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Tamil Nadu Oviam Nunkalai Kuzhu
(Tamil Nadu Lalit Kala Akademi)

The Tamil Nadu Oviam Nunkalai Kuzhu (Tamil Nadu Lalit Kala Akademi) was
established in 1975, by the Government of Tamil Nadu with a view to foster and
develop the plastic and graphic arts. Since its establishment, the Kuzhu has been
striving to encourage artists and art movement in general in this state.

The General Council headed by the Hon'ble Minister for Education, Govern-
ment of Tamil Nadu, constitutes the supreme authority of the Kuzhu. Schemes of
the Kuzhu are implemented through annual grants received from the Government of
Tamil Nadu.

In order to create an awareness for art, the Kuzhu conducts annual art
exhibitions, extends Scholarships to young artists of talent, and publishes a Journal
on arl carrying articles both in English and Tamil. The Kuzhu also conducts
Orientation Courses for art masters of Schools in Tamil Nadu. Besides these,
the Kuzhu purposes to extend help to art activity in the State, by release of grants
to affiliated art organisations and to district Art Centres, by the conducting of
seminars and conferences on various art disciplines and by organising artists’

camps. Eminent artists are honoured and grants are given to deserving artists for
conducting One-Man-Shows.

The enable the common man to possess the art work of his choice at a
nominal rate, the Kuzhu has started the printing of art works of eminent artists in
the form of picture post Cards. Ten picture post cards in a decorative folder
offers a choice selection of contemporary art works of some of the well-known
artists of Tamil Nadu.
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THREE RARE BRONZES FROM TAMILNADU

V. N. SRINIVASA DESIKAN

Nataraja — (Tiruvalangadu)

Ot the many faceted concepts of Siva,
the most glorious concept in metal in South
India is the image of Siva dancing (Natesa).
One such image coming from a small village
of Tiruvalangadu near Arakonam in Chengal-
pattu District, is of great historic importance.
To the world of art this image of Nataraja
is popularly known as the ‘world famous
Nataraja” and the great art historian Ananda K.
Coomaraswamy and the famous French
sculptor Rodin were largely responsible for
giving it just place in the world of art.
Ananda K. Coomaraswamy has described the
movement of this figure, ‘“so admirably
balanced that while it fills all space, it
seems nevertheless to be at rest”. Auguste
Rodin, Ananda K. Coomaraswamy and Victor
Goloubew wrote about this Nataraja in the
issue of Art Asiatica No.3 (1921) and
reproduced remarkable photographs of the
various facets of this image.

This image (114.5 x 88 x 30 cms) now in
the Government Museum, Madras stands on

a double padmasana. "There is a fan shaped
crown design of great beauty representing not
kondrai leaves but feathers. Circular tiers of
a rope-like design, not hair—are seen on the

head, one over the other. The lower one which
is noticed just above the forehead goes round

the head and into it are tucked a cobra and
a ‘treble Datura”, (not a double Datura) on
which rests gently a crescent. The upper
circular tier not only carries the feathers but
also a skull in front and a cobra on the
proper left. These emblems are exquisitely in
the round instead of only in relief as in most
of the others. These designs seem to have
been tied at the back”. Due to the loss of
jatas, the number of locks cannot be ascer-
tained and further it is not known whether
Ganga was represented in the jatas. ‘‘The
face is round and its features are clear-cut.
delineated by means of incised lines.
Notwithstanding this aspect of workmanship,
the eyes and eye-brows, the third eye and
the lips appear to pulsate with life and the
smiling expression radiates divine grace, a
unique feature of this bronze. The right ear
shows a makara-kundala in the extended



lobe and a ring onithe%upper part. The left
ear has a patra-kundala which is deep and
paturalistic. On top of;the ear is seen an
vornate lotus” The neck is short, but is
beautifully modelled. The sacred thread is
three-stranded.

The torso is of exquisite workmanship
and the disposition of the arms makes the
piece a most interesting one. Though this
figure has been attempted by the sculptors
in the Big Temples at Thanjavur and Gangai-
konda Cholapuram, the grandeur of the three-
dimensional effect is perceived only in this
bronze image of Natesa.

The image assignable to the period of
Rajendra |, has to be studied along with its
counterparts in the temple at Gangaikonda

Cholapuram. There are two stone sculptures
of Natesa, one in the southern niche and
the other in the northern niche of the temple.
On closer study of the Natesa in the southern
niche, the icon appears to be complete in
the round, but in reality it is in high relief
standing out as it were from the massive
block from which it has been carved. When
compared with this Natesa, the metallic
representation would indicate that the same
sculpture has reappeared in bronze with more
freedom of technique. Thus it may be said
that the artistic skill aimed at in the stone
sculptures, one after another, reached its
perfection in the metal icon from Tiruvalangadu.
The metal icon has greater vigour, and more
freedom in its movement. The stone Nataraja
may be said to be the forerunner of the
metal icon from Tiruvalangadu, which is
assignable to eleventh century A.D.

“METAL PULSING WITH LIFE AND MOVEMENT" —
BRONZE NATARAJA FROM TIRUVALANGADU



2. Ardhanarisvara— (Tiruvengadu)

Tiruvengadu, (Tanjavur District) is a
small village and an important name in the
history of South Indian art. Three groups of
bronzes were found here as treasure trove
objects on three different occasions; one in
1954, another in 1959 and the latest one in
1966. These bronzes are very valuable ones
not only because of their artistic appearance,
but for their historic importance.

The Ardhanarisvara, found in 1959 is the
earliest example in metal representing this
aspect of Siva. The image (90 cms x 47.5
cms) stands on a padmasana (lotus pedestal)
with two arms on the right side and only one
on the left side. The sexual difference between
the right half and the left half is meticulousiy
maintained starting with the head-dress and
ending with the foot. The right half of the
image representing Siva is shown with an
axe in the upper right arm, and the lower right
sarm ishown as resting on his divine vehicle.

the bull, which is however missing in the
group. On the left side (which represents
Parvati), the arm is shown in the posture of
holding a mirror. “The rendering of this arm
is extremely beautiful and the fingers are es-
pecially noteworthy for their tenderness and
realistic delineation’ The ornamentation is light
and its subdued nature enhances the beauty of
the piece. The striking features of this piece are
the moulding of the torso, the successful
balances in proportioning the male and the
female sides and the elegant posture of the
respective halves.

ARDHANARISWARA IN BRONZE. TWO CLOSE-UP
VIEWS OF THE BACK SHOWING DETAILS




This concept of Ardhanarisvara is a
most significant contribution of Indian
thought, since it symbolises the male
and female principles — Prakrit/i and
Purusha—which are inseparable in the
Universe and are always found together,
This theme has been the subject matter
for representation in plastic art and
Ardhanarisvara sculptures are found in
all phases of Indian art. Ellora, Elephanta
Mamallapuram and Kumbhakonam are
some of the places, where this theme
is delineated profoundly in stone. But
stone has its limitations : all these
figures are in relief and not-in the round.
Itis in metal, (i.e.) bronze, that the re-
presentation is in the round and there-
by achieves a new vigour, a fresh force
in depiction and it is atits best in this
Chola masterpiece from Tiruvengadu.

Historically the image is an important

one since there is an inscriptional ref-

erence to it in the Tiruvenkadu temple.
The inscription reads as follows :

Fp@euamaErGenwrr Gle&muled o
SILUWIB

2 550Gl TESHoNsS
ST & SBIITVITT &G

The inscription states that the
image of Ardhanari was installed by
one Tuppayan Uthamacholi in the temple
at Tiruvenkadu. This installation was
done in the reign of Reajakesari Raja-
dhiraja l. He was appointed Co-regent
of Rajendra | early in his reign and as
such the image was under worship
even during the reign of Rajendra |
(1012—1044).

ARDHANARISWARA
CLOSE-UP OF IMAGE FROM THE LEFT




3 Parvati with an Attendant
(Tiruchi District)

The standing Parvati with an attendant
from Tiruvengimalai, Musiri taluk, Tiruchira-
palli District is yet another masterpiece of the
Cholas. With a pleasing tribhanga posture,
Parvati stands on an oval Padmasana.
over a rectangular bhadrasana: She has
one pair of farms. The right arm is in the
posture of holding a flower, while the left one
is placed [on the head of her [dwarf attendant
(vamanika). She has no ear-rings. Ornaments
include ananda, suvarnavaikaksha, mangalya-
sutra, haras, valayas, padasaras etc. The
drapery with elaborate details runs down to the
feet. She wears karandamakuta type of head
dress. The ornaments of the attendant are
similar to that of the main figure. She wears
dhammile type of head dress. While in her
left hand she holds a cosmetic box, the right is
in /ola-hasta.

The main figure (i.e.) Parvati gently leans
to the left and the pliability or flexibility of the
left hand is perceivable in the way in which
she rests on the head of the attendant. This
adds dignity to the main figure. The excellent
modelling of the breasts, the treatment of
siraschakra, the disposition of the strands of
hair with curly ends are superb. The image is
assignable to Tenth Century A.D.

“"BEAUTY ENCAPSULATED IN METAL —
BRONZE IMAGE OF PARVATI FROM
TIRUVENGIMALAI — 10th CENT. A. D.




Dr COOMARASWAMY AS AN INTERPRETER

Although Coomaraswamy was a versatile
and prolific writer, his interpretative work on
Rajput Painting, is his most significant
<contribution to Indian art history. Long before
Coomaraswamy published his original essay
on Rajput Painting in the Burlington Maga-
zine in 1912, certain art critics had already
written on some aspects of Rajput art—a
<contribution to architecture by J. Ferguson,
an occasional piece of, painting by Hendley
and essays on the decorative arts by Sir
George Birdwood and Percy Brown. However,
these art critics mistook surface qualities and
expressions for fundamentals and universals.
Naturally their inability to comprehend the
attitude and level of vision attained by the
Rajput artists accounted for shallow under-
standing. And in the process of identifying
Rajput Painting with a tradition different from
that of the Mughals, Coomaraswamy dis-
covered the actual head waters of the stream
of Rajput art

OF RAJPUT PAINTING

A. RANGANATHAN

Coomaraswamy’s Rajput Painting is the
work of a pioneer, which reveals a new
world of romance and mysticism, heroism
and chivalry. Not surprisingly it inspired
several informative publications by O.C.
Gangoly, N. C. Mehta, J. C. French, L. Binyon,
H. Goetz, W. G. Archer, Eric Dickinson, Karl
Khandalawala, M. S. Randhawa, B. N. Gos-
wamy and several others. For instance, the
importance of Archer's work is derived from

his accent on the styles and centres of
Pahari painting. Equally important is the
publication of Eric Dickinson and Karl

Khandalawala which highlights the romantic
lyricism of the Kishengarh school. Similarly
Randhawa's focus is on the brilliancy of
colours which constitutes the peculiar appeal
of the Basohli painting.

It is easy to be unfair to a pioneer like
Coomaraswamy. It is easier to stir up the
old controversies about ‘styles’ and ‘bias’.



Yet, interestingly, Coomaraswamy's Rajput
Painting has not become outdated amid the
flood of ‘new material’ pertaining to the
Rajasthani, Basohli, Kangra and related styles,
that appeared over the decades. The fact
that Mughal influences have played an
important part in the evolution of the Rajasthani
style is hardly relevant in an assessment of
Coomaraswamy’s contributron to the study
of Rajput painting. Indeed Coomaraswamy
had other fish to fry. For he was basically
concerned with the study of Rajput painiting
as a part of the medieval background of the
history of ideas.

Coomaraswamy had that rarest of
scholarly gifts, a mind which was at once
sensitive and interdisciplinary. His contributions
to the study of Rajput painting over the
years—the original work on Rajput Painting,
part V of the Catalogue of the Indian
Collections in the Museum of Fine Arts,
Boston which is devoted to Rajput painting
and the section dealing with Rajput painting
in the History of Indian and Indonesian
Art—reflect a wide spectrum of moods and
insights. Here is an evocation of Cowdust
which translates Krishna from the merely
mortal realm of time and place into an
immutable product of the Vaishnava imagi-
nation. “In the Museum of Fine Arts
Collections’’, wrote Coomaraswamy, ‘there
is no more lovely painting of the Kangra
school than the well-known Cowdust where
Krishna is seen returning with the herds and
herdsmen to Brindavan at sunset...He is an
Orphic power whose music c¢harms and
beguiles all nature, animate and inanimate
alike, and the very rivers stay their course
to hear it... In innumerable paintings we find
varied combinations of the theme.”” Again
Coomaraswamy’'s exposition of the Hind/
Ragamala Texts reveals a new aesthetic
insight into the nature of Rajput aesthetics.
He defines the Ragamala as “profoundly
imagined pictures of human passion.” |In

these Ragamala paintings, with their inter-

“weaving of mood and suggestion, as colours

and design in a piece of embroidery, we
have an authentic fragment of fine art. For
example, the aim and method of the Bundi
painting Madhu Madhavi is expressed in
Coomaraswamy's translation of a Ragamala
text. To cite another example, the Bundi
painting depicting the lovers’ dalliance can
be visualized in the Raga Malkaus.

reasons exist for calling
the book a classic. First, there is a vernal
freshness here which forecasts its more
sensitive use in Coomaraswamy's next
book, History of Indian and Indonesian Art
as the following aesthetic response suggests:
*What Chinese art achieved for landscape, is
here accomplished for human love. Here, if
never and nowhere else in the world, the
Western Gates are opened wide. The arms of
lovers are about each other’s necks, eye meets
eye, the whispering sakhis speak of nothing
else but the course of Krishna's courtship, the
very animals are spell-bound by the sound of
Krishna’s flute and the elements stand still to
hear the ragas and the raginis. This art is
only concerned with the realities of life, above
all, with passionate love-service, conceived
as the means and symbol of all Union., If
Rajput art at first sight appears to lack the
material charm of Persian pastorals, or the
significance of Mughal portraiture, it more than
compensates in tenderness and depth of
feeling, in gravity and reverence."”

At least three

Second, Coomaraswamy traces, with a
revealing sensitivity as of a painter, the
shimmeringly exquisite colour scheme in sky
and valley, shrub and dewdrop and to his
seeing eye the aesthetic inspiration of the
Rajput paintings has its radiating point in
Vaishnava mysticism. Here itis well to recall
what Wordsworth wrote of that “inward eye
which is the bliss of solitude”” while refle-
cting upon the Ullswater daffodils, to see



COWDUST — KANGRA SCHOOL OF MINIATURE PAINTING



into the life of things is to enable the seeing
eye to perceive an entire spectrum of beauty.
Again just as Shelley perceived a ray of what
is termed as "‘a light of laughing flowers”, so
is Coomaraswamy's book on Rajput Painting
fult of a passionate conviction that ‘'the sound
of Krishna's flute is the voice of Eternity heard
by the dwellers in Time.” Furthermore, it
would be a mistake to dissociate Coomara-
swamy’s interpretation from his historical
method in general, for it is the way in which
he transcends the limitations of men’s existence
in an attempt to understand the aesthetic
significance of Vaishnava mysticism, that his
greatness as an interpreter of Rajput Painting
lies. Above all, Coomaraswamy is aware of
the haunting presence of Krishna that moves
behind the thought and feeling of the Rajput
painters, and communicates this aesthetic
awareness in sensitive prose:
it is not through landscapes or through animal
painting that the highest universality is reached.
There is no such philosophic interpretation of
Nature, as we recognize in ‘Chinese interpreta-
tions of mist and mountain, dragon and tiger.
The universalism of Vaishnava art is attained
in another way ; its philosophic language is
that of human love ; its pair of opposites—Mist
and Mountain, Yin and Yang, Being and
Becoming, Rest and Energy, Spirit and Matter
—are typified by Man and Woman ... In this
convention of its own, so different from and
complementary to that of Chinese Art, the
Vaishnava art of Hindusthan is none the less
the Indian equivalent of Ch'an or Zen Buddhi-
stic culture of the Far East. Each inits own

“In Rajput art.
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way achieves the union of Nirvana or Samsara,
renunciation and pleasure, religion with the
world, Man with Nature.”

This brings me to my last point. it speaks-
of the universality of Coomaraswamy’s genius
that he, the historian of Rajput Painting should
look beyond the frontiers of Indian culture.
His enchanting descriptions of Rajput paintings
which are expressed in meticulously chosen
words, remind one of Watteau and possibly
Blake. Again his translations bring out the
similarities between the Rajput lyric poets and
the Troubadours. Similarly the Rajput mystics
have has their comrades St. John of the Cross,
Francis Thompson, Rainer Maria Rilke and
others who constitute the Christian hierarchy
of immortal song. Thus, in the pages of
Coomaraswamy's Rajput Painting, one looks
beyond India and across Europe, to that
timeless holy land of aesthetic experience
which is memorably re-created in the following
paragraph: “The typical examples of Rajput
Painting, like every other expression of mystical
instuition, have for us this lesson, that what we
cannot discover at home and in familiar
events, we cannot discover anywhere. The
Holy Land is the land of our own experience.
Allis in all: and if beauty is not apparent
to us in the well-known we shall not find it
in things that are strange and far-away."”

All in all, Coomaraswamy’s book on Rajput
Painting must be placed among the major
works of Indian art history and criticism.



SOME REFLECTIONS ON BUDDHIST

Recently | had a chance to talk to a
group of foreigners about Indian temple archi-
tecture. We discussed diverse aspects of
Hindu temple and Buddhist stupa architecture.
Throughout the discussion, my European and

American friends insisted that Buddhist
architecture was basically and essentially
different from Hindu temple architecture.

The present article is the outcome of that
discussion. My aim in writing it is to acquaint
the readers—Indians as well as foreigners—
with the basic conceptions underlying
Buddhist architecture and to show to what
extent these conceptions had been borrowed

from Hindu philosophy and had affinities
with Hindu temple architecture. In order to
substantiate my views, | shall concentrate

mainly on the Sanchi stupa. References to other
stupas shall be made wherever necessary.

The well known great stupa of Sanchi,
as we all know., was built in the second

11

ARCHITECTURE

SUBHASHINI ARYAN

century B.C. during the reign of the Sata-
vahana dynasty. it is said that the original
stupa had been erected by Asoka the great
Mauryan Emperor (273-232 B.C.). This stupa,
along with some structures around it, is
regarded as the earliest specimen of Indian
architecture. The point that this structure is
a transcription into stone of earlier wooden
prototypes has been stressed time and again
by all the scholars, and there is absolutely
no doubt about it. What structures consti-
tuted the prototypes and which religious sect
did they belong to? All these questions can
be answered if we study the plan and
architectural features of this stupa carefully.

Like most Hindu temples, this stupa also
had the famous diagram known as Sriyantra
for its plan. The basic concept of this stupa
and most other stupas was an architectural
diagram of the cosmos, i.e. the Sriyantra.
The Srivantra, as we all know, is the most
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THE GREAT STUPA OF SANCHI - ONE OF THE GATEWAYS



and its animation by the enshrining of relics,
perhaps, had its origin in the Vedic altars.
The idea behind erecting stupas, chaityas
and temples on the plan of Sriyantra was
probably to enable the devotee to attain
oneness with the Supreme Principle,

This much for the plan. Now we shall
take into account some of the architectural
features of this stupa. This massive hemis-
pherical structure is crowned by seven um-
brellas, which symbolise the vaults of Heavens
representing the Universe. The hemi-sphere
signifies the world egg or Anda denoting the
Garbha or Dhatu - Garbha. it should be
noted here that the Tibetans use the word
Dagaba for their stupas. Dagaba, in fact, is
a corruption of Dhatu - Garbha. In this hemi-
sphere were enshrined the sacred relics of
the Buddha, whereas the Garbhagriha, i.e.
the sanctum sanctorum or the innermost
sanuctary in a Hindu temple houses the idol
of the worshipped deity.

The railing (Vedika) surrounding the
hemisphere consists of posts (7haba) conne-
cted by horizontal beams (Swchi) and is
covered by a coping stone (Ushnisha) which
symbolises the circulation of the stars, hours
and seasons around the world-mountain.
The balustrade is interrupted by gateways in
the four directions of the horizon.

In my opinion, the architecture of Sanchi
stupa and other stupas was not peculiar to
Buddhism nor was it a creation of the
Buddhists. The temples or religious altars
erected by the Vedic Aryans, referred to as
Devalaya or Chaitya in the Vedic hymns,
were most probably of this type.

The whole stupa is alive with the figures
of popular Hindu divinities representing the
vital forces of the earth such as the Yakshas
the Nagas the Salabhanjikas and the Vriksha-
devatas.
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Among other Hindu elements, the most
notable are the frequent use of motifs and
symbols such as the lotus flower, foot prints,
swastika, etc. Gajalakshmi is illustrated by two
elephants of the four quarters (Dig-gaja),
the caryatids of the universe supporting the
dome-shaped shell of the firmament on their
backs, i.e. supporting the symbolic lintels of
the 7oranas. The last one is derived from
the ancient Hindu legend about the origin
of the elephants, according to which Indra‘s

elephant - Airavata - appeared from one
half of the broken eggshell, followed by
seven more male elephants. The intimate

feeling of the Hindu craftsmen for the
character of the elephant is evident in these
sculptures also. The worship of goddess

Lakshmi is mentioned in the Upanishads.
We learn from Kautilya’s Arthashastra that
temples were commonly buiit in honour of
fLakshmi in the heart of the town. The

depiction of the goddess being bathed by
elephants was very popular in contemporary
art. The worship of foot prints of the deities
was common as early as the 8th century
B.C. as we learn from Panini, the great
grammarian, that the foot prints of Vishnu
(Vishnu pada) were worshipped everywhere
in India at that time.

Another factor that suggests an affinity
between Hindu philosophy and Buddhist
stupa architecture is the theory of five ele-
mzants, Panchatattva or Panchabhuta. Accor-
ding to the Hindus, the universe or macro-
cosm as well as the human body (microcosm)
are composed of these elements. The basic
geometrical shapes of the five elements
correspond to the different parts of the human
body, faor example, square to the lowest
portion from feet to knees, circle up to the hips,
triangle upto the chest, crescent upto the
neck and bindu upto the head. The triangle
symbolising the Yoni of the Mother Goddess,
i.e. the matrix of the universe, also signifies
the Garbha-griha in a Hindu temple.



Each of the five elements is symbolised
by a sound, a colour and a basic form.
The last two are of special importance since
they have been directly applied to stupa
architecture. Earth is represented by a yellow
square, water by a white circle, fire by a
triangular shape with a round or square base,
air by a semi-circular bow-shaped form of
green colour, shown three-dimensionally as a
hemisphere with the base upwards like a cup,
either by a blue dot or Bindu. |If all these
elements are put together one on top of
another, i.e. the circle on the square, the
triangle on the circle, the crescent on the
triangle, the Bindu on the crescent, the result
is the later style of stupa architecture, i.e.
the stupa architecture prevalent in Tibet.
This very architectural style was -introduced
into Japan, The Tibetan ‘'Chhorten” also
comes near to this ideal form. The central
hemisphere or Anda has been converted here
to a pot-shaped vessel which rests on a
square structure and is crowned by a tall
cone, ending in a small upturned hemisphere
which carries on its plane surface a crescent,
a sun disc and the ABindu, one upon the
other. The similarity does not end here.
The main portions of the “Chhorten” are
actually painted in the colours of the five
elements—the square form is yellow (earth),
the circle, white (water), the conical spire
red (fire), while the form of air, the colour
of which is green, is generally hidden under
the honorific umbrellas symbolising air, and
the ether is represented as a flaming drop.
The ether, according to a Lamaist monk,
is the “all-containing Space. the synthesis
of all that exists and, therefore, the symbol
of the essential unity of cosmic, psychic and
physical energies, and of the philosophical
conceptions of dharma-dhatu (positive aspect)
and sunyata (negative, spatial aspect).”

The cosmic symbolism is an essential
feature of all forms of traditional Indian
architecture, both Hindu and Buddhist. The
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LATER STYLE OF
BUDDHIST STUPA
ARCHITECTURE
BASED ON GEO-
METRICAL SHAPES
OF THE FIVE
ELEMENTS

GEOMETRICAL SHAPES OF
THE FIVE ELEMENTS
(PANCHABHUTA)

ONE ON TOP OF ANOTHER




summit of the stupas is symbolic of the
cosmic peak enclosed within the dome of
the sky. This peak is the abode of the
thirty-three gods, who according to the
Rigveda, are the manifestations of the Supreme
power. This concept dates back to the pre-
Buddhist period and was derived from the
solar cults. Most of the symbols, as we have
already mentioned earlier, hark back to Vedic
and pre-Vedic periods. The square base of
the stupas is reminiscent of the Vedic altar,
which was regarded as the embodiment of
the spirit of the Cosmic man or Mahapurusha,
and from this originated the cosmic diagram
of Sriyantra.

The renowned stupa of Borubudur in
Java is also based on the Sriyantra plan.
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This stupa is an even more striking example.
In its entirety, it is a magic replica of the
universe, with a regular and definite hierarchy
and progress symbolising the suppression of
the world of desire. However the magic
symbolism of the monument, its metaphy-
sical mechanism, demanded this basement as
an integral part, just as the simplest magic
diagram, in order to “work”, requires a
certain number of fixed lines or circles.

In the final analysis, it can be said, that
the craftsmen who constructed these stupas
and carved them, worked in centuries-old
traditions. They did not take the trouble to
alter in any detail the Hindu formulae.



THE ARTIST AND HIS PATRON

In India, Fine Arts has always been
intertwined withreligion and religious practices.
Painting, Music, Dancing, Sculpture and
multivarious other art activities are all con-
nected with the temples. As one wades
through the abundant art pieces, one sees
only the forms of Gods predominantly, port-
rayed in different fields of Art. This continues
even today and projection of Nature in art
is only secondary. Ancient texts on art like
the Silpa Sastra and Chitra Sutra define
and prescribe the various /akshanas for the
reproduction of these images. In olden days
royalty and other wealthy patrons appeased
their quest for glory by constructing several
temples and places of worship and several
artists were involved in the making of these
monuments, The artist of yore undertook
the work, not as a mere worldly chore, but
as a religious fulfiliment and a pious mission.

The painters in India were akin to the
Yogis. The Chitra Sutra says that the painter

THROUGH THE AGES

LEELA GANAPATHY

is a holy man. He sits in a holy attitude,
facing the east and visualises the Dhyana
Sl/oka before producing the picture with great
devotion. It also describes him as a bright,
smiling, care-free man with noble thoughts
always in his mind. It is said that the first
painter was Vishnu himself. who took a
mango leaf and with its juice sketched on
his thigh the most beautiful from of a nymph
who at once became a living being and was
named ‘Urvasi”’. She surpassed every other
living thing by her superior grace, perfection
and charm,

It is said that Narayana (Vishnu) taught
painting to Viswakarma, son of Prabhasa who
spread the knowledge throughout the world.
Viswakarma is said to be the artist of the
Gods, who is foremost among the artists and
is Master of all the Arts, He is the sculptor
of the Gods. Men on earth devoted to arts
and crafts, worship him as the divine artist



and architect to whom they owe everything.
Persons who predominantly practised the art
of carving, moulding, building, making of
weapons, and utensils belonged to the
Viswakarma community. They were trained
from their childhood, their first Guru being
their father.

One of the earliest reference to painting
is found in “Purannanaru’”” by Madurai
Koola Vaniga Cheetalai Sathanar, who refers
to the Pandian king. Chitra Madathu Thunjia
Nanmaran—from which it is evident that
there was a Hall for painting where King
Nanmaran had died. Paripadal refers to a
Museum of Art of Painting in Thiruparuthi-
kunram Temple : |

“dlar @aTDSE
Tp0s e oybuenm &TwGaust gbdlear
Qgrfer ef primrs &’
— uflurL.e
“Ninkuntrathu
Elutezil Ambalam Kamavel Ambin

Thozil Veettriruntha Nagar”.
— Paripadal 18 : 27-29

That the artists were known as Kannul/
Vinaignar is mentioned in Madurai Kanchi:-

“ garumss Geldlyb 2awd &TLl
mewefld meaniss mopss Grrsdp
& our sogy 6 €8] Zaar @177
— LHIOTE & E5H

“Enn Vagai Chaithiyum Uvamum Katti
Nunnidhir Nuzhaintha Nokkir
Kannul Vinaignar" .

— Madurai Kanchi : 516-518

Women were also well versed in the art of

painting. The fact of Madhavi learning
drawing and painting is mentioned in
Manimekhalai.
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“ oflug Qespre cmrarn HLsmsyb
spmssmn Curdlu GurpHe@ysmms’’
— weaflGw &%
2017 IO

“QOvia Chennool Urainur Kiddakkaiyum
Kattuth turai Poogia Pottodinangai'.
— Manimekhalai

Besides dancing, she was well versed in
painting having studied Ovia Chennool (Text
book of painting).

In Silapathikaram, the following lines
are mentioned about the settlement of artists,
architects, painters, carpenters, black smiths,
and gold smiths in Manavoorpakkam of
Kaveripoompattinam.

“ulpabn vlfgid ugsd sradao

&L mevdldw srmar @EEmseyd

sErearrHd Geby CeuEGmn@mn

wrs Qere sFEGL SHE®E QETLOHW

&quor @6 6ff Zaur (B (G L svor qudf L L I 6T (510

Qursir Qs G&T D 6T &M &(HB(HLWD

gisrar &rpmid Cumedlar g ewrew (0

A Pullgyd dor g GQsriflo ue Gumadlu

vdle QeudlZry urdbsywwLrasEmw’’
— dlwuudlarrd

“ Pattinum Mayirinum Paruthi Neolinum
Kattu Nunvenai Karugar Erukkaiyum
Kanjakkararum chembu chaigunarum
Narakkol Thacharum Karungal Kollarum
Kannul Vinaignarum Maneetalarum
Ponchai Kollarum Nankalam Tharumarum
Thunnakararum Tholis thunnarum
Kizivenum Kidaiynum Thazjlpal perukipp
Pazuthil chaivenaippalkezhu mak kalum”

— Silapathikaram 16-3

In Manimekhalai, it is said that the Vinainar
(may be carpenters) of Magada, the braziers
of Maharashtra and the carpenters of Yavana
had cooperated with the artisans in cons-
tructing the beautiful buildings.



“wsg HAETEGHL WLITLLE Sbo@Eb
Susgles Caroamd wams 5&smD
sami_ Bl eldrEgr swGLrE &
Qaraw® Qeafls Quodw’’

— weaflCw&d
“Magada Vinainarum Maratta Kanmarum
Avanti Kollarum Yavana Thacharum

Thandazil vinaignar Thammodu Koodi
Kondu Enithu Eyotti.”

— Manimekhalai Il : 107-110

There are evidences that the Kings were not
only patrons, but also artists themselves.
Under their reign, the artists were greatly
honoured and flourished.

The Royal artist, Mahendra Varman, the '

in  music,
N.C. Mehta

Pallava King was well versed
painting, sculpture and literature.
remarks?! ;

“Mahendravarman bore among others the
epithet of Chitrakarapuli—(tiger among the
painters). He was also an accomplished poet
musician, and a great builder and it is probable
that this “’Curious Minded” Sovereign (V/ichitra
Chitta)as he called himself, was also a painter”
His father, Simhavishnu and his predeces-
sors, Narasimha Varma and Raja Simha Pallava
were great admirers of art and honoured the
artists.

The Chola Kings, especially Rajaraja the
Great, and Rajendra Chola honoured the
artists at a very high level. Evidences are
found in inscriptions on the walls of temp-
les built by them. Even during the Pandya and
Vijianagara period they enjoyed great respect
and royal patronage.

Artists of exceptional ability were enter-
tained in the royal courts to execute royal
commissions, to judge the pictures bought
and also to teach painting to the members
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of the Royal family who learnt the various

arts like music, dance as well as painting
in a well-planned  scheme of liberal
education.

Artists who were involved in the con-
structions of temples in various fields such
as Stone Carving, Metal Casting, Painting etc.
were known as Sthapatis. The Silpa Sastras
divided these artists into four categories:
Sthapatis, Sutra Grahis, Viteki and Saksh-
achan of whom Sthapatis were given pride
of place.

Art pieces were preserved in special art
galleries in royal palaces, public art houses

etc. The connoisseur and other enlightened
citizens of the kingdom took pleasure in
collecting art treasures. Even bed rooms

were decorated with beautiful paintings.

The artists were fully conscious of the
superiority of their art and when occasion requ-
ired, they rose to the challenge to prove
their worth. There was a special method in
vogue, whereby artists of calibre, attached
to the royal court challenged other artists in
similar positions, to establish their supermacy,
through various competitions.

There are many inscriptional references to
the role of the artist. The word Taccan
was commonly used for all artists like stone
masons, architects, carpenters etc. During
the Sangam period, the carpenters were
called Maramkol Taccans. A 3rd Century
epigraph refers to a stone mason who
carved rock beds, for Jain saints, as 'Taccan’
—the decendant of Sthapati Kula. Mamundur
inscriptions speak of the rock bed which
was made by Ciruvan.

Velancheri plates of Aparjita, not only ment-
jon the name of the engraver, but also that
he got a “Patta’ of wet land as remunera-
tion.2. A Vijayannan is described as foremost



among the Silpis who held a large fortune

and was well in the graces of the king.
He was born in the city of Kanchi.
In the court of Damburaraman, there

was a very famous architect called Paramesa
Perum Taccan who constructed the great
Sundaravaradha Perumal temple at Uttiramerur3.
He was well versed in Vastu Vidya the text
that deals with architectural details of the
buildings and in Agama Shastra. A deep
study and practice of Vastu Shastra alone
will suffice for an architect to build and
edifice. The relevant portion of the inscri-
ption is—'"He who understands the measure
and architectural details of this (Vimana)
fully, is an expert among architects versed
in Vastu Vidya. The artists who erected
the famous temple of Mamallapuram have
left their names on small rocks popularly
known as ‘““Nondi Veerappan Kudiraittotti'’
adjacent to Mamallapuram?,

The artists were engaged, not only for
engraving royal charters and for the const-
ruction of temples, but also to construct
sluices for irrigation. Kuvanataccan is said
to have made the sluice which was gifted
by Nakkan, the son of Korrayanandar of
Arrur  situated in Nedungal Nadu, a sub-
division of Indurkkottam during the reign of
Nandivaram 8.

The Dalavaipuram copper plates of Pandya
King Parantaka Veera Narayanan say that the
chart was engraved by Nakkan who was the
foremost among the Silpis, and Nakkan is
discribed as the descendant of those ‘who
had carved the bow, tiger and two fishes, the
emblems of Chera, Chola and Pandya on the
Himalayas and as the father of one who had
composed the Prasastisesham of the chart. The
composer of the Prasastisesham of the chart
is also described as an artisan, a black smith,
named Pandya Mara Perunkollan alias Sri Vallan,
descendant of Manu who had made a
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weapon for Siva, the Lord Himself. He is
also known as Tamilabharanan, being a paoet.
There are also indications of royal patronage,
not only by the kings but also by the
queens. Land and houses with gardens
were granted to them and they were allot-
ed half a share in fishing in specific tanks.
They were given special privileges and were
associated with the construction of temples
which were on the increase, They were
learned in the Vedas, Agmas, and the Vasthu
Sastras. They were truthful and upright in
their conduct. They knew not only astrology,
but also how to test earth and to find out
flaws in stones. The names of these artists
are also inscribed in various temples. For
example, in the Big Temple at Tanjavur,
Raja Rajeswaram there is mention of Veera
Cholan Kuncharamallan alias Raja Raja Peru-
mattacan. His assistant, Madurantakan alias
Nithya Vinodha Peruntaccan was awarded
several gifts. The master Stapat/ Rajaraje-
peruntaccan got three shares, while the
others got three fourths of a share each
in recognition of their services®.

In every village, there were some port-
ions of land assigned to craftsmen, known
as Taccakkani®, Tattarakkanis, Acariyakkanni®
etc. In Alangudi village, a portion of the
the land was known as “'Silpacarya Kanni'.
There are also inscriptions to show that
some temples allotted a portion of their lands
to the artisans permanently!0,

Similarly there are several cases of dona-
tion by these artisans to the temples. The
artisans were held in high esteem and
status and they donated cash, land and sheep
to the temple. Sananayakakoyir Peruntaccan
donated his lands, and cash and sheep to
the temple of Thiruvenkadu Udaiyar at
Thiruvillakkuppuram!!, Srikavaimangala Perun-
taccan of Kuvam 1is said to have gifted
gold to burn a perpetual lamp (7oonga
Vilakku) to the Mahadevar of Perunthikoyil.



Contemporary history was also inscribed
on the walls of temples with the help of
these artisans.

The Nayak rulers had always patronised
artists. They appear to have continued the
special privileges and gifts to the artists.
The privilege of using an elephant, double
chowris, white umbrellas, palanquin, tents
etc., whenjthey travelled to Madurai and
Tiruchirapalli was conferred on artists during
the reign of the Madurai Nayaks. Viswanath
Nayak in 1965 A, D. is supposed to have
issued a decree to that effect.

The King's special protection extended
to this class of people is evident from
inscriptions like ; ‘“he who makes the artisan
lose his eye or hand will be put to death.”"!2

On the other hand, the artists proved
worthy of such favours and went about their
work with dedication and self sacrifice. During
the reign of Maruthapandian of Sivaganga near
Kalayarkoil in Ramnad District, legend has it
that Kuppu Muthu Achari was asked to make
a big chariot for the king’s royal proces-
sion. He completed it and begged to be
allowed to be the first to ride it in state.
It was not out of any conceit or vanity
but on account of some premonition which he
had that the first rider on the chariot would
die in an accident that he had requested this
favour. On his death bed, he explained to the
King his premonitions and how he had wanted
to save the king being the victim of the
accident.

Raja Sarabholji of Thanjavur, the illustrious
‘Maharashtra King of the early 18th Century was
a pioneer in arts. He collected many art
books and art relics and made the local artists
.copy works of art from other places by giving
them royal patronage. Thanjavur art plates ang
‘Thanjavur Paintings are a few that can be
mentioned.
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The construction and renovation of temples
which flourished under the various monar-
chies of Tamil Nadu started to wane with the
advent of the British. It was at this juncture
when there was real danger of total extinction
of these arts that the Nattukottai Nagarathar
community, started renovating and constructing
temples from Kanyakumari to Kalahasthi. The
Sthapatis who were on the verge of ruin were
again given a new life during the 19th Century
and 20th Century by the construction and
renovation of temples at different places.
Pariyur temple in Coimbatore District and the
Siva Temple in Kalahasthi are excellent
examples of this period. After the advent of
Independence, with the keen interest and
imagination showed by the Central and State
Governments, artists are being supported by the
State.

Vaidhyanatha Sthapati, descendant of the
Thanjavur Group who founded the sculptural
training centre at Mamallapuram is one of the
leading artists of his times who has staged a
come back at the instance of the Government.

He was also the recepient of National
Awards of the Central Government. His
illustrious son, V. Ganapathi Sthapati who

succeeded him as the Head of the Coliege of
Architecture and Sculpture, Mahabalipuram has
constructed many temples both in India and
abroad. He is also the architect of Poompuhar
Art Centre at Kaveripoompattinam and Valluvar
Kottam in Madras, and in all these activities
the initiative and benevolence of the State
Government have played an important role.

The Government’s keen interest in the artists
is evidenced by institutions like the Govt.
College of Arts and Crafts — Madras and
Kumbakonam. The Madras College was origi-
nally formed in the year 1850 in during British
rule under Dr. Alexander Hunter. It developed
as a pioneer art institution under the Princi-
palship of Roy Chowdhury. He was succeeded
by K.C.S. Paniker, R. Krishna Rao, S. Dhanapal,



and L. Munuswamy. This institution, with
help and aid from the Government trains
artists in the field of painting, sculpture,

ceramics, textiles, and visual communication,
This institution has produced many eminent
artists. The Cholamandal artists are also the
products of this College. Under the leadership
of the above heads of the institution many
eminent artists have emerged. They have
taken upon themselves to develop and spread
various trends in contemporary indian Art at
National and International level.

The Central Government has formed the
Lalit Kala Academy and Oviam Nun Kalai
Kuzhu with a view to encourage artists
through the country. Grants and aids to
several art associations and institutions as well
as to individual artists are also given by the
Academy. Fellowships aré awarded for higher
training and research in the field of Arts.
The formation of a separate Ministry of Culture
itself indicates the importance which the
Government of India attaches to the field of
arts and the artists. Thanks to these efforts,
encouragement and activities, art in India,
-especially in Tamil Nadu has a bright and
promising future,
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Under the programme of Inter-State
Exchange of Art Exhibitions, the Tamil Nadu
Qviam Nunkalai Kuzhu organised an exhibi-
tion of Art of Tamil Nadu Artists at Jehangir
Art Gallery, Bombay, for a period of one
week from 15th June, 1983. This exhibition
was inaugurated by Shri R. D. Pradhan, Chief
Secretary to Government of Maharashtra.
Again, under the same programme, the Tamil
Nadu Oviam Nunkalai Kuhu organised an
exhibition of Tamil Nadu Artists at New
Delhi, for a period of one week from 20th
August, 1983. This exhibition was inaugura-
ted by Shri R. M. Agarwal, the Chief Secretary
to Delhi Administration.

The Tamil Nadu Oviam Nunkalai Kuzhu,
organised its Fifth Artists’ Camp at Ootaca-
mund in September, 1983. The Camp was
attended by many well-known artists from Tamil
Nadu as well as from other States. This year,
Tamil Nadu Oviam Nunkalai Kuzhu honoured
Shri K. Sreenivasulu and Shri P. T. Janakiram,
with a cash award of Rs. 6,000/- each for their
outstanding contribution to the field of art.
The honouring function was held on 1st
February, 1984.
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ART EVENTS

Tamil Nadu Oviam Nunkalai Kuzhu
organised an exhibition of Manipur. State
Kala Akademi, Imphal at the Exhibition
Gallery of Contemporary Art, Government
Museum, Madras-8, from 8th February to 12th
February, 1984. Tami! Nadu Oviam Nunkalai
Kuzhu is also organising an Orientation Course
for art masters of Thanjavur District for a period
of 21 days from 22nd February, 1984 at
Government College of Arts and Crafts,

Kumbakonam.

The Rotary Club of Coimbatore West
and Innerwheel Club of Coimbatore organised
an exhibition of Mohammed llyas of Ooty
at Coimbatore for a period of one week
from 17th December, 1982.

A group of Tamil Nadu Artists consist
of Shri S. Adaikalaswamy, K. P. Chidambara-
krishnan, N. Karunamoorthy, K. Muralidharan,
R.M. Palaniappan, A. C. Rajasekharan S§. Rama-
lingam, V. Santhanam, R. Sundararajan and
A. Viswam organised an exhibition of their
drawings and paintings in the name of
‘Pataippu’, at the Lalit Kala Akademi, Regional



SRl R.M. AGARWAL, CHIEF SECRETARY TO
DELHI ADMINISTRATION, WITNESSING AN ART
EXHIBITION OF TAMIL NADU ARTISTS, HELD AT DELHI.

Centre, Madras. This exhibition was inaugu-
rated by Sri S. Balachander on 2nd March,
1983.

Sarala Art Centre, Madras organised an
exhibition of drawings ((pages from a sketch-
book series—I) by Sri K. M. Adimoolam from
7th July, 1983 to 18th July 1983.

Department of Ancient History and Archaeo-
logy, University of Madras, and Government
Museum, Madras, organised the 71 Annual
Conference of the Numismatic Socity of India

24

HON'BLE THIRU C. ARANGANAYAKAM, MINISTER FOR
EDUCATION AND CULTURE, GOVERNMENT OF
TAMIL NADU, AND CHAIRMAN, TAMIL NADU

OVIAM NUNKALAI KUZHU DELIVERING THE ADDRESS

AT THE INAUGURATION OF THE ART EXHIBITION OF

TAMIL NADU ARTISTS, AT
JCHANGIR ART GALLERY, BOMBAY.

at the Museum Theatre, Government Musem,
Madras. The above Conference was inaugu-
rated by the Hon’'ble Minister for Education,
Government of Tamil Nadu on 22nd December,
1983.

The Gallery of Contemporary Art, Govern-
ment Museum was inaugurated on 25th
January, 1984.

Max Muller Bhavan, Madras and SCERT,
Tamil Nadu organised a workshop for Art
Masters at Max Muller Bhavan, Madras,
during February, 1984.
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