin and
Vismayamudra. In the four right he has the trident
the damaru, the rope and the elephant skin.

Siva’s left leg is over the head of the elephant and
should be shown over his makuda. On both sides the
legs of the elephant are shown with imagination.

The body of the elephant is made to look like a
prabhamandala.

Siva’s left foot presses on the head of the ¢lephant,
his right leg is folded back as if about to kick.

Parvati stands at his left, her face reflecting fear.
3. Kalasamhara

The story of Markandeya is well known. The child-
less Mrikundu prayed for a son and Siva gave him the
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choice of having either one intelligent and devoted son
with only sixteen vears of life or many stupid sons with
long life. Mrikandu with his characteristic insight
preferred the former and so came Markandeya to be
born. With congenital devotion and intelligence forti-
fied by his father's knowledge of the vedas and shastras
Markandeya’s love for Siva knew no bounds. And at
the hour of Yama's approach when he was sixteen,
Markandeya took rcfuge in none other than Siva, and
embraced the linga that he was worshipping. Siva, the
the legend runs. sprang up from the linga and by
keeping Yama at bay saved his devotee, and Kala
blessed Markandeya to be ecver sixteen.

The moorty’s right foot shall be on the padma pita
and the right leg firm and erect. The left is lifted in
front.

The murty should have 2 beautiful face, three eyes
and four or eight arms. In the four - armed type,
the right front shall hold the trident, raised up to the
level of the neck. The left front holds the axe oris
the varadahasta. The back left has the vismavamudra.

In the eight - armed type the right hands hold the
the trident, the axe, the vajrayudha and the sword
and the left hands have the shield, the damaru, the
suct and Varadhamudrus.

And in front of Siva shall be Yama with two legs,
two arms, protruding teeth, rope in palms which are
folded in Anjali pose over the chest and his face
reflecting sudden fright.

Other terrible aspects mentioned in the agamas
and silpasastras and to be found, not very commonly in
some temples are :

The Aghoramurty

The Bhairavamurty
The Veerabhadramurty
The Sarabhamurty, and
The Kamantakamurti

® =N

C. Nritta Murtis of Siva:

It is said that in the forest of Taraka dwelt multitudes
of heretical rishis, the followers of the Mimamsa.
Thither proceeded Siva to confute them, accompanied
by Vishnu, disguised as a beautiful woman, and
Adisesha. The rishis were at first led to violent dispute
among themselves, but their anger was soon directed
against Siva and they cndeavoured to destrov him by
means of incantations. A fierce tiger was created in
sacrificial fires which rushed upon him, but Siva seized
it gently and wrapped its skin over his body like a
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silken cloth. The sages then produced a monstrous
serpent which Siva scized and wore it about his neck
like a garland. Thea he began to dance, but thc’re
pounced upon him at List & monster in the shape 0'_3
malignant dwarf, Muyatatsa, The God pressed the l.|p
of his toe and Proke the creature’s back,  Upon him
Siva resumed his dance.

. Ve

So runs the lore as to why Siva danced.  But B¢

philosonhers esoterically explain the dance of DS
svmbolising the five acts of the Lord, vis.

1. Creation Srishu
2. Maintenance Sthithi
1 Destruction Samhara
4. Keeping in
ignorance and Tirobhava
bondage

5. Blessins for
release from Anugraha
bondage

In the Nataraju image. the arm holding the Damart
18 said to o suggest creation. The arm shnwing.l‘“
upraised flat palm (abhava hasta) symbolises protection.
The arm with the flame stands for destruction. The
foot planted on  Abasmara stands tor binding the s‘oul
in ignorance and toadage.  And the upraised foot
suggests deliveruncs.

- . . e venl
Siva is said to have dunced seven dances at seve
times and at seven ditferent places. © These are:

1. The Ananda Nadanam venerated by the caints
at the Kanakasabhm

2. The sandhya Nadanam exceuted
evening at the Racata sabha

3, The Gauri Tandavam to satisfy his spouse
Gauri at the Sirsabha

4. The Tripura Nadanam, full of poetic beauty,
at the Chitra Sabha

5. ‘The Kali Tandavam with Kali it the Ratnd
Sabha

6. The Mori Tandavam at the Tambra Sabha

7. The sarhara Tandar am executed in the centre
of tiie U niverse ap the time of e deluge

in the

. Qv i 8
Kashyapam writes that the duance of Sivat 18 of 1
types and gives descriptions of mine Lypes reproduc
below.

, . . . aelaca tald

Nitarajenarti shocld be made in uttamadasa m;
and the height of the murty is 120 angulas. It shall be
in the aubhanga attitade.

A STHAPATHI GIVIN

G THE FINISHING TOUCHES TO A
(CON OF NATARAJA

BRONZE
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TRADITIONAL DESIGNS

The Purva Sutram should pass to the right of the
middle of ushnisha to the right of the middle of the
Laladapatta, through the extreme corner of the right
eye through the outer tip of the right nostril to the
right of the chin through the middle of the neck, the
middle of the navel, through the middle of the left
thigh and the centre of the projection of the ankle
of the firm foot.

The following plumb line measurements are set forth
in the Kashyapam about the making of the Nataraja
image.

Space between Purva Sutram and Angulas
forehead - 44
Space between long projection at the
ankle and Purva Sutram 12

Space between middle of neck and
Purvasutram 7% or 9%

The Purvasutram shall be touching the
upper part of the belly

The distance between the Purva Sutram and
the tip of the right hand in dance posture 164

Between Purva Sautram and the tip of the

left hand 4
Between Purva Sutram and the hand
holding the agni 38 or 41

The tip of the middle finger of the hand holding the
agni should be raised up to the level of the Hikka
Sutram. The agni should either be in the centre of the
palm or at the top of the finger. There should be
3, 5 or 7 flames in the agni.

The distance between the purvasutra and the outside
of the wrist of the outer right hand is 28 or 30 angulas.

The wrist of this hand should be raised upto the
level of the neck. The fingers must clutch the middle
of the damaru and be raised up to the level of the ear.
The little finger of this hand must be bent in. And
the index finger must be held erect.

Or the leather strap that is attached to the middle of
the damaru should be shown over the middle finger
and the ring finger may be over the damaru.

Angulas
Length of the damaru 8
Width at the end 5
Width at the middle 3

It must have two rings to which should be attached
a leather strap.

6
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Distance between the small finger of this hand and
the ear is 40 angulas,

The. right lower hand must have the abhayamudra.
The distance between the purvasutra and the middle of
this palm is 24 angulas.

The tip of the middle finger of this hand should be
upto the hikkasutram. The mid-finger of the abhaya-
hasta should show the serpent ring. The length of the
serpent is one and a quarter times the circumference of
the middle of the forearm. And the hood must be
raised 12 angulas over the length. The width of this
hood is 7 angluas. Its thickness is 1 angula.

It must be looking at the front with a long held-
out tongue.

Distance between the purvasutram and the end of”
the hip at the left is 9 angulas.

Distance between the purva sutram and the knee of
the raised leg is 10 or 9 or 8 angulas.

The reduction in the length of the Kunjita pada
due to the bend is 12 or 11 or 10 angulas.

Distance between the knee of the raised leg and
the knee of the planted leg is 3 or § or 14 angulas.

Distance between the knee of the planted leg and
the heel of the raised leg is 34 or 35 angulas.

The top of the raised knee should be horizontal
to the navel.

The distance between the wrist of the dola hasta to
the knee of the raised leg is 10 or 9 angulas.

The distance between the dola hasta and the abhaya
hasta is 10 angulas.

If the jada is left hanging it must have Sor 6or 7
or9 or 11 locks. Its length can be between 32 and
61 angulas.

The Nataraja image must particularly have on the
jada pushpaharas (flower garlands), serpents, skull
etc.

The image of Nataraja must be besmeared with

.ashes, must have a smiling face and must be with

haram and yagnopabitam. The tiger-skin garment
must descend upto the middle of the thigh. Both feet
have on them the padasara and the image must be
bedecked with all the jewels.

The right leg slightly bent and placed on the back
of the Apasmaram, the left leg lifted up turned towards
the right and kept across it.
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At the left of the dancing Siva is Uma who must
be imaged according to the Madhyamadasatala
Streemana.

II Type .

Nataraja moorty of the second type is calied the
Janhaviyudham. 1i.e. having Ganga at his jada. She
should be imaged according to the attributes laid
down in the Streemana. Her two hands must be
folded over her chest in the anjali pose. Her height
shall be 16 angulas.

I Type
In this type the left leg is planted over Abasamaram
and the right is raised in dance posture.

IV Type
) In the fourth type the jada is not bound. But the
locks are loose and spread out as in the whirling motion.

V Type

In this type the right toe is raised upto the ears and
the left is stightly bent. Siva in this type has eight arms.
In the four left hands are the skull, the agni, the
serpent and the bell respectively. In the three top
right hands are the trident, the damaru and the serpent.
The other right is abhaya hasta.

VI Type

In this type, Siva has sixteen arms and Gauri is at
his left. The raised leg is lifted by two hands placed
around the neck. In the eight right hands are
1. Abhayamudra 2. Trident 3. Serpent 4. Parasu or
axe 5. Damaru 6. Dwajam or flag 7. Vedalam and
8. Suchimudra. [n the eight left hands are: 1. Agni
2. Gajahasta 3. Shield 4. Vismayamudra 5. Bell
6. Skull 7. Small knife 8. Suchimudra. In other
respects. this is like the previous type.

VI Type

In this type Siva has three eyes and eight hands.
His locks are spread out. His slightly bent left leg is
pressed over Abasmaram. Abasmara’s head is at the
left of Siva. In his three right hands Siva holds the
Trident, the Serpent and the Damaru. The other
right is Abhaya hasta. Two of his left hands have the
skull and the agni. One left is Gajahastam and the
other is in Vismaya Mudra. Gauri is at his left,

VIII Type

In this type the image has six arms. In two of the
right are the damaru and the trident. The third right
is abhaya hasta. In one left hand is the skull. The
second left is in Vismayamudra and the third left
is Gajahastam,
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In other respects, it is like the previous type.

IX Type

In this Nataraja has four hands and three eyes- In
the two back hands are the agni and the damaru. The
front right is abhaya hasta and the front left Gajahas':‘
His right leg is on the pita (without abasmara) and his
left is raised in a dance posture.

The nine types of images of dancing Siva described
above do not however represent Siva in various dance
postures. They all picture him as rendering the sam¢
piece which Bharata’s Natva Satra would idcntif)’.as
Bhujangatrasa. There are other images of dancing
Siva to be found in metal or stone in temples here and
there in other dance postures, viz. the bronze figure at
Nallur of Siva in the Chaturam pose. Other forms 0
dancing Siva known are Katisama, Lalita, Lalata Tilaka,
Chaturam and Talasamphotita.

Ganapathi

Ganapathi is the eldest son of Siva. He is considercfl
by some as the supreme God. He has an elephant's
head over human body. His image, according 10 the
silpasastras should be made in Uttama Pancha Tala.
His Vahana is rat. In the ordinary form he has tWO
pairs of arms, the upper holding the gada and the
noose and the lower his broken tusk and a rice cake of
right and left respectively. The elephant trunk is either
turned to the right. in which case the image is calle
Valanchuli Vinayagar or to the left when it is referre
to as Idanchuli Vinayagar. In onc of his forms
known as Mahaganapati he has five pairs of arms
carrying various saivite emblems. Though said to be
unmarried onc of his forms in which he is represent
as seated with his consort on his left knee is known 85
Saktiganapathi.

Subrahmanya

He is the second son of Siva. As a child he s
represented with one pair of arms, either standing with
lotuses or dancing. As Dandapani he is represent®
with a VEL in his hand bestowing abhaya. In thiS
form, he is portrayed as wearing nothing but a lom
cloth. He is also known as Shanmuga in which form
he is portrayed as sitting on his vahana, the pea-cock
with six heads and twelve hands and with his consorts:
—Valli and Deivasena, standing on either side.

Images of Cult Deities - Vishnu

Adi murti

We have seen already that Sayana, Asana a“fi
Stanaka are the three postures in which Adimurtht.

BRONZE
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TRADITIONAL DESIGNS

the image of Vishnu can be made. In the Sayana
posture, he reclines over a serpent couch. In the Yoga
Sayana posture, he shall have only two arms and be
without his spouses. In all other Sayana postures, he
is with Bhudevi and Sri Devi and Brahma.

The Asana and Sthanaka murtis of Vishnu are
innumerable. In each temple, he is called by a diffe-
rent name and is differently imaged. Generally, he
has a Discus in the right outer arm and Conch in his
left outer. He wears a Kirita on his head and Kundalas
in his ears. He shall be wearing all other ornaments.
such as the Keyura, Kadakavalaya, Udara Bandhana,
Katisutra and Kadi Bandana, Hara Channa Vira,
Vanamala, Yajnospavita, Padasaras and Angulis. The
garment at the waist descends upto the ankle. He may
or may not be having Gadha in his left front hand.
Asana and Sthanaka pratimas of Vishnu shall be in the
Samapada attitude. Lakshmi and Bhudevi shall be
generally at his two sides.

In the Varadaraja image of Vishnu, the lower right
hand is in the Abhayamudra and the left either holds a
mace (Gadha) or is in Katyavalam bitamudra.

In the Srinjvasa form, the lower right hand is Vara-
dahasta and the lower left is placed against the thigh to
show that “the ocean of Samsara is only knee deep to
his devotees.™

In the Panduranga form he has only two arms. The
hands either rest on the hip or hang beside his hips.

In the Lakshmi Narayana form, Lakshmi is seated

On Vishnu's left lap, supported by his left arm.
In the Vajkupta Natha form Vishnu is seated on a
Serpent couch.

The Avataras of Vishnu

Matsyavathar d
he waist is human an

The part of the body above t
low the waist it is fish-like. Vishnu shall have t:l?ll:;
arms with Discus and Conch in the upper oncs.

Other two are Abhaya and Varada hastas.

Kurmavathgr :
i s
Brahmeeyam lays drawn the following measuremen
Or imaging Kurmavatar. ingulas
Head

Ears
From face to the middle of the chest
From the middie of the chest to the navel
From the navel to the medramoola

The height of the legs

AandL VI S B NS I N N

Varahavathar — The boar incarnation
The head shall be the head of the boar.
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Brahmeeyam prescribes the following measures :

Total height of the image

From the middle of head to Mastaka
From the mastaka to the Netra eyes
From Netra to nose end

Angulas
102

4
4
11

From the end of the nose to the end of the chin 4

Height of the neck

From the neck to the middle of the chest
From the middie of the chest to the navel
From the navel to the Medramoolom
The height the thighs '

The height of the knee

The height of the foreleg

From the ankle to the ground

The length of the foot

From the middle of the eye to the middle
of the brow

Distance between the two eyes
Length of the eye
Distance between the eye and the ear
From the root of the ear to the chin
The width of the ear
The length of the ear
- Thickness of the ear
Width of the face
Width of the eye
Width of the nose at the bottom
Width of the nose at the middie
width of the nose at the root
Width of the nostril
Width of the neck
Width of the armpit
Length of the backarm
Length of the elbow
Length of the forearm
Length of the palm
Length of the middle finger
Length of Index and ring fingers
Length of the small finger and the thumb
Width of the palm
Width of the wrist
Width of the elbow
Width of the forearm
width of the backarm
Width between the shoulders
Width between the armpits
Width at the waist
Wwidth at the hips
Width at the thigh
Width at the knee
Width at the foreleg

4
12
12
12
26

4
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Width at the Nalaka (Angulas) 43
Width of the feet in the middle " H
Width of the feet at the front . 64

Varahamoorty has four arms in three of which he
shall ho!d Sunkha (conch) Chakra (Disc) and Gadha.
The other hand is abhaya hasta. He wears Makara
kundalas in the eurs, Kevura and Angathem and Udara-
bhandana. He has three Kadcka Valayas on the
forearm and Channavira across the torso.

With Sri Devi, he shall be in the Asana posture ;
alone or with Sri Devi. and Bhu Devi he shall be in the
the Sampade Sthanaka posture.

Narasimha

Lion incarnation of Vishnu. Brahmeeyam Livs down
the following measurements:

Angulas
Total height 120
Height of Ushnisha 3
From Kesanta to Netra Sutra 6
From the netra sutra to the cnd of nose 4
From the end of the nose to the mouth 3
Hips 2
From the Akshi sutra to the brows 3
The width of the forchead 9
Distance between the eves 2}
Width of the face at the netra sutram 12
Width of the mouth 10
Width of the opening of the mouth 4
Width of the nosc 24

This murty shall have four sharp tecth jutting outside.
Their tips shall be bent like the crescent of the moon.

Length of the tongue (Angulas) 6
Length of the ear .- K3
Width of the car . 24

The torso and the limbs shall be imaged according

to the measurements laid down for Uttama Dasatala-
murtis.

Narasimhamurty has a fierce face and eves radiating
fury. He has four arms, the back hands holding the
conch and the disc. The tront arms have the Gadha and
the Padma (Lotus). He¢ wears Udara bandhana
Katakas, Keyuras, Haras, Channaviras, Yagnopavitha
Kejja and Padasara.

With Lakshmi on his lap Narasimha is in the
Asana posture seated on a throne. Without Lakshmi

he is in the Hastusana or Urdwajanu postures or in
the sampadsthanaka.

)
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Vamana

The dwarf incarnation of Vishnu. Heis rcprcsenlefi
with an umbrella, carrying a copy of the Vedas in his
right hand and Kamandala in his left.

According to Brahmeeyam

The total height shall be 64 angulas of Angulas

which the length from Ushnisha to Kesanta ¥
From Kesanta to Akshisutram 3
From the Akshisutram to the end of nose 4
From the end of the nosc to the chin 3
Height of the neck 44
From the Hikka Sutram to the middie of

the chest 7

From the middle of the chest to navel 7
From the navel to the Medramoolam 7
The length of the thigh 12
The length of the knec 2
The length of the foreleg 12
From the ankle to the ground 2
Length of the foot 10

Dasarata Rama

Vishnu as Rama is imaged as a man holding an
arrow in his right hand and the bow in his left. He s
gencrally imaged with Lakshmana who stands at HIS
right and Sita, at HIS left.

The measurecments laid down in Brahmeeyam are:

Angulas

Hight of Ushnisha 1}
From Ushnisha to Kesanta 3
From Kesanta to Akshi Sutram 4%
From Akshi Sutram to the end of the nose a1
Height of the neck 43
From the Hikka Sutram to the middle of

the chest 124
From the middle of the chest to the navel 13
The length of the thigh 25%
The length of the knec 4%
The length of foreleg 254
The height of the ankle from the ground : 4%
Length of the back arm 26
Length of the clbow 2
Length of the forcarm 20
Length of the palm 7
Length of the middle finger 6

Rama wears Kirita on his head, Makara Kundalas
in his cars, necklace called Srivatsam and  (ndra-
chandam over his chest. an ornament called Angatham
over his back arm., three katakas over his forcarm neaf
the wrist and Channa vira and Udarabandanam. He
has rings on his fingers and Padasaras on his feet.

N
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TRADITIONAL DESIGNS

“Lakshmana's image is made in Adama Dasa Tala.
Sita’s in Navarta Tala.

Krishna

The measurements depend upon the age of Krishna.
Upto three years, Krishna is imaged in Pancha Tala (64
angulas) between three and six. in shat Tala (72 angulas),
between six und nine vears in Sapta Tala (84 angulas),
between nine and twelve in Ashta Tala (96 angulas) and
between 12 and 15 Krishna is imaged according to
Nava Tula measurements.

Measurements of Uttama Pancha Talam :

Angulas
Total height 64
Height of Ushnisha 2
From Kesanta to Akshisutram 2]

2%

From Akshi sutram to the end of nose
From the end of the nose to the chin 73

Height of the neck 2
From the hikka sutram to the middle of the
chest 7
From the middle of the chest to the navel 7
From the navel to the medra 6
Length of the thigh 13
Height of the ankle from the ground 4
Length of the knee 23
Length of the foreleg 13
Uttama Shatthalam
Total height in Shat Talam 76
Urtama Sapta talam
88

Total height in Saptatalam

The following are various forms of Krishna :

Vatapatra Savi Krishnan as a baby Iying on a banian
leaf and holding his toe in his mouth.

Santanagopal ~-the same but without the leaf.

Yasoda Krishnan - Krishna as a child on the hip or
lap of his mother Yasoda.

Balakrishna—-Krishna as a child crawling and dancing.

Navaneetha Nrityam : In this Krishna is conceived
of as a child with a ball of butter in one palm and one
arm extended at the side as in a circular movement.

Kaliya Krishna — Krishna as a five year old boy
subduing the serpent king Kaliya.

Venugopal ~ Krishna in his teens playing flute.

Gopalakrishna  As @ youth his right hand holding

a shepherd’s smock and his left elbow projecting to rest
on his consort’s shoulder.
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Images of cult Deities : Shakthi

Mahalakshmi—As Mahalakshmi, Sri Devi is worship-
ped independent of Vishnu. Her image is then made
according to Madhyama Dasa Tala Lakshanas. She has
two pairs of arms. She is imaged as being in the
Sthanaka or Asana Posture. Her lower right hand is in
Abhaya pose and lower left in the Varadha pose.
Mahalakshmi holds a mace in her upper right hand

and a bael fruit in her upper left.

Gajalakshmi

Lakshmi is in the asana posture flanked on either
side by an elephant holding in its trunk a garland of
flowers. Gajalakshmi has two pairs of arms. The
lower right is abhaya hasta and the lower left is in
Varada pose. In the - Upper hands she holds lotus

flowers.

Saraswathi

Saraswathi is the goddess of learning and is often
worshipped independently of her spouse Brahma. She
is imaged as sitting on a lotus pedestal (Padma pita)
with two pairs of hands of which the upper right and
the lower left hold respectively a rosary and a book,
the other two holding a Veena.

Parvathi: Gauri & Uma

Just as Lakshmi is often worshipped independently
of Vishnu, Gauri is also often worshipped independently
of Siva. When worshipped alone, she has two pairs
of arms of which the upper holds the axe and the
pasam (noose) and the lower ones are in the abhaya

and Varada poses.

Rajarajeswari

Rajarajéswari is a special form of Gauri in which
she holds in the lower right a quiver containing five
flowers and in the lower left a sugarcane.

Maheswari
In this form Gauri carries in her upper hands the axe

and the anteiope.

Durga

Devi as Durga the fighter has Kirita Makuta, two
pairs of arms and a breast band. She holds in the
upper pair of hands the Vishnu emblems of conch

and discus. Her Vahana is lion.

Mahisasuramardani

Devi as a destroyer of the Buffaloe-demon, Mahisa-
sura. She is imaged with more than two pairs of arms
and as leaping upon the demon with her trident.
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Kali

Devi as Kali has many forms. In the common form
in which she has four arms she carries any of Siva’s
cmblems except the antelope. In other forms where
she is imaged as having more than two pairs of arms,
these carry weapons such as pasam, trident, sword,
knife, etc.

Grama Devatas

These are innumerable; while they do not come
strictly into the fold of orthodox Hinduism they are
worshipped by a large number of rural folk.

Ayyanar is the chief among the Grama Devatas. He
is generally the guardian deity of villages and is said to
be the son of Siva and Mohini. He is represented with
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his hair spread out and holding in his hands an
elephant goad and whip. He generally rides a horse
and sometimes he is portrayed as riding an elephant.

Apart from Ayyanar there are other Grama Devatas
known such as Viran, Karupannan, Kulla Karuppa
ctc. These are generally not imaged but reprcscnted
by a block of stone or a tree. Where imaged, these
are imaged as standing with sword and shield, or with
bill hook, or with chain and vessel.

Similarly. there arc several village goddesses like Mart-
amman, Pidariamman, Ponniamman. Draupadiamman,
Kanniamman etc. They are represented by a ston
or three bricks or a head or a full figure. Where the
deity is only a head, a five hooded serpent covers it 3
an umbrella. Most of these goddesses are under 3
Margosa tree.

A BRONZE ICON OF DEVI
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Statements of prominent Sthapathis

I

Sri V. Ekambara Sthapathiar residing at Pookara I1H
Street in Tanjore is a full time worker manufacturing
He is also proficient in temple-designing. He
belongs to the Viswa-Karma Community and the
members of his family are by tradition sculptors. He
learned this craft from his ancestors. By practising
this craft, he earns an income of Rs. 1,000 per
month. His workshop and household is the same.
He employs five adult workmen in his household
fonr manufacturing pedestals for the Icons. The wages
paid to the workers are not stated. Icons are
fnanufactured of good quality granite stone which
is obtained from Mylam and Nagalapuram at Rs. 4
per cubic foot. The designs are made by the
sculptor himself ; important among them being
idols of Eswara, Vishnu and Devi. Hammer and
chisel are the instruments used by him and these are
made by others in their workshops. The literature
relating to sculpture is written on palmyra leaves.
Copies of three such sastras viz., Viswakarmeeyam,
Myamatham and Amsamankasyabam, and leaves of
Roopathyanam are available in his possession.

Icons.

He underiakes renovation work of temples. He has
to his credit the renovation of the following temples

and works :
(1) Eswarankoil. Kadambarkoil and Ammankoil
of Kulittalai taluk.

(2) Sura Nagudi Sivankoil at Karaikudi.

In collaboration with Sri Saminatha Sthapathiyar,

(3)
he has supervised the temple work of Lord
Siva at Attangudi, seven miles north of Karai-
kudi.

(4) He decorated the Anivetti Mahal and Karna-

Mahal in the Kalyana Mandapam of the Siva
temple at Keelasevalpatti in Ramanathapuram

district.

(5) He contributed his services to the cement and
mortar work on the seven-tower temple of
Maharajagopuram canopy above the sanctum
sanctorum of the Siva temple at Pillayampatti,
three miles from Kunrakudi. He completed

t}?le; Urcha;a mandapam, and the bigidols on the
pillars and participated in the con i
ceremonies, wecration

(6) He wo'rked at the north entrance half of the
Qakshmamurti temple in Pattamangalam, of
Tiruppattur taluk, Ramanathapuram district

7) He work i
) e ¥ orked at the Perumal temple at Ilaiyatha-
(8) He took part in the renovation of Marudiswarar

temple find Siva temple in Koothapppar village
near Tiruverumbur in Tiruchirapalli district.

His copsins have participated in the renovation work
of Adi Annamalai Eswaran temple.

According. to this Sthapathi, it is not possible in
actual practice, to strictly adhere to the sastras and

work on this art.
II

Sl"i M Somanatha Sthapathiyar of Ilayathakudi
Tanjore is a full-time worker in his workshop whic;;
is the same as his houschold. He belongs to th
Viswakarma Community, There are three adult worke
men in the household. Persons are also employed f, :
preliminary chiselling of the stones. They are aci);
Rs. 4 per day. Icons are manufactured of granite s:)on
obtained from the nearby hilly areas at Rs. 3.5] :
cubic foot. Charcoal and “Kavi” thread wh;ch ger
subsidiary materials used for this work are availab?j

for local purchase.

Designs are made by the Sthapathi him

Idols of Vinayagar, Subrahmany};r, Valli, sell)i;ivz;::u::'e
Mariamman, Sastha and Poona Pushkalai. For thle:
manufacture of these idols, varieties of scales includin

instruments to denote the degrees of level, an’d varieties
of chisels are used. All these are made by himself
Varieties of emery paper are used for polishiné
purposes.

His ancestors were famous Sthapathis, vi i
nayaka Sthapathi and Pathampatl})\i Sthap‘:‘a.t’hiP ef‘:}:-
were associated with the work of Thirupunnavasalo
kalaiyar temple renovation and other important work i
He learnt the craft from his father. He has .
regular fixed income. When orders are recejved ln'o
income will be Rs. 150 per month, L
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He hastaken part in the construction work of the
Siva shrine at Thekanur, Dandapani shrine at
Araliathi, Pidari temple at Thirukolakudi, Pillayar
shrine at llayathakudi, Siva shrine at Thirukattu-
palli and other Jeernothurana works. He also under-
takes construction of gopurams, vimanams,
brick construction and plastering with cement.

other

I

Silpakalanidhi Sri S.M. Gowri Sankar, Viswabrahmin,
residing at 9. Devi street, South Srirangam, Tiruchi-
rapalli-8 is another full-time worker specialising in the
manufacture of metal and stone icons along with
their accessories like pedestals ete.

He does not have a workshop in his household nor
does he have a fixed place of work.  He goes over to
Devasthanams where temporary workshops are erected
to do the work entrusted. When work at one place
is completed, he moves to the next place where he has
work. Workers arec employed on wages ranging from
Rs. 2.50 to Rs. 4 as occasion demands.  There will
always be an apprentice with him, who learns the work
by attending to preliminary items such as moulding,filling
the idols etc. The materials required for his work are
copper. zinc, lead. brass. silver. gold. copper plates
and brass plates. Subsidiary materiils required are pure
gold, wax, plumbugo, soft soil, clay sand. jute, iron
bars, charcoal and kerosene oil.  These are purchased
from business men at Madras. The prices of these
commodities fluctuate.

The Sthapathi is well-versed in the Sirpakala sastras,
and is proficient in designing. Designs are  made
according to orders. They very much depend upon the

source of the orders. und the purpose for which the
icons are intended.

Instruments used are made out of steel. the muin
items being cutting pliers. scissors, hammer, file knife.
anvil, bellows, grinding stone, crow-bar, spade. scale,
leve! finding instrument, balance weights. and chiselling
nails. Chisething nails are made by the Sthapathis,
while others are purchused from shops outside.

The value of his carnings differs from

month to
month.

Last year 4 silver-plated “Annavagana™ was
done by him at Tiruporur for which he got a net profit
of Rs. 1,000,

Since the art is a hereditary one, it was learnt even
while he was young. He drew pictures and did
sculpture work even while very young. His forefather
of the tifth generation is said to have come to Tanjore
Big temple to do some work connected with the temple.

JCONS IN STONE AND METAL

Ramaswamy Sthapathi of Swamimalai, grandfather of
this individual who has written 4 book on this art, and
who was associated with the publication of othef
valuable books also on this ancient art, was offered the

post of Principal of the School of Arts at Madras by the
then government,

This Sthapathi seems to be one of the great sculptors
of our time.  Hce is well-versed in Kasyapam, Manasa
ram. and Karanam. He has received several titles one of
which is Sirpa Kala Nidhi, awarded by the Commissio®
ner of the Madras Hindu Religious and Charitabl¢
Endowments, Andhra Pradesh Goverment awarded
him the title of Sirpakala Ratnam. and the socicty con
ferred on him the title of Sirpa Pravina, He Wwas
associated with the renovation work of temples at Sri
Rangam, Samayapuram. Tiruchy Mulai Kottai. Tripli-
cane, Tiruvottiyur, Thiruncermalai, Sri Mushnan, and
i few Hindu temples at Singapore and Rangoon. The
golden Buli Peedam at the Ranganathaswami temple.
Sri Rangam. the Swarna  Sthupi of Kapaleeswaraf
temple at Mylapore, und the Ananda Vimana of Partha
sarathiswami temple of Triplicane were done by -
His works of art in ivory and bell-metal have beef
procured by many a curio-buyer. The British Muscum
exhibits some of the articles made by his forefathers:
He has written a very informative pamphlet entitled
“The Temple in India - a gift of the divine Sitpa-

sastra™. The following extracts from this publication
are interesting.

The birth, the use and the sanctity of the temple: I
the beautifull  “ Thamizhagam ™  or the land ©
Tamils in the South, the temple arose as the abode
of humanity, beauty and love. It v the home ©
beauty and grace of design 1o one capable of driving
away the darkness of ignorance and kindling the light of
knowledge and wisdom. Built by the side of sacred rivers
or holy waters, it is a place of purification both literally
and figuratively, the proper place to wash away the
dirt and sin of man both symbolically  and spiritufll‘)"
The fine art of creating idols and constructing temples
to house them s, therefore, the basis and  origin ©
temples. It cannot be said with even a shadow ©
accuracy when the first “Silpa Sastra™ or  the art ©
idol-making and the science of temple architectur®
made their appearance. It takes us to a period long
before History began 1o record facts and dates and t0

a period about which archacological rescarches made
their surmises.

It is sard that some of the ancient cities and kingdom$
with their stately buildings and fine works of architecture
in South India were washed away by the seca. we
come to know of this from references made in ancich$
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ks of
works of Tamil literature. We learn that all ran

. e ‘Silpis’
people appreciated the beautiful work:nzgeu:hem and
and praised the dextrous hands that eficial influence
that their work had a salutary and :en ople. AS far
on the civilization and cu?ture of t ;epgooks on Silpa
as my knowledge and experience 80,1 ¢ e intricate
Sastr'a are all in the "Grantha’ mnguahg x;ded down from
and delicate touches of the art e afore a traditional
generation to gc“ﬂmon' s the}'el to the heredi-
art, whose knowledge s Conﬁ"_ed mf"ll.nsy The Silpa Sast-
131")’ members of the Sthapathi fam! ‘:0'1 yet translated
ras in the Grantha language are ’

into other languages.

. . There ar¢
Different branches of the Silpa Snst;a:1 : (;f] N
12 branches of Silpa Sastras: \l(zi;lzluitsa?an;. (5) Viswa-
: 1) Viswakasyapam. {3/ 8) Vajji-
:ﬁ?tr:‘:?n ((.6)) viswesam, (7) V'SWAC:‘:E m(.l 1( ))Manu-
ram. (9 Vidhyapalhi. (10) x;)nﬁaayim’iramal’ (14)
. (12) Manabotham, am,  (16) Maya-
'&anllam;n;\botham. 13 Mayanngaﬂ;:::ayu;am. (19
neethi. (17) Migudavattam. ! )Kalandhiram. (22)
Kapilam.  (20) Karparyam: (21

. htam
o riyam, (25) Srus ’ s
Nalam, (23) Banu, (24) PArdchahi{hai, (28) Sathvikam.

hvakam, (27) Namasam! Sowmyam,
29 Chaithyakam. 1250, Aridagam. (31 SOV
(32) Chithram.

. ctra is not confin-

. Silpa Sastra 18 .

Mimitable ocean of o akasikai,

ed"l;he l}:::;?lti‘one Viswakarma, Y‘d;{jk?am Vas-

o g . AR aiavalle ,

Silpasaram. Si\palheepikal, de‘t‘-x::{;vanidhi’ Viswa-

thurathnavali. \raszhusarameh St:ram etc., are other
s than -

a prakasikai. Kumarato .m have come

::g:z: g;d‘.\.dssil‘pa Sastra’ - Some of (‘ihi;m volumes of

out in print The others are prescrve

palm leaves.

. To
tronomy -
“Jyothisha Granthas” or'[!.ool::j ;I:a:isng oMY et
i (ime factor in Unces e A 1o
?;;c‘r"n;lrl;&i lohchilpnkala the first place 18

) v be made of 3
mention may .
Jyothisha Sastra. Hfﬂ;monomy- (1) Kalamirtbam,

X umara-
few useful bootzl 0(3, Kalavidhanam. -(jzsinhithai,
e Marichi. (6) Athri () T
samiyam. () ! N

: thambam, (10) Surya-
L (9) Mums‘:::(]iam etc. ‘.Vaftl?u
o ~Silpa Sastra” D
obtain a thorough
tal,

(8) Bruhuthsamhitha ‘
sdbantham. (11) Muhurthamart

step 1
Sastra” inaugurates the first step

¢ the Sthapalhi has lans & capi
i?\(:‘:v\llcgg:s(:fh:'asxl1u purusha before he plar>
¢

temple becomes
a city, a village and a [cmp\TCr-] Tt:::nplc ti))ccomes the
X ‘ 1 c1C e R
the centre of that circlé - irgal activities of the

centre of moral, socid ' o hard day’s lebopr.
organisation. It 15 the retre” he source of inspiration
: S hin i mes ¢
The deity within it beco
7
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and hope. To those that have ears t(i hear, the dear
voice says with its irresistable charm, “come, unto me,
all ye that are heavy laden, end I shell g1‘ve you a;'est .
The wise old poetess Auvvai t{as §a1d “Barul Asoson-
oA GW- BHES GeusgorLmd?? i.e., a place without
a temple to resort to, is no wert}ly dwelhng ;:l‘zze. t?
live in. The ancient Maharls'hls have said ‘“dpuw
Glggasgé‘suamb” for Silpa provides work to the undemfp-
loyed : it engages the mind. and provides f'o<zi o(r1
thought, it becomes the meeting p{ace for all k;,n s a:x

all ranks of people; properly‘ used, it becomes't ¢ centre
of arts, culture and civilization of a peeple; it becomesf
the abode of God or love and a sanctified haven o

pc ace.

Realising this the f oreigners have taken away with them
many of the ancient Grantha_s or holy books. or(1l
Silpa sastras. They have studied them and px‘-;nst;e
them; and the land that produced them shareh c
praise. But the people who pt:oduced them are throw '
into oblivion. On the granite walls and pllllars o
ancient temples we can find the. names of kings 1;;
whose time the temples were built; but }:Ne mayesgaof
and gaze long with searching eyes for t eh nammi .
Silpis or the architects who had done t: ose - gdi Sy-
works of wonder, but only to meet WI; a] s | dis
appointment; for their names do not find a place .

Origin of Silpa Sastra, The Sil.pa Sastra 1<31 r(rilozt(l)y z
traditional art and traditional smence, hande t.w
father to son and from genera}:en to generation.
frOmd on heavenly folklore the origin 18 tlraced back
Bas}e{ Lord of the Universe who made Virat Vl.swaka{ma
?ﬁ ;ivine architect, the sole custodian of this ancient
: : Viswakarma in his turn taught tl}xs sastr.a to the
ore-[ rishis Manu, Maya, Thwashta, Silpi and VlSWa'gna.,
gT‘Cd in their turn taught Parasara. Brighu, Marichi,
l“é:l(s)yapa and other rishis. There are also a few books

that throw light on this point.

The birth-place of all arts, The Si'lpa. S?‘St;: C;;e oa-
comprehensive science, embracing w1'(h1rI:/I 1ts' )o | Seo-
logy, Astronomy, Astrology, Mantra ( aglg éonduct)
(Talisman), Dharma Neethi (Law ef dutyand ¢ t -fom,‘
To put it briefly it embraces the six sastras, ;;x y ur
arts and ninety-six tatwas or dogmas. de:.re e
Agamas take thair origin, and are follov»(;e 111n suc-
cession by Music, Painting, Sculpture an all o f
arts that are conducive to huma? happm}ess, n:(gje
lity, civilization and culture. Kriya or the cre v
art, and Bavada or the creative Im.agmatlon z;re x y
two aspects of the comprehensxve_ art o 1.pa
Sastra. It is capable of lifting tpe artist to the region
of intuition, transcending the h.mxts‘of percepuon, een-
ception, appreciation and imagination. Perceiving
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in that plane of his mental effort the Primeval Force
or Energy called the Adi Sakthi and Para Suakthi.
the artist with the help of his Ichcha Sakthi and
Gnana Sakthi, and Kriva Sakthi, that is. with the help
of his will power, with the help of his intellectual supe-
riorits and with his talent of creative capacity,  gives a
form-and shupe to the formless and shapeless divinity.
He brings to the vision of the ordinary man in a con-
crete form the fundumenuals of life which Pandits and
Professors acquire with lucubration and the transcen-
dental insight of the goal of life perceived by the sages
and seers after long meditation and concentration.
The humunity is. therefore, indebted to the Silpis and
Sthapathis.  But what is their lot in life to-day?  Will
the people’s Government direct its benign Litention 1o
this benighted community of Silpis and Sthapathis,
whose number is slowly diminishing, whose talent s
slowly decaying with their ardour and zeal ebbing, as
a result of their long struggle with poverty and want,
with the indifference of the public and lack of their
appreciation and support?

The temple and the house: As life and body are inse-
parable parts of a living unit, so to the Silpi the house
and the temple are mseparable amsas or part of a
social unit, whether it is a village, a city or a capital.
The one is: spiritual factor: the other 15 its physical
counterpart ie.. the social, economic, political and
cultural counterpart of the unit. So in the planning
of a city or u village the Silpi takes a compre-
hensive view of the whole. lays out the streets, the
plots for construction of dwelling  places,  water-re-
Servoirs. grazing yurds for common pasturage and all
things conducive to o happy. healthy and  civilized
fife.  But he always assigns the  first and  foremost
place, to the temple for the temple is to the social unit.
what life is 10 the body that contains it. For much
more to the worldly man than to the ascetic, the temple
i> the constant rememberancer of permanent values of
life, of the indivisible, infinite, indestructible
My grind-uncle Swamim.laj Silpa Sustra Brahmusri
Sudhusiva Sthapathi hys composed muany poems in
Tamil, muny of the ideas enshrined in the Grantha
language.  There he has sung of the planning of cities.
palaces, mansions, temples with their stately gopuras or
towers, of the swords and other weipor
plough and other weapons of Agriculture, of the throne
and the dhurbar hall, of (he weights  and mcasures
and other uceessories of trade, of the coins
ete. He s ulso

and eternal.

s of war, of the

In currency
ung of tools to detect the animal
matter, the mineral and liquid and other m

‘ atters lying
buried deep under the surfuce of the earth.

The qualities of Panchalohs or Five Metals :

. It is
said that if five become one, then the te

mple work will
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reach its culmination.  The earth is constituted of the
five clements or the ““Pancha Boodhas™ | Prithvi, Appu.
Theyu, Vayu, Akasa). The Jivathma sees its Jyothi
after it subdues its Panchendhrivas (feeling, tasting,
secing, smelling and hearing).  The chief crafts afc
five. In the same way the idols 1o be installed in
temples are made of five metals, melted and shaped by
the Silpis into one divine idol. Before making the
Panchaloha idols for Moolasthana or the Sanctum
Sanctorum the practice in ancient temples was to make
“Suthai Bimbhas™ or idols made of a rare combination
of chalk. lime, cic., known as “Kadu Chakkara™.

“Suthai Bimbha'':-This ido! is made of a mixture of
all kinds of minerals, the salt of the nine varietics of
precious stones and all medicinal muterials.  When the
stone 1dol is installed on the pedestal, in the same  way
arare mixture of medicinal materials called *“*Ashta
Bandana™ is coated all round. A rare knowledge of
medicines can be gained from this portion of the Silpa
Sastra.

Narapashana Moorthy or the Idol made of the
mixture of the nine kinds of Poison :-The idol of Lord
Muruga on the Paluani hills is made of nine kinds of
poison purified. melted and moulded into shape. In
this manner we find the Silpa Sastra an inexhaustible
fund and repository of all the beneticient arts and
sciences.

Six sects of religion :-~Silpa™ or the architectural
and idol-making art is an impartial dispenser of service
1o all the six seets or creeds of religion, viz., the Saiva.
the Vuishnava, the Saktheva. the Ganapathya, the
Kabalika and the Saura sccts.  With a  tolerance
characteristic  of  their profession they  had h.n'!_l
temples tor all their deities. We  learn from  Tamil
literary works that many  of them have been washed
away by the sea.  Butall is not lost.  The devotees of
our land have been wise. On the tops of hills and
mountains  there is no <uch danger.  So stately
edifices of temples and forts arose on tops of hills
defying the ravages of elements and gaining the
reverence of age with the steady march of time. The
great Saivite Saint Sri Arunagirinathar in his devotional
songs has made mention of no  less than 1008
temples and the Vaishnavite alwars or saints have
made reference 1o more than 108 temples. Of the
large temples, mention may be made of the stately oncs
with their majestic halls, cach supported by thousand
granite columns, evervone of which 1s an evguisité
work of art commanding our admiration. Here the Silpa
sastri gives an claborate account of the linear measures
used to determine the dimensions, of the pmhar;l_s.
Vimanas ete., and their characteristic features. 10
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self one has to visit the grand te_mples in
Tiruvarur, Thiruvanna-

Sucheendhram and a

satisfy one- .
Thiruvarangam, Chidambaram,
malai, Kanchipuram. Madurai,

few other places.

: trines, 64 arts. 6

i Pramana: 96 arc the doc '
Details of 9 dwaras or holes. 5 boodha's.or
characteristics,
All these

fundamentals. holes.
elements. 4 vedas. 6 sastras, 3 gunas X
2 castes, 1 Brahma or the Lord Supreme.

196 items should find their places in a temple.

About Vimana :-To the Mother of the Univr;)rse the
. i i ‘ ranava
special Vimana designed usGMeru ;’:;nan\‘;_imana °
i 3 . Gajaprasht:
Vimana to Mahavishnu . °
Maheswara, Chathurmugha Vimana /:0 Bdr:hr\l;i:in:rr:a
i dra Vimana. Anan R
Sundara Vimana. Chan v
Kailasa Vimana etc.. to other Gods and Goddesses.

Bimbathalam :-The height of the Vigrahas orf ldol;\(l)ef
i a and Uma can range from
ahma. Vishnu. Rudhra an : ‘ ‘
?c; ten thalas for the childhood stage. six tha(l.ls 'f‘O(lj
the bovhood stage. seven thalas for the youth stage an
ten thz;las for the fully developed maturc stage.

Measurement of Yugatharma thalam :-10 t?a}ax:
for Krithayuga. 9 thalams for Threthayuga, % thala
for Dhwaparayuga and 7 thalams for Kaliyuga.

Measurement for Asuras :-The height of lthe y?}l(rsnhbaa
i a Kasi ran .
idol for Asuras like Iranya Kasipu. nya
:)/rrultcli;;a Ravana., Sumbau. Nisumba., Mahishasura,
Rakthat;ija, and Surapadma can range to 16 thalams.

Instruction is also given on the hellghls otf;1 tgz
Vahanas. The Vahana may bg of equul hf.:]ght »\; the
Vigraha or it my be 14 or 2 times s hel.ght.T :e €
Krithayuga. 1t was proper to sele.ct the white s o.n,the
Threthavuga, the yellow stone of gf)lden colf)]l}r. 1’ fhe
Dhwaparayuga, the red stone and in the Kd 1yu.gd( he
black stone. Details are given about making v1gr.1
or idols of wood. panchaloga or five metal combination,
of copper. or silver and of gold.

The idol of the presiding deity in the tc’mPle
should command a view of its Vahana and the 1lt;lr
The hall in front should be so constructgd as to enable
the devotees to get a clear vision of the idol.

Characteristics of the Gopura or Towers : Gopur]as
are of five kinds. They are Dhwarasoba, th(z;rasa 2,
Dwaraprasada. Dh\\uruhnrmyu and th?ra A 'Olft):.l};;
In constructing Vigrahas. Vimanas. Temples,‘C roud i e,
houses and digging wells and temr?}e tanks o '1vhm'1
nature. carc should be tuhen that Y1s“';1karmxis .tht r‘e
sound knowledge of the arts and scicnces of archxtcfc l:hc
are emploved for the purpose. The 29th Chapter o
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Silpa Ratna deelares that members of other communi-
ties should not be employed and warns of the loss that
may await the violation of this injunc‘:tlon. I therefore
appeal to the Commissioners, Executive Ofﬁc.er's of .the
Religious and Charitable Endowment Admumstratxor‘l,
the Dharmakarthas of temples, and the Madathlpatms
not to call for tenders and entrust this sacred wprk in
the hands of all kinds of people, but .t(.) patronise .the
Sthapathis and silpis who are the Fracliltlonal -custod1ans
of this noble art and science. Itis in the mter?st of
the people and in the interest of.the temple. Tt is also
in the interest of the Sthapathis who for want of
proper encouragement and support, seek other avoca-

tions of life.

The Silpi sits in meditation and c_opcentrates. his
attention on the elusive idea of the dx\{xne and in a
moment of intuition catches a glimpse of the
transcendental ideal of all our hurpan St{ugglgs. He
broods and muses over it day and night, paints it w1t'h
his brush and fashions it with the dexterity of his
skilful hands and preserves it for thg’ benefit of the
devotees. (Should this art and science decay an;j
disappear for want of encpuragement and support?)
The temple on the hill with its tall t.ow§r and kalasas
at the top, like a mighty monarch' with its tower on the
anointed head still demands the tr}bute of our venera-
tion. The thirtha and Vigraha stﬂl ‘
and sin and show us the way anc_i},v s
light to the goal of life. ; hid this art and s
decay and disappear for . of encouragement
support?”’

Sri M. Siogaravelan Sth
kannu Sthapathi, Ma'in RoO
Elangudi Post, Tanjavur. d
Viswa-Brahmin  Community,
sculptor. He has no fixed place of work”™
from temple to temple. along with his wgrkers,
whenever there is demand. ‘ He was employmg 40
workers in 1958-1960. and 37 in 1960-1961 in connec-
tion with the rcnovatior} of the Sri Sundareswarar
temple at Paramakudi costing ~Rs. 4.5 lakhs. Out ‘of
the 37 employed in 1960-1961: 25 were connectedh with
stone-work and the rest 19 the .craftsmanshlp.of
Vimana-making. He s experienced in the construction
and designing of temple pagodas (Vlmanas),. Sanctum
Sanctorum (Karpa Graham) and ornamentation 9{ the
various parts of the temple. The Sthgpatlu himself
does all the “Vani Varga™ works r.elatmg to temp];
construction. Instruments usgd by h1Fn are purchase
in the market. His monthly income 1s reported to be

Rs. 150/-.
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For the last ten generations, the fore-fathers of this
Sthapathi have been engaged in this art. He got
trained under his father from whom he is still learning
the sastras and the technicalities of the art. The
important literature connected with the art and available
with him are the following :

(1) Manasaram (writings in Grantham lipi).
(2) Manusaram (writings in Grantham lipi).

(3) Viswakarmiyam (Palmyra leaf writing both in
Grantham and Tamil)

{4) Mayamatham (Printed copy in Nagara lipi)
(5) Kasyabam Silpam (Printed copy in Nagara lipi)

(6) Saraswatheeya Chithrakarma Sasthiram (printed
copy in Grantham and Tamil)

(7) Sirpa Rethnagaram (Printed copy in Tamil).

After passing the S. S. L. C. Examination in 1949-
1950, he went to Ceylon on an assignment of building
five temples at a cost of Rs. 2 lakhs.  After that when
Government of India employed his father as the Chief
Sthapathi for designing and constructing the artistic
entrance to the Hirakud Project at Orissa. he too was
employed as Assistant Sthapathi. He has also assisted
his father in the renovation work of Sri Ramanatha-
swamy Devasthanam at Rameswaram where the
second pragaram and the Anivotti mandapam were
constructed by them. His father is the chiet sthapathi
at Sri Dandayuthaswami Devasthanam, Palni. He s
also entrusted with the work of buliding a five-storeyed
Rajagopuram and Anivotti mantapam costing Rs. 4
lakhs at Sri Kuzandai Velnathaswami temple at
Thiruvanankudi. His cousin Sri V. Ganapathi. 8.A..
B.T. is the Superintendent-cum-master at the Govern-
ment School of Sculptural works at Mahabalipuran.

His uncle held this post in the same institution during
1957-1960.

The forefathers of this Sthapathi were associated
with the construction of the Tanjore temple. One of
them was the Chief Sthapathi in this construction.
The nine-storeyed Rajagopuram of Kalayarkoil of
Ramanathapuram district was built by his forefathers.
They were also associated with the construction of the
Vriddhapuriswarar temple at Thiruppunnavayil, Embal
Agastheeswarar temple, Kurvi Kandampatti Nagara
Siva temple, Keelsevalpatti  Siva temple, Pudupatti
Kandaramanicka Siva temple, Mathur Sri Iruttreeswar
temple, Sri Brahma Vithiyambigai temple of Tiruven-
kadu, Tanjore district, Kochi kadaj Siva

temple of
Colombo, etc.

1CONS IN STONE AND METAL

The Sthapathi is of opinion that the Goverment
should take concrete steps to revive this art from dccay.

A%

Silpam V. M Vallinayaka Sthapathi : Hc belongs 10
the Viswa Brahmin Community, resides at “Melakarn-
valankulam, Kilakarivalankulam, via Kalakadu in Tiru-
nelveli district and is a full time worker.  His workshop
is separate from  his household, and he cmp‘oys3
workmen on daily wages ranging from Rs. 3- 10
Rs. §,-. One of the three is given special work on
metal. He specialises in the manufacture of stone and
metal icons with their accessories like pedastals. He
also undertakes  ornamentation  of pagodas and
painting of clay models.  The raw materials used by
him are, us usual, stone, copper, bellmetal, silver, golds
a type of stone-powder called *Chukkangal™ and
Karungungihum. Stone is obtained from the Ambur
Hills at Rs. 5/~ per cubic foot and the others from
Tirunelveli and Ambasamudram  at the prevailing
market rates.  The subsidiary materials  used  are
Kungiliam, Then mezhugu, Castor oil. Delta sand,
canes, iron-bars, Seemai-Kugai, and “Urukku™. These
materials are alo purchased from Tirunelveli.

The idols are designed by the sculptor himself.
Idols of Ganapathi, Subrahmanya, Nataraja, Somas-
kanda, Vishnu, and varicties of Murthies arc the
important idols designed and produced by him. In
addition, he designs vimanams, gopurams, and temples.
The tools used arc hammer, pliers, files, chisels.
Nagasthimagam.  Stone-chisel,  sledgehammer  ctc
which are made by himselt’

This Sthapathi learnt the art from his father. His
monthly income is about Rs 500 - per  mensem.
During the previous vear, he produced articles worth
Rs. 5.000 -. The literature to which he refers is Viswak-
armiyam, Kasvabam,  Iyndrimatham. Vasthusasthram.
Mavamatham, Manasaram, Thalakramam, Ashtalach-
anams  (found in Bharatham) and Poojavithi. All
these are in manuscripts. At the tme of the enquiry
he was engaged in the Jeernotharanam of Disaiyam
Vinai Adaikkalam Kaththa Vinavagar temple.

[tis said that the ancestors of this Sthapathi went
from place to plece and made beautitul images of Lord
Siva.  They distinguished themscives by producing the
idol of Ananda Nutarajs ot Chidambaram.  Afterwards
they muade similar ones at Sepparai, Karisuzhandd
Mangalam, and Kattari \Mangalam  of Tirunelveli
district, and finally at Karivaisur. §tis mentioned 0
the Gothra Purambuarai plate that this Sthapathi’s
grandfather  of the  ¥th  gencration,  Namasivaya
Sthapthi, by name and lis brother Subrahmanya

S
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Hindu Religious and Charitable Enfiowments, awgrdgd
him a gold medal and a .certlﬁcate Qf n'1e.m in
appreciation of his work on Vimanas and'hls mmn‘aturﬁ-
plastering upon Gopurams. HE is reg}stered in the
Government’s list of recognised Sthapathis.

His grandfather Muthukaruppa Achari, his fathe}-
Chinnaswami Achari, and uncle Somasundara Ach'an,
were Sthapathis associated with the work of Kovilur

temple near Karaikudi.

viI

Sri V. E. S. Devashanmuganatha Achari, Sri Venka-
tesa Sculpture Centre, T. T. Devasthanam, T:rupa‘thl is
a Sthapathi engaged in the manufacture of stone icons
and vahanas. He is a member of the {\nd‘hra Pradesh

lita Kala Academy. His workshop is different fr‘om
1&2 household. There is an Assistant apd 10 apprentices
in his workshop. He works on granite stone, metal,
timber and iron, which are purchascd loca~lly at the
prevailing price levels. Decsigns are self'-n.ade. ?uch
as Chithra, Artha Chithra. Apasam, Sallam, Asalam,
Salasalam etc. Tools used by him viz. hammers,
sledge-hammers, Chisels, scales, suthr;sf etc. ) arse
artly made by him. and partly boug_ t from s o};{)..

Ilzle learnt this hereditary art from his father. is

monthly income is Rs. 180;-.

The literature 10 which he ref§r§ are Mayamatham,
, am. Viswakarmiyam, Vibisthusastram, Vasthu
K‘dsyapd Vijavalli, Roobathyanam, Manasar?m,
;}Szg;andham, Kumarathandram, Mareechi Samhitha

and viswakarma Vasthusasthram.

. cortar SpiV. Chellayya Sthapathi with his two
b;(l::eizt-l;\;;g?zhavunam Sthapathi a.nd Kanda'swaml
v apathi-devoted their whole life-time to this art.
Stnapah ve also domne work at Ceylon and Malaya..
They laie done iconographic work at Paramakudi,
112;1)1}es]w'cu'am, Kurumanakudi and Pattamangalam.

i . worked as Assistant in temple
Ehliak§;22p?1t:éer Sri Amirthalinga Sthapathi and
li/n 'sranatha Sthapathi. He has worked as'the sole
,a(lj ychief architect at Ramanashram, and in some
f:mples at Pollachi, Perundurai, Andhra Pradesh and

other parts of India.

Vil

Sri V. Ganapathi Sthapthi, .48.East l'{aj.a Street,
Mahabalipuram, Chingleput district specialises in the
r;)duction of images of gods and gonesses, and
b ate pillars etc. in black and green granite stones. He
or?d“ s to the Viswakarma community. He was for
ts):;n(:egtime the Additional Secretary to Tamilnad
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cont"erred the title of Oriya Rathriam. A certificate of
merit and a brocade cloth also were given to h{m ;
apprgciution of this work. In 1961, he was engaged im
painting the frescoes of the Madurai templ-. See

GExght years ago, the Sthapathi’s father painted the
Kopuram.s Qf the temples at Tiruvarur, Nagupattinam

.u.ma.ankoxl. Karaikal Perumal Kovil, Mayur'xm‘
Thirukkalur and Chettinadu. o

XIiv

Sri 8. Karuppayya Achari, Sri Guru Dakshinamurti
gal Madapuram, Tiruvarur. P.Q., Thanjavur district s
a Sthapathi belonging to the Viswabrahma Commun{t]s
He produces stone icons. He hasno fixed place gf'
work. He purchases granite stone at Rs. 5- to Rs /-
per c. ft from Trichv and coal from the local
ke?. Other subsidiary articles such as iro;l tr:dr-
paints a.nd thread are purchased from local shops ;{rs
tools viz., chisels, hammer, plumbline ete -1re. m"adIS
by an “Ulithatti” in his own workshop. . e

The Sthapathi learnt this hereditary art tfrom hi
elders. and also from Sri M \’:ﬁdyan'ath't Sthap: hl'S
his father-in-law. He has no fixed and reéular i:pdt X
He possesses copies of Viswakarmeeyam. Mayamuf}?:]r:
Manusaram. Narayaneevam. Roopathyanam, Si ’
nikandu. and Kasyapam. The first six are in randba
lipi and the seventh in Devanagari. randha

This sculptor assisted Sri Vaidy : : ii
the construction of Gandhi Manzfsa::dMS,:gdp?thl o,
was the chief Sthapathi while building the ‘A:iais]: 'H-c
Perumal gopuram at Mylapore. The bujldin oe;‘m;d
mantapam with Gurbagriham (Sanctum Sanctfr t‘e
Thiruvenkadu temple was also taken up bun;1) N
He supervised the construction of the Ram:m‘a M )h l~m:
Mamap. He has produced the lifelike statue of aS aTSh!
Vivekananda for the memorial at Kanyakumari e

The Sthapathi’s father Sri M. S. Swaminath

was the Chief Sthapathiin the consuuctioanAf“hur)‘l
Pataleswarar  Kovil at Tirupapuliyur. [y I‘)I()oPrS;l
of.

G. Jouveau-Dubre:il. @ French man witnessed §

the above temple wiien it was under cor;;lrlnl?' e
he h_as written about it in his book on lc)rlondmd
Architecture™. Foilowing isa list of tempie cons‘t‘m o
undertaken by his family from the time of ‘h.mc"nn
grand-father to  his own time — > great

a. Muthazhagu Sthapathi: Temple works at Mup

pakku, Mathur Devakottai :
. i !
Ramnad District. and Iragusari of
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b. () Vayyapuri Sthapathi
(2) Chinnayya Sthapathi

(3) Vairava Sthapathi
(Sons of Muthazhagu Sthapathi.)

The e
Kundg);j t‘TOk partin the construction of the temples of
kotlai’ \e/w 'Thlruvalbangadu. Kancheepuram, Devak-
thire !‘(og‘-l,‘,:;‘:"mmtt\,h Kulitalai, Tirupapuliyur, Thiru-
¢ samanaai. Vi : . ' :
Temples). gy, Virkudi, and Tiruvadanai (all Siva

¢ {}; V. Periasamy Sthapathi

(2) V. Ramanatha Sthapathi
(3) V. Subbiah Sthapathj

(Sons of Vayvapuri Sthapathi.)

ze,:;;;:clﬁ:"z"lﬂﬁ_ assistants in the construction of
. A(A‘mb. ;l asti, KunChCCpuram (Mavadi), Mayu-
lazhakas T.t swamy '(cmples), Madurai (Kuda-
(Kuma‘r:.km:mpm‘ Tiruvalangadu, Kancheepuram
H am) Andankovil (Sivan) etc.
d. Swaminatha Sthapathi :
(Son of Chinnayya Sthapathi.)

KPTr'licip{ttcd in the construction of Pataleswaran
S'O'I at ‘Tlruppapuliyur. Ambal Kovil at Tiruvaiyaru.
Kl.Vdn Temple at Aathangudi and other places like
anadukathan, Pillayarpatti, Kanakkudi and Billa-
mangalam.

e. (1) Rathina Sthapathi

(2) Chinnaswamy Sthapathi
(Sons of Vairava Sthapathi.)

Took partin the construction of temples at Roya-
puram of Rumnad district and Virkadi of Thanjavur
disrict.

S P. Swamikkannu Sthapathi

(Son of Periaswamy Sthapathi.)

This Sthapathi has participated in the building of
Tc‘am-plcs at Mayavaram (as chief Sthapathi), Alangudi
of Thanjavur District. Bamani, Ponnur, Andhra (Sri
Bu\-fun:lrayanu Swamy Devasthanam), Tirukkulacheri,
Chithambur (Samanar’s temple) in Chingleput District.

g R, Neelimega  Sthapathi: -
natha Sthapathi. pahiz Son ol Rame

He has been an assistant Sthapathi in the temple
works at Mayuram,.

h. S, Karuppayya Sth: . i )
‘ avyi apath ,
Sthapathi.) ipathi (Son of Swaminatha

, This Sthapathi was an assistant 1o Sri M. Chellak-
Kannu Sthapathi and Sri M. Vaidyanatha Sthapathi at
Mifll_lur. Ramnad District. He had been under their
traming for nearly 10 years. With Sri M. Chellak-
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temple establish-
Of the works
t Thambalakam-

kannu and others he was engaged in the
ments at Ceylon for nearly 4 years.
done by him there, the Rajagopuram a
man, Ceylon, is note-worthy.

Xv

Sri S. M. Aramugha Achary, Main Road, Sikkil .POSt’
Tanjavur district is a Sthapathi belonging to the Vlswg-
karma (Kammalar) community. He is engaged in
portrait sculpture, and manufacture of icons, Vaha.nas
and allied products. He works in the premises
of temples where he is given work. Workers ~ are
employed. according to demand, to assist him on daily
wages ranging from Rs. 350 to Rs. 6~
s, cement mortar and timber,
paint and varicties of glass and
ased from local markets at
s of Vimanas, Gopurams.
hariots are made by him.
bline, Karanaigal, brush,
But bigger items are

Iron and Copper bar
Sukkan (a type of stone)
golden thimbles are purch
prevailing market rates. Design
images, portraits, statues and ¢
His tools—scale varieties, plum
chisel and hammer—are selfmade.
bought from blacksmiths. His ancestors were engaged
in wood-carving; but this sthapathi has learnt als9
icon-making from  Sarvasri Karuppayya Achari,
Murugaiya Pathar, Natesa Pillai, M. Chennakannu
Achari, and M. S. Vaithyanatha Sthapathi. He cz'arns
on an average Rs. 80/- per month. During the previous
year, he produced materials worth Rs. 4,500/-. Hc.z has
with him manuscripts written by some eminent
sthapathis in addition to the publications on the art
brought out by the Sarabojimahal Library.

His ancestors were associated with the production of
Vahanas of Sikkil temple. He has taken part in the
construction and renovation of this temple, as wel.l as
those at Manjukkollai, Nagapattinam, Alangudi, Tiru-
chendur, Thiruppuvanam, vVirachilai, Kumbakonam,
Kuttalam, Serunallur, Pondicherry, Thiruppur,
Avanashi, Thirumuruganpoondi, Elappulli, Kadambara
yazhkai, Madalilagam and Palayangudi.

Xv1

Sri S. Kumaraswamy Achari, 6, Arundale Street
Mylapore, Madras-4 is a Sthapathi belonging to the
Viswakarma Community producing Vahanams, Vima-
chariots, floats and cars required by Devas-
thanams. Heis a member of the Tamilnad Sculptors
Cooperative Society. He has a separate workshop.
For want of work. he is idle for most of the days and
when orders are placed with him, he employs a few
carpenters on daily wages of Rs. 4.50. Teakwood and
iron required for his work are purchased from the local
markets at prevailing rates. The designs of Chariots,

8
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Vahanas, Vimanas and floats are made by him. Tools
like chisels, levelling chisels, saws and files are either
made by him or bought from shops.

He learnt the art from a Guru. He has no fixed
income. During the previous year, he produced articles
worth Rs. 1.5 lakhs for which he got a remuneration
of Rs. 1500/- He possesses a copy of Radhalatchanam

for reference.

Even though sculpture in wood is also as
important as sculpture on stone and metal, workmen
of this type are very rare since temples use mainly stone
s:ulptures in building and renovating temples.

XVl

Sri S. Chinnaswami Naidu, 86, Salai Road, Uraiyur
P. O. Tiruchirapalli is a Sthapathi belonging to the
Kavara Naidu community. He attends to miniature
plastering of gopurams. His work is usually executed
at the temple sites. If there is need, he employs
workers on daily wages of Rs.3.50 to Rs. 7/-. The
materials required by him viz mortar, bricks, cement
iron-bars, varieties of paints and brushes are obtained

locally.

He learnt the art from his ancestors. He earns
about Rs. 200/~ per month. He executed contract
work costing Rs. 4500/~ during the previous year. Kas-
yapam written on palmyrah leaves is his main book of
reference. At the time of the enquiry, he was engaged
in the renovation of the Tiruppanjillai Sri Neelavan-
neswarar Devasthanam in Tiruchy district.

XVHI

Sri T. Gopalakrishna Pillai, South Street, Thiru
Uthirakosai Mangai, Ramanathapuram district is a
Sthapathi belonging to the Vellalar community
undertaking production of stone icons. His workshop
and household are the same. He works on black and
granite stones which are obtained at Rs. 3/- per c. ft,
from Perayur, Araimanjana and Madurai. He makes
designs according to orders. The tools required by him
are bought from the shops.

He learnt the hereditary art from great Sanskrit
scholars on Chithra Sastrams by working as an
apprentice under them. He has worked in several
temples. This is however a secondary ocoupation for
him.

XIX

Sri M. Nagaratna Achari, No. 2, Sri Narayanapuram
Ashramam, Kollam, Kerala State, is a Sthapathi
belonging to the Viswabrahmana community, engaged
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in temple construction. He has no fixed place of work.
At the time of the enquiry 50 persons were working
under him, in connection with the construction of Sri
Subrahmanya, Bhagavathi Ambal and Siva temples at
Kollam; and they were paid daily rates from Rs. 7/-
to Rs. 10 -.  Articles and tools required by him are
purchased locally. He designs sanctum sanctorum,
Arthamantapam, Mathangamandapam etc.

He learnt the art from Sri Vaidyanatha Sthapathi.
His average income is Rs. 400/- per month. He
produced materials worth Rs. 18,000- during the
px:cvious year. He has got manuscript copies of
Viswakarmiyam, Mayamatham and Kasyapam, for
reference. He was associated with the construction of
Devakottai town Pidariyamman temple, Thiruvadanai
Theerthandadhanam, Adikesavaperumal temple at
Madras and Gandhi Mandapam at Guindy.

XX

Sri S. Muothuswami Sthapathi, Silpam, Melakkari
Velangulam, Keelakkari Velangulam P. 0., Tirunel-
veli district.,, produces stone and metal icons. His
workshop and dwelling are the same. At times he
employs workers and pays them at Rs. 2- to Rs. 6 -
per day. He buys granite stone from Ambur in
Ambasamudram taluk at Rs. 5'- per ¢. ft. and metals
from local market at the ruling rates.  Subsidiary

materials such as Kungiliam and Paraffin wax are also
purchased locally.

He designs 16 types of Ganapathi, Subrahmanya
ar_ld Siva. All tools required by him are made by
himself. He learnt the art from his father Sri
V. Sivagnana Sthapathi, and was also trained at the
School of Arts, Mahabalipuram. He was also an
appro':micc at the Swamimalai Institute which imparts
tl;amllgg in icon making. His monthly income is about

s. 100;-.

He possesses copies of (1) Mayamatham, (2) Kasya-
bam, (3) Sorubathyanam (4) Viswakarmiyam (5) Indra-
matham (6) Sowmyasagaram (7)  Manasaram
(8) Mareesamhithaikasyabam, and a few othcr‘
granthams.

XXi

Sri S Nallasiva Sthapathi, Melakkarivalankulam
Post Office, Nanguneri taluk, Tirunelveli district is 1
sthapathi. belonging to Visvabrahma community
engaged in the production of metal icons and their
acoessories.. His household and workshop are in the
same premises. All designs are made by him and when
there is need, he employs workers on daily wages.

ICONS IN STONE AND METAL

The materials required for his work are gold, silver,
copper, brass and lead which he purchases from the
markets at Tirunelveli, Tuticorin, Ambasamudram and
Nagercoil at the prevailing rates. Subsidiary materials
required are kungiliam, paraffin wax, oil and coal
which are also locally purchased. He specialises in the
production of 16 varicties of Ganapathi, 16 varieties of
Subrahmanya, Siva, Devi and other moorthis. The
tools required are hammer, pliers, Thinnagam, files,
varieties of chisel. Nagasathinnagams, and other
auxiliary tools for polishing, bellows, seemai kugai, €t¢:
All these except bellows and seemai kugai are made by
him.

He learnt this hereditary art from his father. He is
engaged in this work for the last fifteen years. He will
have work for two or three months in the year, when
his usual income is Rs. 100 per month. His productions
during the previous year would cost only Rs. 1,500:-
He has for reference Viswakarmiyam and other
manuscripts.

The father of this sthapathi, by name Silpam
Chidambara Sthapathi, is a famous sculptor in the
Thanjavur district. who has also a good knowledge of
medicine and mantram. Nallasiva Sthapathi has
participated in the Jeernotharanam and Punaruthara-
nam of several temples in Nanguneri tatuk.

XXxn

Sri T. Govindaswamy Sthapathi, now employed for
the production of moulds in the Government Institute
of Arts, Mahabalipuram belongs to the Kammalar
community. He produces icons in clay and plaster.
Materials required for his work are china clay,
plaster and paints which are locally purchased. He
designs Yellakkarukku, Magarakkarukku, Kodipen,
Karpagraham and chariots. Tools required for the
work are all selfmade.

He learnt this hereditary art from his ancestors. He
draws a salary of Rs. 170/- from the Institute. His
main referencc books are Kumarathandavam and
Silpakkadambam which are manuscripts written on
palmyra leaves.

He has painted portraits at  Thiruvaduthurai
Adheenam. He has painted pictures depicting the
story of Thiruppanthuruthi Apparswamy.

XXin

Sri Mahalinga Achari, Sandarpudur, Myladi, Kan-
yakumari district, belongs to the Visvakarma
community. He makes statues, icons of Hindu and
Christian deities, and does sculpture on pillars, and
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cemetery tablets. He is a member of the Myladi
Cottage Industry Co-perative Society for stone work.
His workshop and dwelling are the same. He employs
workers for chiselling stones on daily wages of
Rs. 3/-. Granite stone—black and green—and marble
required for his work are obtained from nearby. h.ills,
Valliyur, and Trivandrum at local rates. Subsidiary
materials like moulding brass and charcoal are locally

purchased.

This sculptor designs the Karpagriham, Arthaman-
dapam, Magamantapam, images, prabha and other
vahanas. Tools required for his work-—hammer,
chisels etc.-— are partly made by him and partliy
purchased. For him this is a hereditary art. Hfs
50 - per month. He has In his
in palm leaf taken from
His grandfather and
f the Maduram-

average income is Rs. 1
possession some writings
important works on silpasastras.
father participated in the renovation 0
bal temple in Ambasamudram taluk.

This sthapathi has attended to the construf:tion of
Varkalai Sivan temple, Musilamvilai, Balavmayggar
temple, and the renovation of Idayagudi Dwarathipa-

thi Vinayagar koil.

XXI1v

Sri S. Vaithialinga Sthapathi, Kovil Thirumangglam,
Poonthottam Post Office, Nannilam taluk, Tanjavur
district produces icons in metal, ston¢ anq clay. He
belongs to the Viswabrahma community. His workshop
and dwelling are the same. He employs workers to
take moulds of images, on daily wages of Rs. 4/- to
Rs. 6'=. The main articles required for his work are
stone, mud, metal and cement. Black, white and green
stones arc obtained frof Pattimankuppam, Chenal
and Tirukkovilur at rates ranging from Rs. 5/ tq
Rs. 20/- per sq. feet. Subsidiary materials such as kavi
threads, charcoal. sprayer. Kodimattam etc are
purchased locally. Tools required are mostly manufac-
tured by him.

He designs icons of Ganapathy, Subrahmanyam,
valli, Devayani etc.

He learnt the art from Sri R. M. Thillai Sthapathi.
His income is Rs. 200 - per month. He has in his
possession copies of Viswakarmiyam. Kasyabam,
Saraswatheevam. and Chitrakarmasastram. He has
attended to the construction of temples at Karur,
Virkkudi, Kovilur, Thambikottai. and Chettipoondur.

XXV

Sri Ganapathi Achari, son of Chokkalinga Achgri,
Sendanputhur. Mvladi.  Kanyakumari d_lstnct,
produces icons and attends to other works relating to
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temple construction. He belongs to the Viswakarma
community. He is 2 member of the Myladi Cottage
Industry Co-operative society for stone-workers. Black
granite stone and marble required for his work are
obtained from Myladi Pothaiyadi, and Valliyur,
Trivandrum at market prices. Moulds and charcoal
are purchased locally.

The sthapathi himself designs temples, cemetries,
churches, balipeedas, Altar etc. All tools required are
made by himself. He learnt this as a hereditary art.
His monthly income is Rs. 100/-. The temples at
Devikulam Peelamedu, (Krishoaswami tample) and
Siva temple at Singanallur were constructed by this
sthapathi.

XXVI

Sri Subbayyer Achari, son of Santhanam Achari,
Sendampudur. Myladi, Kanyakumari district, produces
stone icons, and attends to other works relating to
temple construction. He belongs to the Viswakarma
community and is a member of the Myladi Cottage
Industry Co-operative Society for stone-workers. He
procures black granite, marble and green granite
which are required for his work from the Kanyakumari
and Thanjavur districts. All designs and tools are
made by himself.

He learnt this hereditary art from his father. His
ancestors had participated in the construction of the
temple at Suchindram. This sthapathi has been
associated with some of the iconographic works in
Kanyakumari, and Tirunelveli districts and also in
Kerala State. His monthly income is Rs. 100/-.

XXvii

Sri M. R. Ganapathi Achari, Sendampudur, Myladi,
Kanyakumari district is engaged in the production of
stone icons and toys. He belongs to the Viswakarma
Community, and is a member of the Myladi Cottage
Industry Co-operative Society for stone workers. Black
granite and marbles required for his work are obtained
from the nearby hilly areas at prevailing rates.

He designs all items relating to temple construction.
All tools are selfmade He learnt the art from his
ancestors. His monthly income is Rs. 100/- to Rs. 150/-.

XXVII

Sri T. Vaikunta Azhagappa Sthapathi, Mela Muthar
Amman Koil Street, Thenkasi, Tiruchirapalli district,
produces stone icons and sculptural works on metal
including moulded products. His household and
workshop are the same. He employs workers on
daily wages whenever there is need. Granite stone,




60

copper and other materials required for his work are
purchased locally.

He designs Vinyaga, Ambal, Subrahmanya and other
Hindu deities. All tools are selfmade. He learnt
this as a hereditary art. He has with him literature
relating to the production of 51 varieties of icons, and
other allied writings on this art.

His father Sri Thirumalai Kumara Sthapathi has
participated in the construction of gopurams of temples
at several places. This sthapathi has attended to the

work relating to renovation and prathishta of several
temples.

XXIX

Sri N. Neelamegha Achari, Thaikkal street, Mayuram
Post, Tanjore district, is a Sthapathi who designs and
executes models of plants, animals, Devas, Asuras,
Kings of ancient times and living persons. He obtains
for this purpose granite stone from Tiruvannamalai
and iron and other materials locally. Tools required

for the work are made by persons specially employed
for the purpose.

He learnt the art from his father. He has no fixed
mcome. He has copies of Manusaram. Manasaram,
Kumara Thanthiram, Kasyabam, and Viswakarmivam
for his reference. His ancestors were associated with
the construction works at Mayuranathaswami temple at
Mayuram, Avvayantbal Sannadhi, Kumara Kattali and
other temples. He has participated in the construction
works of Parvathiappar temple at Tanjore, Ambal
Sannadhi’s Vimanam at Valamarkottai, and its
Rajagopuram of five storeys.

XXX

Sri A. Kasi Achari, Vagana Works. Karaikudi,
Ramanathapuram district is a Sthapathi attending to
the construction of Vahanas, Chariots, Vimanas etc,
for temples. He belongs to the Viswabrahma
Community. His workshop and residence are in the
same premises. He cmploys when there is need,
workers on weekly wage for doing wood-carving,
painting and chiselling silver images. The materials
required for his work viz. wood, paint and silver are
purchased locally. He designs and executes Vahanas
of Horse, Rishabam, Peacock, Kamathenu, Sivan, Lion,
Karpakavriksham, and small as well as big chariots.
Tools required are chisels, saws, files, grinding stones,
hammer, adayal, Karanaigal, etc. Some of these are
made by him and others are purchased.

This Sthapathi learnt his work as a hereditary art.
He has with him for reference, writings on palmyrah
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leaf and translations of some great works. He has no
regular and fixed income. His ancestors Wwere
associated with thc construction of some temples at
Tiruvannamalai, Kanchipuram, Chidambaram. Rames-
waram and Tirupathi. Some of them had designed and
constructed temples at Burma, Malaya and Ceylon.

XXXxI1

Sri S. Chokkar Sthapathi, 39 Periya Maravar Street,
Madurai, attends to the production of statues and
other products related to temples, in cement mortar of
a special type, and bricks.  He belongs to the Marava
Community. He has no separate work-shop. He
designs gopurams, Vimanams. and statues. His tools
such as scales and varieties of “Karanaigal' are made
by blacksmiths employed by him.

The Sthapathi learnt this hereditary art from his
father. His monthly income is Rs. 200'- Sometimes
he does not have even this income. He has got for
reference a note on Gopura construction. His gfa"fi'
father Sri  Chokkalinga Kothanar participated 10
temple works at Benares, Madurai and Colombo, and
his father wuas associated with the construction of
temples at  Thiruvedakam, Tirupalathurai, Patta-
mangalam and Tirunelveli.

Sri Chokkar Sthapathi was associated with the
construction of Madurai Kudalazagar Perumal koil
Gopuram, Cholavandan Mariamman koil Gopuram
and Dindigul Abirami Amman Kovil Gopuram. At
the time of the enquiry he was engaged in temple cons-
truction at Dharmapuram Math, and Mullipallam
Perumal koil.

Xxxn

Sri K. Ramaswami Sthapathi, Mi {ulaipatti; Kulitta-
lai, Tiruchirapalli district produces stone icons and
designs temples. His workshop and dwelling are the
same. He employs workers on daily wages of Rs. 3.5
for preliminary chiselling on big granite stones. He
obtains granite stoncs from hills nearby at Rs 35,-per
cubic feet. Designs are made by himself of Vinayagar.
Subrahmanya, Deivayanai, Shanmugha, Swami, Ambal:
Durgai, Navagrahas, Mariamman, Dandayuthapant
etc. All tools required for the work—Scales, bzllows,

‘pliers, iron-bars, hammers, plumbline, level-finding

instrument, chisels and grinding stones—are made by
himself.

The Sthapathi learnt this hereditary art from his father.
When there is continuous work, his monthly income is
Rs. 600:-. He has with him for reference Kannikaga-
mam, Viswa Karmiyam, Kasyapam, Mayamatham,
Rubathyanam and Angulasangaimanopakarana.
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His father Sri S. Karuppayya Sthapathi was assoc;iatec:
with the construction of Nageswara; tzmg e;, vsr
e
Vinayagar temple at Tengur Road,
giav:ar::;nplc Znﬁ another Siva temple at Singapore.
Sri Ramaswami Sthapathi has attended to the temgle
works of Sivan koil at Midulaipatti and Subrahmanyar

temple and Pillayar koil at Sevvur.

XXXHI

Sri V. Swaminatha Mudaliar, 6, Jind? 'Sayfi:g

Street, Konditope, Madras-}l{ un:erta:llgessjpe:;ir:;ni :rk-
i . e has

zlc:gstm(;-tll:nw‘:)ik;enzlesthe temple sites and employs
worFl)(.ers on daily wages ranging from Rs. S.S'todes..Gl.(i
whenever there is need. pement, sand an ru;d
required for the construction are locally F)r(;(c?r m
Tools required are sclfmade. H.e learnt th'e wor Ci;(t)ed
his uncle Sri M. Nataraja Mudaliar, who w;ls' assoonthl
with some of the famous temple works.‘ l:;mh. ; fo)r/
income varies from Rs. 150 - to Rs. 200;-.h Se d.mha

ference the Kakkayar sirpam and the arv: !
si dham. He has participated in the construction o
tsel:mlcs ‘at Puduvayal (Ponneri taluk) and Egmore

(Madras).
XXXI1v

Sri V. Duoraiswami Sthapathiyar, St'harsltha::,
Kaliamman Koil Street. Periya Kammalad fehi:
Tiruchirapalli attends to temple desngn‘mg an dm(;‘ew
tecture. His tools are made by blacksmiths, z.mﬂ a o
by himself. He learnt the art by worklln,c 'un
others. He has with him, Viswakarml)(am, Kassy;:'plar:?:
Mayamatham, Manasaram, Pancharfmmam, at a ? olr
karam, Vaishnava Grahdham, Vaikanasam e]c o
reference. All his ancestors were wcll-kn'owri scu 12 anci
He has worked in the Tirupparankunram temp
the Nataraja temple at Chidambaram..

XXXV

Sri S. Sankaranarayapa Sthapathi, .Ganes'apurz:n:,
Karaikudi, Ramanathapuram. produces icons il mwehaen,
1 and residence are the same.
is workshop an . When
l}l{wre is need, workers are employecli( or;)dallyb\:sf:e
i i for his work—brass, .
saterials required ' ; ‘ bron:
fomoer Jead— and subsidiary materials such as wax,
are procured locally at market rz}i]teg.
¢ . [ . m],
He designs icons of Nataraja. Rajeswari, Mahaslsll:nade
Saraswathi, Dandayuthapani etc. He uses selfmade
tools. He learnt this work as aherednta}x{ryh S. e
. . - r
average monthly mcome 1S Rs.. 109 B ealore e
idols for a temple at Kenjzmahall} near Bang .
does not possess any literature with him.

copper and
coal and sand
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Sri K. Ramaswami Sthapathi, Neyveli, Vadamadi
P. O., Orthanad, Thanjavur, under-takes production of
metal and stone icons, as well as plastering and
painting of gopurams and statucs. He has no fixed
place of work. He employs, when there is need,
workers on daily rates of Rs. 2. 50 to Rs.4/- for
preliminary chiselling, miniature plastering and icon-
making. The raw materials required such as stone,
copper, brick and mortar are obtained from Pudukkot-
tai, Kumbakonam, Karaikudi and other placesi énd
subsidiary materials like paint, thread wax, kungilium
turpentine, varnish, colour powder etc. are procured
locally. Some of his tools are selfmade aqd
others purchased. He learnt the art from his
ancestors. His monthly income is Rs. 150/-. He
has with him palmleaf writings of Mayamatham,
Manusaram, Kasyabam, and Viswakarmiya‘m.. He
has participated in the construction of Sri Srmxyasan
Sannadhi at Chavadi, Raman Sannadhi at Tanjavur,
Siva and Subrahmanya tcmples at Pudukkottai, and
Vinayagar temples at various places.

XXXVl

Sri R. M. Muthalagiri Naidu, No. 151, Neerkeela
Perumal Maistry Street, Madurai, produces designs
found in temples. He belongs to the Balija Naidu
(Vaishnava) community. He has_ no s?paratf: work-
shop. Materials required are varnish, paints, oil, gum
colour powders and brushes which are locally purchased.
He learnt the art from his father and gra{ldfather.
This is now only a secondary occupation for him.

About 80 years ago, his father and grandfather
undertook successfully the painting of the pragaram
and the 64 tiruvilayadals of the Lord on th.e wall of
“Potramaraikulam of the Madurai Meenz}ksln Amman
temple”. This Sthapathi has been assoc.lated VYlth the
painting works at Madurai, Anfiarkoﬂ, Thxruppa.-
puliyur, Palani, Kiraliyur, Baganeri, Nattarasanko.ttal,
Kollangudi, Colombo, Papanasam' Mattayan, Thidal,
Thiruchendur, Kuttalam, and Srivilliputhur.

XXXV

C Amirthalinga Sthapathi, residing at Door No.
30-A, Karikaliammal street, Pollaghi belong§ to the
Viswakarma Community. At the tlrpe of this survey
there were four adult members in his househol'd.
Whenever there is need, he employg workers on daily
wages of Rs. 5/- each and at the time of_ this suwF:y,
there were forty such employees, engaged in conn?ctxon
with the construction of an Asoka $thambha which he
had undertaken. He obtains for his work black and
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red granite. from Palni at Rs. 2/- persq. ft. He also
procures marble for his sculptural works. Designs of
elephants, Asoka peeta, Chains, Asokasimham,
Asthamavargangal, Ashta Sanigal, and Ashtagrahangal
are selfmade. He uses varieties of chisels and
hammers all of which are made by blacksmiths, He
learnt the art from his ancestors. His average income
is Rs. 300/- per mensem. During the years 1960-61, he
prodiced sculptures to the value of Rs. 35,000/-.
He refers to literature such as Mymatham, and
Kasyabam, which are printed in Devanagari script.

His father Sri Chidambara Sthapathi has participated
in the construction of Kalayar kovil, Ambal Koil and
some temple tanks. Sri Amirthalinga Sthapathi has
been associated with the Jeernodharanam and
Punarudharanam of Devakottai Thyagaraya temple,
Tiruchuligan  Pralayavadangar temple, Kodiakkarai
Kulagar Kovil. Thiruvayaru Dharmasamvardhini
Ambal Kovil which has a five storeyed gopuram
Tiruvadanai with a nine storeyed gopuram anci
Pollachi Mariamman temple.

XXXIX

Sri S, O. Karuppaiyar Kobe, residing at 22, South
Street, Thallakkulam, Madurai-2 undertakes gopuram
.works, renovation work of temples. and making of
icons in cement and plaster. He belongs to the Yadava
Community. There are eight adult workmen in his
household. He has a separate workshop, and depen-
ding on the nature of work on hand, he employs daily
paid workers for doing miniature plastering, prelimina-
ry chiselling and other minor assistance. The main
articles required are cement mortar, iron-bars, bricks
sand, and paints, which he procures from Madras an(i
Madurai at prevailing market rates from time to time
He undertakes designing of temples and other sculpture
as c'us'tomcrs demand. His tools are iron-vases, scale
varieties, and spoons used in mortar and ccment works-
all of which are purchased from dealers.

.The Sthapathi learnt the work as a hereditary art.
His monthly income ranges from Rs. 100 to Rs. 120.
During the year previous to this enquiry, he carned
Rs. 12,000/~ through the Punarudharana of Sri Danda-
yuthapaniswami kovil Rajagopuram. The literature to
which he refers are Manusaram, Kasyabam, Viswakar-

miyam and Narayaneeyam all of which are in Sanskrit
script.

Ab_oul 38 years ago, his father and grand father were
associated with the construction of some gopurams in
the Madurai Meenakshi Sundareswarar Kovil. They
were also associated with the renovation of the
garbhagriha of the Palani Dandayuthapani kovil at
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Tiruvadavur. This Sthapathi has participated in the
Rajagopuram punarutharana of Sri Padmanabhaswami
temple at Trivandrum and in the construction of
te-mples at Vriddhachalam, Chettinad, AlagarkOiL
Tiruvadavur, Palani, Tirunelveli, Tiruvannamalai,
Vadakkandar, Kacharapalayam and Tuticorin.

XL

Sri K. Narayanan Sthapathi, residing at No. 22,
South Street. Thallakkulam. Madurai-2, is another
Sthapathi belonging to the Yadavar community. He
ha_s a separate workshop. He engages workers 09
daily wages. which depcads on the quantum of work
on hand: ‘He undertakes the manufacture of life-size
statues, icons and toys mostly with cement and bricks.
Thgsc materials as well as paints, brushes, plaster of
paris etc., are locally purchased. He designs Egathala
Vimanam, Dwithala Vimanam, Thrithala Vimanam,
Panchathala  Vimanam, Thrithala gopuram, and
Paqchathalagopuram. He uses as tools twelve
varietics of spoons and pots, iron vases, stools and
level finding instruments which are purchased from
Blacksmiths and Carpenters.

The Sthapathi learnt the art from his father. His
monthly income is Rs. 100-. During the year previous
to this enquiry, his productions were valued at
Rs. 6,250/-. He refers to literature such as Manusa-
ram, Kasyabam, Viswakarmiyam, and Narayaneeyam,
as well as four manuscripts translated into “Tamil by

his grfand father. His father has written some books
on this art.

About 85 years ago, his grandfather participated in
th'c renovation work of Madurai Meenakshi temple-.
Tiruvadhavur Rajagopuram, Tirukoshtiyur and Palni-
His father has worked during the Punarutharanam of
Palni Rajagopuram and in the temples at Alagar koil.
Vriddhachalam, Trivandrum etc.

This Sthapathi has attended to the Jeernotharanam
of five gopurams at Palni Sri Dandayuthapani Devas
thanam. At the time of the enquiry, he was engag

?n the construction of a five-storeyed gopuram at
luticorin.

XLI

Sri M. Chokkalinga Nayinar, residing at 17, Pidari
South Strect. Sirkali. Thanjavur district is a Sthapathi
belonging to the Vanniyakula Kshathriyar community.
At the time of the enquiry his household consisted of
three adult workmen. He has no workshop. He goes
and works in templesites where he is given work.
Small items of work are executed in his own house.
Consistent with demand, he employs workers on daily
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wages, for doing sculptural and paimi.ng‘ works,
ranging from Rs. 6/- to Rs. 10/-. The main items of
work undertaken by him are the manufacture of icons
and the construction of gopurams. The materials
required by him are stone, cement mortar, brass-bars,
zinc-bars and paints which are procured locally. Tools
required such as «Karanaigal” and metal are self-

made.

The Sthapathi learnt this art by‘wo.rking.under
reputed Sthapathis and reading multifarious l.nerary
works and puranic writings.  His monthly. income
ranges from Rs. 250/- to Rs. 300;- when there is work.
He refers to works like Kakkay
Mathamimurai. |

The Sthapathi has executed ‘sculptpral works in
temples at Tiruchopuram (Nachiarkovil), Varadam-
pattu, Orumangalam, Poraiyur. Mylapore (Kapalees-
arar Koil) Kottayur, Sorapattu, Kandaramanickam,
Keelsevalpatti, Kunrakudi, Palakkad, and Calcutta.

XLII
mi Pillai, Main Road, Mathiri-

mangalam, Enangudi, P. O. Tanjore is a St.‘napa;lh\
belonging to the Vellala (Sivamatham) community. He
had at the time of this enquiry, two adult.workmen in
his household. He works at the temple sites; but has
also a separate workshop. There are twelve employee?
working under him attending to th.e construction 0
Vimanams and to miniature plastering and they are
paid daily wages of Rs. 6:- to Rs. !0/-. The Sthapathi
specialises in the construction of Vimanams and parts
of gopurams and manufacture of icons. The
materials required such as bricks. mortar, c.ement and
copper-bars aré locally procured at prevailing ratis.
He designs temples and gopurams. The tools used. y
him are warped spoon. plumbline, Jevel-finding
instrument, +Thukkundu™. ~Vattukundu” and brushes

which are manufactured by dealers.

ar silpam and Iyandara

SriM. R. Pakkiriswa

He learnt the art by working as an apprentice unde_r
other Sthapathies and by studying the sastras. His
monthly income is Rs. 300-. He refcr§ to hter.aturc
such as Kasyapam, Mayamatham, Viswakarmiyam,
Betha  Kasyapam, Iyandaramatham,

Hanuman : .
Mareecha samhithal, Kannigagamam Chirpapaguthi,
Suprabethagamant, Saraswatheeva Chithrakarma Sast-

m. Viswakarmiya Ayathi Pantha
Vilakkam, Lalitha Navaratnam, Kakkayar Pusundar

Salliyam and Narayaneeyamn. Some of these are

printed and some others are still in the manuscript

form.

ram, Sirpa Rathnagara

n constructing temples,

His ancestors were €xperts i
d to temples not only

and their activities were confine
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in India, but also in Burma and Malaya. He has been
associated with the work of the following temples:—

1. Sri Chokkalingam Meenakshi temple at Kottai-
yur (Chettinad)

7. Sree Meenakshi Sundareswarar temple at
Sorapattu

3. Siva} temple at Keelasevalpatti

Manickamman temple at Kandramanickam

Sri Periyanayagi Amman Sametha Sri Iyyan-

cotru Eswaran temple, Mathur

Sri Muthukumaraswami temple at Vattamalai

Sijva temple at Tiruppur

Sri Nagabhushaniammal temple at Ceylon

Sri Subrahmanyar Temple at Parandurai,

Kaluthurai

10. Jeernotharanam of Sri Kandaswami Koil at

Yazhpanam Nallur
11. Kochikadai Siva temple, Ceylon
12. Jeernotharanam of Sri Kandaswami koil at
Marittapuram.

13. Sri Bava Ayshatheeswarar swami temple at

Thiruthuraipoondi.

©w b
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At the time of this enquiry, he was engaged in buil-
ding the three-storeyed Vimanam of the sanctum sanc-
torum of the Srti Sundareswarar Temple, Paramakudi.

XLl

Sri K. Ramayya, Poonthottam P.O., Nannilam
taluk, is a Sthapathi specialising in the production
of paper ‘machie toys and clay models. He belongs
to the Agambadiar Community. His household
consists of two adult workmen. His workshop
and dwelling are the same. He employs workmen
for assisting him whenever there is need and pays each
of them about Rs. 50/- per month. He requires
clay, sawdust, paper, paints, gum and varieties of
varnish which he purchases from Mayuram, Kumba-
konam and Madras. He designs portraits of national
dealers and models of animals. Tools used by him
are “Karanaigal”, knives and varieties of brushes
some of which are made by him and others purchased
from the market. He learnt the work from the
School of Arts. His monthly income is Rs. 100:-.
His production during the previous vear was estimated
to cost Rs. 400/-.

Some of his ancestors were engaged in making
paper toys. They gave up sculpture work and
painting of temples since this work was not lucrative.
Sri Ramayya participated in temple works at Myla-
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pore, Kumbakonam, Thiruppugazhur, Vaitheeswaran
koil, Nachiarkoil, Keeranur and Perumjeri.

XLIV

Sri S. T. Muthuramalinga Sthapathiyar, Sri Renga-
puram North Street, Devakottai, produces Stone
Icons. He belongs to the Viswa Brahmin Commu-
nity. There are two adult workmen in hj{s house-
hold. He does the work in his house itself. During
times of need, he employs casual workers who are
paid wages according to the nature of work entrusted
to them. He obtains black and green granite and marble
from Mylam, Pattimalaikuppam and Thiruvannamalai.
At present designs are made by his son. Designs of
deities like Vinayagar, Subrahmanvan, Valli, Deiva-
yanai and Mariamman, and garbhagrihams, Artha-
mandapams. and Rajagopurathotrams, are made, He
uses as tools, scale varieties, plumbline, Kodimattam
thread, Kavi, Mercury-level, hammer, chisels,
forceps, pliers, bellows, Palamanai, Arappasam,
spcons intended for miniature plastering work,
Mattappalagai, Neen-mattam, and brushes. Some of
these are made by him and the others purchased.

He learnt the art from his father. His monthly
income is Rs. 150/-. He has granthams relating to
sculptural art of “Manais, and other literature like
Kasyapam, Viswakarmiyam, Rupathyanam lyndra-
matham, and some other books. His father had
participated in the construction of Kalaiyar Kovil
Vazha vande Amman shrine. He has undertaken
the following works :

1. Nine-storeyed Rajagopuram at Tiruvadanai.
2. Jeernodharanam of  Devakottai Pidari-
ammen Koil

3. “ Saigon Muthumariamman
temple.

Five-storeyed Rajagopuram at Thiruvaiyaru.

>

5. Kovilur Siva temple of Tanjore district.

XLV

Sri M. S, Vaidyalinga Sthapathi, Elamanur,
Tiruchirapalli district. produces metal and stone
icons. He belongs to the Viswakulam community.
His two sons assist him in the household. Orders are
executed either in the house itself or at temple sites.
Employment of paid workers depends on the quantum
and nature of work on hand. He requires granite
stone, “Makkal” (a type of soft stone), Timber,
Copper and China clay. Tools required by him are
available in the shops. though most of his tools are
made by himself. He learnt the art from his ances-

JCONS IN STONE AND METAL

tors. His father was an expert in this art even in
his twefth year, and this Sthapathi mastered the art by
working under him. He learnt many of the silp3
sastras and perfected the art by working under his
father-in-law Sri M. V. Ramanatha Sthapathi, 8
well-known sculptor. His monthly income is Rs. 200/-
His production during the previous vear was worth
Rs. 900 -. He has got literature such as Kasyapam.
Viswakarmiyam. Manasaram, Kannigagamam, Kumara®
thanthiram, Sirpathibigai, and other grandhams.

Seven gencrations ago, Pragan Nayaga Sthapathi,
an ancestor, did sculptural work at the Sivan temple
in Tiruppunnavasal, Tanjore district. His son by
name Pazhampathi Sthapathi took part in the const-
ruction of temples and choultries for which he got as
reward 10 acres of land. Sri Vaidyalinga Sthapathi
undertook in his 29th year the building of the temple
in Embal in Pudukkottai taluk. He also undertook
some of the mantapam works at Thirupparayathurai of
Trichy district. He made some icons and carved
moulded images for Thatharayar temple. in recognition
of which work the title of **Shodasakala Vignani” was
conferred on him.

XLVi

Sri N. M. Ramayya Pillai, Chetti Street, 8,
Mayuram, Tanjavur, is a Sthapathi with a glorious
record of having worked in 54 temples during his
life time. Several of these were new constructions
and the rest were renovations, reconstructions
and extensions. Most of these are Siva, Vishnu,
Vinayaka and Ambal temples and are situated in
Tanjore district. His father was also associated with

the construction and renovation of 16 temples in
Tanjavur district.

This Sthapathi has with him the following literaturé
for reference :

Kasyabam (Nagari script)
Kasyapa Silpa Sastram
Bramya Chitra Karmam
Saraswatheeya Chitra Karmam
Sirpanul Bokkisham

Sirpa Sindamani

Sirpa Sastra Kalanjium

Sirpa Rakasyam

Manaiyadi Sastram

Manai Sirpam

S BN U o o 2
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Iyndramatham
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Devalaya Sirpam
Veedi Sekaramanai Kushi Parutham.

—
w

AppENDIX IV

The Tamil Questionnaire used in the Sur

vey of Stone Iconms Industry
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