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FOREWORD 

One of the first steps to be taken in the First Five Year Plan was the establish
ment or six boards fo( the promotion of handicrafts, village and small industries: 
1. The ~hadi 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 expanison of the ",ctivities 
of these Boards which concentrated not only on production and techniqll'e, 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 
investiga;ted for a proper accounting of the nation's' manpower resources' and its 
specific contribution to the national income. The 1961 Census, therefore, asked as 
special series of questions 'on household industry, inpu)t 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 
classifi~tion would be incomplete without a proper description of what they produce 

"and h6w they, produce. It was import~nt 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 ecoriotnic stratifications, the limitations of 
~redit and mar,keting facilities, the- dominance' of 'custom over contract, the 
persistence or traditional tools and design fprms, 'the phlysieal limitations of trans
'port, communication and mobilit'y, th!e inability to adopt new lines or adopt to 
changing circumstances. 

Mrs .. Ruth Reeves, author of Cire Perdue ,Casting in India, was associated 
with tHis project iTom,its inception in 1959. In fact, it was she who exhorted the 
Registrar GeneraJ, in 19.58 to undertake and extend thle limited task which he, as 
Census Superjntenqent for West Bengal .~n 1951, had completed in 1953. Her 
association and selflessne~s, had been one of the prime movers in the Craft Survey 
Project and I take this ocqasion to. pay homage p.ot only to her great work, but to 
the great debt under which she held us since 1958 till the moment of her death in 
New ,Delhi i~ ,December, 1966. ' 

For co-orcliriating the various special studies including' the ·craft surveys, the 
Handicrafts and Social Studies Section in the office of the Registrar General of 
India, was set up in 19'61 with Dr. B. K. Rpy Burman as the head., This section has 
been responsible for training up an- army of Investigators in -the Centre as well as 
in the States in the habit of looking for and recording the ,exact process on strict 
standard of precision, objectivity and rectitude. Besides, this Section assisted each 
State with a.thorough scrutiny of each draft Craft Survey and with many suggestions 
for technical improvement of contents and presentation. This Section evolved an 
extended qu~stionnaire and a model analytical chart of scrutiny which were 
extremely useful for the ,craft studies. , 
. The' extended questionnaire referred to above was the end-product of a pro-

cess which was started earlier.; During 1960 and, the first half of 1961, several 
States ,had made explorative studies, to ,find out how the enquiries should be made. 
It was felt desirable that empirical analytical studies based on a structured question
naire should replace general descriptive accounts that had obtained so far.: l'he 
primary aim was to obtain ,a picture as much of the al;"tisan himself as of his craft, to 
obtain a perspective of the artisan and his craft in his social and economic setting, the 
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extent. to which tradition bound him and the winds of change rufited him, the extent 
of his mobility and immobility, the conditions of market, credit, new contacts and 
designs in wh~ch h~ 0I?erate~, the fr~me of new as well as traditional producer
~omer relatl<!Dships.ln whlch.·he stIll worked and how far he 1Vas ready to pierce 
his own caste .. tnbe soCt-eConomiC cocoon and make a break thr.ough to new oppor
tunities promised by the Five Year Plans. The aim was to hold up the mirror to 
hereditary skills struggling with. the dialectics of tradition and change. With the 
above objective, in view, the first part of the questionnaire; purporting to be a 
yiUage schedule, sought to ~k~ account of the size and population of the village, 
ds remoteness from or proxImIty to centres of trade and commerce, in short, the 
degree of isolation in W\rich the artisan wot,ked, and the relative strengths of various 
communities in the villag~ which would afford. clues to social inter-dependence and 
the prevalence of the jajmani system. The secpnd part was devoted to artisan 
communities in the village; the several castes of artisans, ,the number of families in 
'each, the total number of workers, males anq females, the extent of co-operative 
activity among them, the extent of dependance upon employers and of wage or·' 
contract labo'Ur. There were other questions on the exchange of flow of designs, .' , 
the use of colours, the ancientness of the craft and legends associated, the coloniza
tion of the craftsman, on patrons and customers and on social and economic contact 
with the world inside and outside the village. There were specific questions on 
the workshop itself and particularly the tools and the source of supply of these tools, 
because it was felt that tools decide everything and are the surest index ;of inertn~ss 
or flexibility. Separate blocks. of questions were designed to· bring out the ramifica
tions of artisan castes throughout the country and the ways they sustained them
selves, the type of clientele they catered 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 resticted 
the latter was by the seemingly unalterable laws of social custom; the extent to which 
the)' 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 customer's purse strings. Inquiries were to be made about the opera- . 
tion of middlemen and of co-operative 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 deseribed 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 prbduction 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. 

In the course of the survey work, it was found that many of the que&tions 
required to be further spelled out so that the investigators would know exactly hoW 
to collect the particulars· in respect of the various items'. The enlarged schedule was 
mainly the outcome of this realisation. Some new dimensions were also added to 
it. For instance, there were separate sections for practising and non-practising 
artisan families, co-operative societies, production-cum-training centres, consumers 
preference, and so on. Several Census Superintendents adopted this enlarged 
schedule for the surveys carried out by them., The Handicrafts and social Studies 
Section also took up a number of crafts for special studies on the basis of the 
enl~ged schedule. 

Along with the special field investigations the Handicrafts and Social Studies 
Section undert90k a few ancillary studies which include: . 
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1: Preparation of directories of craft centres throughout the country for 
vario\ls crafts. 

2. Techno-historical study relating to selected crafts showing their distribution 
over space and time beginning from the earliest period to the modern 
time. 

3. Preparation of ibibliography on handicrafts of India. 

4. Collaboration with National Library in preparation of a bibliography on 
small scale and cottage industries and handicrafts of India. 

5. Building up a Photo-library depicting various crafts and other aspects of 
Indian life. A collection of about 3,000 photos, which was given to the 
office of the Registrar General, India, by Mrs. Ruth Reeves constituted 
the nucleus of the library; in course of time the Handicrafts and Social 
Studies Section has collected about 20,000 photos, and has indexed, 
classified and categorised them. 

The present study on Cire Perdue Casting in Swamimalai, Madras State 
commenced in January, 1963. The field investigation was done by Shri A.M. Kurup, 
under the guidance of Mrs, Ruth Reeves and Dr. B. K. Roy Burman. I avail of 
this opportunity to express my appreciation of the work done by my colleagues in 
connection with this project. 

New Delhi 
December 19, 1967 

A. MITRA 
REGISTRAR. GENE'RAL, INDIA. 
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Before I visited Swamimalai in 1962, I had an opportunity to go through 
th~ ~onograph of Mrs. Ruth R~e.ves on Ci~e Perd~e <?~sting in India, where in her 
immItable manner, she had VIVIdly descrIbed thIs livmg treasure of the past of 
India. But when I went to Swamimalai, I had a feeling that in spite of the boom 
that the craft of bronze icon making was enjoying in recent years, it was not 
responding to the cultural milieu of today, to any significant extent. It was how
ever only a vague impression, at that time, which has been confirmed to a certain 
extent through the present study. After returnin~ to Delhi, I discussed about my 
impression with Mrs. Reeves, and we agreed that It would be useful if a full-fledged 
survey was undertaken at Swamimalai,- with focus not only on the craft, but also 
the craftsmen. 

It was possible for Shri A. M. Kurup to take up the study in January 1963. 
Before he went to the field, he was thoroughly briefed by Mrs. Reeves with the aid 
of her photographic collection, abo:ut the various aspects of the technique of the 
craft. By that time, I was also able to finalise the schedules to be canvassed for 
the handicraft studies by the Handicrafts and Social Studies Unit of the Office of 
the Registrar General of India. (A set of the schedules is furnished at annexure II). 
Shri Kurup is an experienced field worker. Besides canvassing the schedules, he 
made valuable personal observations of his own, which shed important light on the 
different aspects of the craft. The credit for the facts furnished in the report mainly 
belongs to him. He also made library research for providing the historical context 
of the craft. Some amount of library research was done 9Y me also, so that an 
integrated picture of the craft and its place in the socio-cultural life of the country 
could be given. Wherever any opinion has been expressed in this report without 
indicating the source, the responsibility for the same belongs to me. 

The major portion of the final draft was shown to Mrs. Reeves. Unfortu
nately due to her illness, she could not thoroughly examine it. She, however, con
siderably changed the portion describing the technique and also gave other useful 
suggestions. I avail of this opportunity to pay my tribute to this great ,lover of 
Indian crafts and craf~smen, who till the last moment of her life, tried' to inspire 
craft studies, with her devotion and vision. 

Even after the draft was finalised, Sri Kurup paid a short visit to Swami
malai in December 1966, to verify certain facts. During his field study in January, 
1963, Shri Kurup was accompanied by Shri Godvin Jaya Kumar Investigator 
and Shri N. D. Rajan, Photographer, in the Office of the Superintendent of Census 
Operations, Madras. During his revisit in 1966, he was accompanied by Shri 
Raj an. I avail of this opportunity to express my gratitude to the Superintendent 
of Census Operations, Madras as well as to the above colleagues for their co
operation. Kum. V. J. Maria Stel1a and SIS G. L. Baweja and B. N. Kapoor who 
typed this report, and Shri Achraj Lal, who did the tabulation, also deserve 
mention. 

Most of the photos were taken by Shri Rajan. Some photos taken by 
Mrs. Reeves in connection with her earlier study have been included in the report. 

I am grateful to Shri S. C. Srivastava, Assistant Central Tabulation Officer 
and Shri Bani Singh of the Central Tabulation Unit, for the troubles that they took 
to get the monograph printed in time. 

I am grateful to Shri A. Chandrasekhar, Additional Registrar General of 
India for his encouragement to the project. Lastly I am grateful to Shri A. Mitra, 
Registrar General of India, but for whose breadth of imagination and matchless 
leadership and inspiration, craft study in the present form, could not have been 
undertaken as an ancillary to 1961 Census Operations. ' 

B. K. ROY BURMAN 
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CHAPTER 1 

INTRODUCTORY 

A. INTRODUCTION 

Cire perdue· is a composite French term.-Cire 
means wax and perdue means lost; translated into 
English the term would mean 'lost wax'. It is used for 
all types 'Of casting where wax is replaced by metal. 
Broadly there are two processes by which the replace
ment takes place. In one process a wax model is first 
prepared and then a mould is made around it. The 
mould with the wax model is heated, when the wax 
melts and drains off through an orifice provided for it. 
The space vacated by the wax is filled up with molten 
metal which is poured through the same orifice. 

This process is known as solid casting process. 
In the other process, a model is made of clay or saw 
dust or similar other material and around it is model
led wax covering, which is again covered up with clay 
or similar material. Here, melted metal replaces the 
wax covering and takes its shape. This process is 
known as hollow casting process. 

History of the craft 

Both hollow casting and solid casting processes 
belong to a very old craft tradition. In ancient litera
ture, as early as Rig-Veda, there is a brief reference 
to hollow casting of images. l In Yajur Veda, which 
is a later compilation, "References are'made to tin, 
lead and silver with which ornamental bowls were 
produced."1 Plenty of references are available in 
the Upanishads also.8 In the second century B.C., 
Patanjali, in his Mahabhashya, an exposition of 
Panini's work, gives us a vivid picture of the artisans 
in the villages. the king's artisans as well as the gold
smiths who manufactured gold and silver coins with 
punch-marked designs and executed various metal 
ornaments in demand at that time. 4 The Arthasastra 
of Kautilya and the Buddhist and Jain texts in Pali 
and Prakrit, give references of metals and metal 
smithy. Occasional references to the metal arts are 

found in Ramayana, while in Shantiparva of 
Mahabharata the duties of a king in relation to the 
artisans are mentioned and their guilds are enumerated. 
Manusamhita, Yajnavalkya Samhita and Hari
vamsa· also provide considerable information not 
only about the craft and craftsmen, but also about the 
mining operations and the artisans' ?uilds.1i Although 
the above references provide much Information relat
ing to metal work and the craftsmen in a general way, 
they contain little information about the actual pro
cess of casting of metal figures. It is not until much 
after the Christian era that we come actoss detailed 
recorded instructions about the procedures to be 
followed in the matter of casting of images.6 

Agnipurana and Matsya Purana of the Gllpta 
period have in some detail described the technique 
of casting bronze images and also about the selfless 
concentration with which the image maker must bring 
his work to completion.7 i The most elaborate treatise 
on the lost wax process of metal casting is the 
Silpasastra (a treatise on image making): recorded 
in the 68th Chapter (22.23) of the Manasara believed 
to have been compiled in the Gupta period. In general, 
the metal casters of South India, follow the principles 
laid down in these Silpasastras: Tamil and Malaya
lam versions of them are being used today as technical 
manuals by the metal icon makers of Madras and 
Kerala.8 ' 

f 

J n the Silpasatras are laid down elaborate and 
strict rules regarding the auspicious times when one 
can start the work, the composition of the ingredients 
to be used for casting, the various measurements of 
the different parts of the body and their relative pro
portions, details of the different stages of casting work, 
the various postures and inclinations of the figure 
etc. "The rules consist of dhyanas or verses, des
cribing the spiritual character and personality of the 
deity and the Lakshanas or formulae giving the 
measurements and suggesting the pattern and form 
of the figure in keeping with the dhyanas ".9 

• In Sanskrit, the term used for this process is Madhuchchhista vidhana. Ghalla and Sushira are used respectively for 'solid casting' 
and 'hollow casting'. 

1. Thapar, D. R.-Icon in Bronze, Asia Publishing Houw, Bombay, 1961 p.l1. 
2. Coomaraswamy, A. K. History of Indian and Indonesian Art, London, 1927, p. 9. 
3. Ibid p. 9. 
4. Ruth Reeves, eire Perdue Casting in lfldia, Crafts Museum, New Delhi, 1962, p. 26. 
5. Ibid p. 26·27. 
6. Thapar, D. R. Icon in Bronze, Asia Publishing House, 1961, p. 11. 
7. Dutt, M. N.-Agnipurana (Translation) Calcutta 1903·1904. 
8. ~y~pa Silpa Sastram with Tamil Translation edited by K. S. Subramaniya Sastry, Tanjore Saraswati Mahal Series No. 89,1960 

IS bemg used by the Stapatis of Swamimalai. The craftsmen of Kerala generally follow Si[paratnam, edited by Karuva, K. Neela· 
kantan Asari (in Malayalam). 

9. Thapar, D. R., Icon in Bronze, Asia Publishing House, 1961, pp. 11. 



Direct evidences of the antiquity of metal casting 
in India have also come to light and are now available 
in plenty. "A small bro~ze statuette o! a dan~ing ~irl 
found in the burried CIty of Mohen]adaro In Smd 
shows that the process of lost wax (eire perdu~) was 
known to India some 5,000 years ago and that It was 
already carried 6ut with great skill and artistry.1 
The bronze and copper pins unearthed at the sites 
of Chanhudaro, Mohenjadaro and Harappa of 
C. 2500-1500 B.C., were also probably pr~duced by 
the lost wax solid casting process. ExcavatIOns at the 
ruins in Sirkap (Taxila) have brought to light gold 
and copper ornaments of the Hellenistic style which 
were produced in the lost wax metal casting method 
at about C 327-0325 B.C.I Th6 group of bronze 
images found at Kolhapur (belit:ved to belong the 
2nd century A.D.) and the four fragmentary bronze 
figures of Budha excavated at Amaravati (believed 
to be of the 3rd century A.D.)3 are sufficient proofs 
to indicate that the Indian metal caster had achieved 
high technical skill and creative aesth~tic. superiority 
and perfection as early as the begmnIng of the 
Christian era. The small hollow-cast bronze bull from 
Sahri Bahol, Gandhara, of the 3rd-4tb century A.D. 
is a notable example of India's metal icons of the early 
Christian era.4 

The 671" high copper image of Buddha dated 
0.400 A.D., which was excavated in 1862 A.D. at 
Sultanganj on the Ganges is an ol~tst~ndiD:g s~ecimen 
of the Indian metal craftsman's skIll, ImagmatIOn and 
sense of artistic perfection as well as a world land
mark in the eire perdue hollow casting technique.6 

The image is now preserved in the Art Museum of 
Birmingham, U.K. 

Though the art of metal casting had beenJmown 
in South India for a long time, it was at about the 
time which is known in the north as the classical age 
und~r the Guptas, that bronze image making began 
to flourish in that area. Only a few images cll:st prior 
to that period have been found in South IndIa.6 

The bronze images of South India, stylistically 
belong to different SChools of art, which flourished 
under different dynasties, indicated below.' 

Pallava 
Chola . 
Pandyan 

_ Nayaka 
i' ~ '~ 

--------

300 A.D. to 900 A.D. 
900 A.D. to 1300 A.D. 

1200 A.D. to 1500 A.D. 
1600 A.D. to 1700 A.D. 

2 

1.· Chintamani Kar, Indian Metal Sculpture, London 1952, pp. 1. 
2. Manball, Sir lohn., Texila, Cambridge University Press, 1961. 
3. Thapar pp. 139. 
4. Cbintamani Kar, Indian Metal Sculpture, London, 1952. 

The Pallava School of art had to its credit, a 
tremendous high yield of stone sculpture and a few 
outstanding metal works produced by eire perdue 
solid casting method. . 

The golden opportunity of the bronze image 
makers, to develop their art, supplanting all other 
arts of similar category, however, came during the 
Chola period. The chola-rulers were the votaries of 
Siva and in thefr ardent desire to propogate Saivism 
(cult of Siva) they built thousands of temples of 
majestic beauty, all over the South. In these temples, 
the central element was the linga carved out of &tone, 
which was always stationary. But during the cere
monial processions connected with various festivals, 
movable bronze images of Siva, Parvati and other 
dejties associated with Saiva cult were brought out. 
These bronze images were cast by the craftsmen with 
great devotion and love, in consonance with their 
realisations within themselves "the institutions of 
the past sages who visualised in their meditations the 
various forms of deities with their symbolic expres
sions".8 

In the matter of patronising the craftsmen the 
kings set the fashion. Often, aft!!r important historical 
events they used to present to tH~ temples metal votive 
lamps and images. This was a commemorative-cum
devotional practice and was quickly taken up by the 
rich people of the period. The commonest form of 
a votive lamp was that of a female figure, holding in 
both the hands a receptacle for receiving oi1.9 Even 
now, the Stapatis of Swamimalai cast votive lamps 
in the same form. 

The Hoysala school of Mysore and the Pandyan 
school are responsible for stone sculpture and metal 
work of outstanding artistic value. The Hoysala 
school which specialized in producing the most per
fect friezes of animals, was responsible for the im
pressive reliefs in the shrines at Halebid and Bellur. 
The Pandyan school, on the other hand was respon
sible for the magnificent sculpture of gigantic pro
portions in the temples at Madurai and Srirangam.10 

The traditions of the different schools of art, are 
living practically even today. In spite of numerous 
political and social upheavals and numerous techno
logical innovations, casting of metal icons and other 
metal objects persists in a number of centres in South 

S. Mitra R. L., lournal of the Asiatic Society of Bengal, Calcutta, 1864. 
6. Thapar D. R. Icon in Bronze, Asia Publishing House, 1961 pp. 17. ' 

7. Ibid. 
8. Fundamentals of Indian Art, S. N. Dasgupta, p. 33. 
9. Tbapar D. R. Icon in Bronze, Bombay 1961, pp. 18 to 19. 

10. Ibid, pp. 19. 



India. It is {bund in some isolated centres in other 
parts of India as well. 

A list of centres where eire perdue casting is practis
ed ~oday.was prepared in 1960 by the Census Organi
zatIOn wIth the co-operation of the All India Handi
crafts Board and the Industries Departments of the 
States. It is as follows. 

Name of the State District Place 

1. Madras Madras Madras City (Chintadripet) 
Madurai Madurai Town. 

Chindupattai. 
Chingleput Kattan Kulathur 
North Areot Karanatham, Umiapuram. 

Ananthapuram. Chidambaram 
Town. 

Ramanatha- Karaikudi, Srivalliputhur. 
puram 
Salem Salem Town. 
Thanjavus Kirallur, Sembanakoil, 

Tiruvengadu, Vaitheeswaran-
koil, Swamimalai. 

Thirunelveti Perungudy, Vagaikulam. 
2. Mysore Bangalore Bangalore City. 

Hasan Sravana, Belgola 
(Channarayanpatha Thaluk). 

Kolar Sivarapatna (Malur Thaluk). 
3. Kerala Alleppey Aranmula-

Cannanore Kunjimangalam, Payyannur. 
PaJghat Angadipuram 

Trivandrum Trivandrum City. 

4. Orissa Mayurbhanj Asnasol, Baripoda, Pairakulaio 
Sorponkha. 

Purl Kantilo, Khandapada. 

S. West Bengal Bankura Asansol, Bankura Town. 

6. Madliya Bastar Jagdalpur. 
Pradesh 

7. Uttar Hamirpur Srinagar 
Pradesh 

Mathura Mathura City. Vrindavan. 

It is to be noted that there is a distinct style which 
is associated with the tradition of bronze icon making 
of each area, but at the same time, there are certain 
elements they have in common which show the unity 
of Indian art tradition. As noted by an outstanding 
Indian philosopher, "In India the artists who deal 
with plastic art or painting have to follow a certain 
mode as' prescribed in the verbal description of 
'dhyana.' In the representation of different gods, 
Hindu or Buddhist, the word 'dhl'ana' means the 
meditation of a devotee. The religious books contain 
prescription as to, how one should try to form a mental 
picture of a god or when one should concentrate his 

1. Fundamentals ofIndian Art. S. N. Dasgupta, p.12-1S. 
2. Ibid. 
3. Ibid p. 32-36. 
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attention in an unflinching manner ...... Each god 
stands as the plastic line or colour-expression of a 
particular type of idea. It is the duty of the meditator 
to _pass through the physical image of the represented 
deIty and to enter into the spiritual essence or idea 
for which he stands and which beams through his 
physical expression ... .It will thus be evident that 
the object of the plastic artist in India, in representing 
gods, was not to initiate the excellence or beauty of 
human forms, as in the case of the Greeks, but to give 
expression to a spiritual message that the forms of 
gods were intended to impart."l 

Another characteristic of Indian art as described 
by the same source is that in "the canons of Indian 
art there is a definite and prescribed proportion of 
the limbs and their ratio to one another. This pro
portion and ratio are technically called tala. The 
Indian artists used the measurement of the head as 
the standard of measurement. We find that Leonard 
da Vinci in his "Treatise on Painting" also takes the 
head as the standard of measurement and all other 
limbs of the body are supposed to bear a definite 
ratio to it. The Indian artist paid more attention to 
the ratio than to the actual standard of the different 
limbs. The ratio being the same, figures may be 
pigmy or colossal."2 

Finally, about the strength of conventions, it is 
stated as follows "No artist had the courage in the 
social sanction to alter the form of any deity according 
to his own fancy. He was required to follow and 
realise within himself the intuitions of the past sages 
who visualised in their meditation the various forms 
of deities with their symbolic expressions .... The 
artist therefore could not exert himself in a free and 
spontaneous manner. He had always to be guided 
by the traditional conception!> of the images of dif
ferent gods and goddesses. With him these traditional 
conceptions were the limits which he was not allowed 
to overstep; for it was believed that the conceptions 
of the deities as realised in meditation were drawn from 
real experience of those Sages. But in spite of this, 
it cannot be gainsaid that the individual genius of 
the brilliant artists left its indelible mark upon their 
productions as manifested in their rhythmic grace 
and super excellent beauty. The good artist was not 
satisfied only in representing the gods and goddesses 
in their true character, but he also endowed his pro
ductions or creations with the inner joy, passion and 
life of his inner soul. Thus the creation of the artist, 
on the one hand, expressed the ideally conceived and 
mentally intuitive significance (If the deity and on the 
other hand, his creations were a part of his own per
sonality as manifested in thoughts, volutions and 
emotions."3 

"It must also be remembered in this connection 



that with the change of ideas and the development of 
new aspects of thought and new perspectives the 
canons of artistic production also underwent changes. 
If we review the artistic productions of the different 
ages in the different parts of India, we not only find 
a great diversity in the talents of the different artists, 
but we also notice changes in the mental outlook and 
ideas amomg the artists of different periods in 
di~erent parts of India."l 

The process of change noted above is taking place 
even now. Simultaneously, a more important change 
is also taking place, viz., change in the function of 
the images. Today secularisatioThis rapidly permeat
ing every sphere of our life; the' icons which were 
valued in the past primarily because of their sacred 
associations, are more valued at present because of 
their aesthetic appeal. In other words the forms, the 
beauty of the objects and their appeal to humanism 
are being freed from the shadow of the gods. This, 
on the one hand means greater freedom for the crafts
men to give free play to their creative imagination, 
on the other hand this means slackening of the dis
cipline by which certain standard could be ensured 
for generations. This freedom can presage the reach
ing of a new height for the craft; it can also lead to 
degeneration and ultimate extinction of the craft. 

Clearly the craft is at a crucial stage. 

A survey was undertaken at Swamimalai of 
Madras to make a case study of the social, organisa
tional, technological and financial setting of the craft 
and to know how exactly the craft and the craftsmen 
were responding to the new situation. 

In the present chapter particulars about Swami
malai will be furnished. In the chapters that will 
follow, particulars about the craftsmen and their 
products will be furnished. 

B. SWAMIMALAI: 

Swamimalai is a small village in Thanjavur district 
of Madras. Here both solid and hollow casting are 
practised. But solid casting is by far the more ancient 
and important tradition in thi<; centre. The present 
study is therefore mainly confined to the study of 
solid casting; only a passing reference will be made to 
the technique of hollow casting. 

Cire perdue solid casting is practised in many 
districts of Madras; among them Thanjavur district 
has the maximum number of centres and craftsmen. 
The famous centres in Thanjavur district are Swami
malai, Kirallur, Sembanarkoil, Tiruvengadu, Tiruvalen
chuli, Tiruvidamarudhur and Vaitheeswarankoil. 
Among them in terms of output and working force, 
Swamimalai is most important. In fact Swamimalai 
is the most important centre for bronze icon making 

1. Ibid p. 3$. 
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in the whole of Madra,s State. There are about a 
score of families in this village who are engaged in 
this craft. These families belong to stapati caste. 
They settled here about 13 generations ago. But till 
about 4 generations ago they were working on stones. 
Subsequently they took up making of bronze icons. 

Swamimalai is situated on the northern bank of 
the river Kaveri, in Kumbakonam taluk. It is well 
connected by rail and road tra,nsport. At about a' 
distance of Ii mile from Swamimalai, there is a 
railway station which is named after the village. Two 
important roads, viz., Thanjavur-Kumbakonam road 
and Thiruvayyar-Kumakonam road pass through the 
village. 

Kumbakonam, the Taluk as also revenue Sub 
Divisional head quarters is about 5 miles east of 
Swamimalai. Thanjavur the headquarters of the 
district is also only at a distance of 25 miles from 
the village. There are regular bus services to both the 
places and the people not infrequently take advantage 
of the same. Incidentally it is to be mentioned that 
both Thanjavur and Kumbakonam are important 
centres of brass metal ware. 

It seems that It is not just a matter of chance that 
Swamimalai is the most important centre of bronze 
icon making. For generations Swamimalai has been 
a great pilgrimage centre, which attracts devotees 
from far away places. One of the six important 
Muruga (Lord Subramanya) temples set up by the 
Nayak rulers during the 17th century is situated here. 
It is believed that it is here that Subramanya initiated 
his father Siva to the realisation of the profound 
mysteries of religion. The believers say that Swami
mal ai, the name of the place, is itself a confirmation 
of this. Previously, the name of the place was "Thiru
verakam" but as Swami (Siva) received upadesham 
(advice) from Subramanya at this place, the name'was 
changed to Swamimalai (malai means hill). 

It is said that association of this place with bronze 
icon making goes back to more than 300 years. At 
about 1650 A.D., one of the Nayak kings is believed 
to have brought two Silpakaras (craftsmen) from the 
north (some think that it was Arcot) in connection 
with the construction of Swaminatha temple. After 
the work in the temple was completed, 'they did not 
go back to their home but settled in the vicinity of 
the temple. The present day bronze icon makers of 
Swamimalai are the descendants of these two persons. 
Even now, the main concentration of the craftsmen 
families is around the temple. 

In addition to Swaminatha temple, there are a 
number of other small temples-- at Swamimalai. 
According to the records maintained by the Karnam 
(village record-keeper) their total number is 34. 



Presence of so many temples and continuous flow 
uf pilgrims were undoubtedly responsible for the craft 
to flourish here. Further, the stone sculptures in the 
temples provided a ready catalouge of superb designs 
which inspired the craftsmen to produce metal icons 
of high aesthetic appeal. 

One material factor which facilitated the develop
ment of the craft in this centre is the availability of 
clay which was eminently suitable for making different 
kinds of moulds. 

It is to be noted that metal casting is not the only 
craft that flourishes at Swamimalai; there is another 
ancient craft at this centre, viz., silk weaving. It is 
stated that it is being practised here since time 
immemorial. There is, however, no organisational 
or operational nexus between these two crafts, except 
that both the crafts receive some encouragement from 
the Government. 

There are, however, certain tangible elements 
which constitute the common infra-structure for both 
the crafts. The most important among them is the 
well developed communication system which has 
already been described. Next in importance are the 
credit and marketing facilities which will be des
cribed later. Though not specifically in respect of the 
two crafts, there are certain other institutional faci
lities available in the village which are also to be taken 
into consideration in a general way. while considering 
the infra-structure. They are as follows :-a hospital, 
a police out-post, a post and telegraph office with a 
public call office attached to it, a Sub-Registrar's 
Office, a High School, a couple of Middle Schools 
and Primary Schools, a Village Panchayat and a 
number of shops to cater to the needs of the people 
in respect of food-grains, provisions, clothes and 
stationeries. The infra-structure specifically with 
reference to metal-casting mainly consists of two 
institutions, viz., the Swamimalai Icon Manufacturer's 
Co-operative Cottage Industrial Society, and the Art 
Metal Training-cum-ServicingCentre. The for mer was 
organised by the local craftsmen with the assistance 
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and support of the Industries Department of the State 
Government. The latter is a departmental establish
ment of the Department ofIndustries, Madras Govern
ment. 

In addition to the tangible elements of the infra
structure, there are a number of intangible elements 
which have made no mean contribution towards the 
development of the craft. The most important among 
them is the sacred association of the place, which has 
already been described. The next important intangible 
factor is the social climate which is tradition bound. 
The material base of the tradition bound local society 
is provided by the fact that the bulk of the popula
tion in the village are cultivators. The village covers 
an area of 649.59 acres. Both wet land and dry land 
are found here. In the wet land paddy, sugar cane 
and some seasonal crops are raised, while in the 
dry land fruit bearing trees like coconut, mango and 
occasionally tapioca and plantains are cultivated. 

The residential pattern of the village reflects and 
reinforces the traditional social structure. The popula
tion of the village consisting of 4.917 persons is divided 
into as many as 37 castes. The different castes or 
groups of castes of the same social status, live in dif
ferent areas. Thus the Brihmans and Stapatis 
(icon makers) live in the vicinity of the temple; the 
cultivating castes like the Mudaliars, Pillais, Padaya
chis, Kammalans, Saddars are found scattered 
throughout the village; the Salliyars, who are weavers 
by tradition, also live scattered; on the other hand 
the menial castes like the Vettiyans, Sambans etc., 
live slightly aloof from others in the eastern fringe 
of the village; the scavengers also live away from 
others in the western fringe of the village. 

Tn this tradition bound society, what the demo
graphic and social characteristics of the icon makers 
are what the level of their technology is, what [hey 
produce, and what the place of their productive 
activities is in their own life as well as in the socio
economic complex of the region, are proposed to be 
examined in the Chapters that follow. 



CHAPTER II 

THE ARTISANS 

Traditionally the Indian craftsmen traces "his 
lescent from Viswakarma, Lord of the arts, master 
,f a thousand handicrafts, carpenter of the gods and 
'uilder of their palace'S divin<:>: fa'Shioner of every 
!wel, first of craftsmen, by whose art men live, and 
,hom, a great. deathless god, they continuously 
rorship."l Metal icon makers in different parts of 
ne country belong to different castes and communi
[es. The Bastar (Madhya Pradesh) craftsmen belong 
o the Bhareva or Kaser caste; in" West Bengal they 
lelong to Kanshari, Kaikuya Mal and Jadu Patua 
Ir Dheppo caste2

; in Oriss::! the craftsmen engaged in 
con making are known as Dokras; they are known 
.s Kaseras in Uttar Pradesh, Silpasaris in Kerala 
.nd Silpis or Stapatis in Madras. 

fhe Stapatis 

As in other parts of Madras the craftsmen engaged 
n producing metal icons by eire perdue casting 
nethod at Swamimalai are known as Stapatis or 
)i/pis, the literal meaning of both these terms being 
architect'. In the local caste structure these artisans 
:ome under the wider caste group, Viswakarma or 
'(ammalan. 

According to Manushya Purana, artisans belong 
o five different categories according to their social 
,tatus. They are as follows-Manu (iron-smith), 
lIaya (carpenter), Twashta (vesst!! maker), Viswajhan 
goldsmith) and SUpi (icon worker). At present five 
,ub-groups are also recognised among the Kammalans 
)r Viswakarmas. They are, however, named differently 
md the hierarchy of their social status is also dif
erent from what has been mentioned in Manushya 
°urana. The five sub-groups in the order of their 
:ocial status as recognised locally are as follows
°athar or Thattan (goldsmith); Stapati (icon worker), 
'(annan (utensil maker), Thachan or Achari (carpenter) 
md Kollan (iron smith). Thus though in earlier 
)eriod the icon makers were at the lowest rung of the 
:ocialladder in the category of the artisans, now they 
)ccupy . a much better position. It is obvious that 
:heir earlier low social status was not related to the 
)lace of their occupation in purity-pollution scale. 
:t is not unlikely to be a dimension of social polity 
lominated by the Brahmans; being makers of the 
cons they might have been potential rivals to the 
,riests in the matter of exercising influence over the 
:ociety. A policy of deliberatly keeping down their 
,tatus served the purpose of the Brahmans well. This 
nterpretation is just a conjecture,-but on the face 
)f it, it seems to be a reasonable one. 

Whatever might have been the cause of the low 
social status of the icon makers in the past, at present 
they are considered to be a respectable caste in the 
locality. Their association with objects of reverance. 
viz., temples and idols, undoubtedly imparts respect
ability to them, but such association existed in the 
past also. It appears that their present day better 
social status may be related to their better economic 
condition or to a shift of focus in the domain of the 
sacerdotal from the awe-inspiring aspects to the 
aesthetical aspects or to both, 

. The Stapatis of Swamimalai believe that they had 
common ancestors in two brothers, namely, Ahora
viraputhrachari and Swaminathacbari. These two 
brothers were brought from Jinchi in South Arcot, 
about 300 years ago, by the then ruler of Thanjavur 
for making idols for the Subramanyan temple, which 
was under construction at that time. One of the two 
brothers had a son, Muthuswamy, who is reported 
to have taken up for the first time the making of 
metal images as his profession. He began to use the 
title Stapati after his name. ~uthuswamy had four 
sons, named DoraiswalhY, Annaswamy, Ramaswamy 
and Sadashivan respectively. As may be seen in the 
geneology furnished at annexure I, aU the Stapati 
families of Swamimalai trace their origin form these 
four sons of Muthuswamy. 

The tradition of origin of the Slapatis however 
goes far beyond the traceable geneology. The tradi
tion is that of a sacred origin. As narrated by an old 
Stapati of the village, it is as follows: 

"Brahma created the Kammala or the Vishwa
Karma community in order to fulfil the needs of the 
human race. The primary need was to have imple
ments and tools to work with. Therefore, Brahma 
created Manu or Kollan (Ironsmith). Man then 
wanted to have a house to stay in and so Brahma 
created Maya or Thachan or Asari (carpenter) 
to make the house. After having got the house, 
man wanted some vessels to cook food. Brabma, 
therefore, created Thwasltta or Kannan (vessel 
maker). After having satisfied himself )with these 
primary needs man desired to decora~e himself and 
this time also Brahma did not fail man. He created 
Viswajhan or Thattan (goldsmith) who could make 
jewellery and ornaments. When all the needs were 
satisfied, with a heart full of gratitude. man wanted 
to pay respects to the divines who gave him. all that he 
needs. So the Silpi or Stapat; (Icon maker) was 
created to make Silpas or icons," 

1. Mulk Raj Anand, the Hindu View of Art, Asia Publishing House, Bombay. 1957, pp. '10. 
2. Mitra, A.-The Tribes an~ Castes of West Bengal, Census of India, 1951 pp. 300 and 303, 



Thus a Stapati, looks upon his coming into being 
as a culmination of man's aspirations for a higher 
and higher level, on the one hand, and man's satis
faction of physical and mental needs on the other. 

As already mentioned, the Stapatis mostly live 
in the vicinity of Swaminatha temple. Higher castes 
like Brahmans and Vellalas live mixed up with them. 
They are situated in a row on either side of the road. 
The dwelling houses of the Stapatis are outwardly 
not different from those of others. They are cons
tructed in such a way that they can be used both as 
dwellings and as workshops. A typical house consists 
of a central open co urtyard, with interconnected raised 
verandas all around, leading to dwelling rooms. The 
gate leading to the house is in the front; there is also 
an exit at the back, which leads to the compound 
behind. The smelting of metals and the casting pro
cesses are done either in the central open space or 
if the space is inadequate, in the compound behind 
the house. The other processes are carried on in the 
open varandas. 

Households engaged in icon making 

During the time of the survey, there were 17 house
holds engaged in icon making in Swamimalai. Out 
of these 17 households, 15 are Stapatis and 2 are 
Pathars (goldsmiths). The latter two households have 
only recently taken up icon making as their main 
source of livelihood. The names of the heads of the 
households engaged in icon making at present and 
their traditional occupation are indicated below. 

Name of the bead of the family 

1. Subramania Stapati 
2. Shivananda Stapati 
3. Devasena Stapati 
4. Krishnaswami Stapati 

Traditional occupation 

Icon making. 
-do-
--<10-
-do-

1 

5. Krishnamoorthi Stapati 
6. Sambasiva Stapati 
7. Sinkaram Stapati 
8. Subramania Stapati 
9. Swaminatha Stapati 

10. Govindaswami 
11. Shunmukham Stapati 
12. Karunanidhi Stapati 
13. Sankaran Stapati 
14. Doraiswamy Stapati 
15. Purushottama Stapati 
16. Sambandhamurthi Stapati 
17. Srinivasan 

Icon making 
-do-
-do-
-do-
-do-

Goldsmithy. 
Icon making. 

-do-
-do-
-do-
-do-
-do-

Goldsmithy. 

In addition to the members of the above house
holds, there are five individuals belonging to different 
castes who have acquired some skill in the craft. 
The caste distribution of these persons is as follows: 
Vanichettiyar (oil presser)-l. Padayochi (cultivator)l, 
A chari (carpenter)-2. and Sanbadva (fisherman).l 
According to Ramaswamy Stapati, who is a master 
craftsmen at Swamimalai and also Superintendent 
of the local Government Training-cum-production 
centre, these five persons are conversant with all the 
techniques except modelling, moulding and casting. 
When there is a pressure of work and the Stapatis 
require additional hands, they employ these persons. 

Altogether 30 persons are regularly engaged in 
icon making in th~ village. As mentioned earlier, 
they belong to 17 households out of which 15 belong 
to Stapati (icon maker) caste and two to Pathar 
(goldsmith) caste. Working force and occupational 
pattern of these households and a few personal 
characteristics of the craftsmen belonging to these 
households are furnished below. 

Working force in the craftsmen households 

A table showing distribution of population of the 
craftsmen households by age, sex and working status 
is furnished below. 

Distribution of population by age, sex and workers and non-workers 

Commu- Age-group Population Workers in the Workers in other oc- Non workers by nature of Remarks 
oity craft cupation (Goldsmithy) activity 

r- ., ,---"", --........ ,------' ., r 
Persons Males Females Males Females Males Females Full time Infants & House-

students other non- hold 
school work 
going 
minors 

1 2 3 4 5 6 7 8 9 10 11 12 13 

Stapati 0- 9 25 15 10 
'4· 

2 23 
10-14 9 7 2 3 1 1 
15-24 13 6 7 6 7 
25-34 15 8 7 8 7 
35-59 14 9 5 9 5 
60 and above 1 1 1 

Pathar 0- 9 3 1 2 1 2 
10-14 
15-24 2 1 1 1 1 
25-34 3 2 1 2 1 
35-59 2 1 1 1 1 
60 and above 
Total 87 SO 37 30 1 6 26 24 

• These workers are also students • 



The table shows that altogether there are 87 
persons (50 males and 37 females) in the 17 house
holds mainly engaged in the craft of bronze icon 
making~ Out of these 87 persons, 49 belong to the 
age group 15-59. Hence labour force constitute 
56.3 % of the total popUlation. There are altogether 
31 workers in the 17 household!>, they thus constitute 
35.6 % of the total population and 63.3 % of the labour 
force. All the workers are males. If examined in 
terms of sex wise breakup, the w6rkers constitute 62 % 
of the total male population and 114.8% ofthe male 
labour force. The excess of working force of the males 
over labour force is because of the fact that 4 males 
below the age of 15 are also partime workers. Among 
the remaining workers 6 belong to the age group 
15-24, the rest belong to the age-group 25-59. 

\ 
Only lout of the 31 workers is engaged in other 

than icon making. He is engaged in goldsmithy. 

Among the non-workers 6 are full time students, 
26 arc infants and non-school-going minors and 24 
are engaged in household work. 

Distribution of households with reference to the number 
of icon workers per household. 

A table showing distribution of households with 
reference to the number of icon workers per house
hold is furnished below. 

Number of icon workers per Number of households 
Household 

1 7 
2 
3 
4 and above 

7 
3 
Nil 

Main and subsidiary occupations of the craftsmen 
households 

In all the households engaged in bronze-icon 
making, this is the main occupation. In three house
holds, however, other subsidiary occupations are 
found. The position is indicated in the statement 
below: 

Commu- Number Number Number of households where 
nity of house- of house- e~sts as subsidiary occupa-

hoids holds tlon 
engaged which do r-
in bronz.e not have Agri- Gold- Animal '"'\ 
icon any culture smithy husbandry 
making subsidiary and poul-

occupation try rearing 

I 2 3 4 5 6 

Stapati 15 13 1 
, Pathar 2 1 1 

The Stopat; household which has agricuItur~ as 

--a 
a subsidiary means of livelihood has some cultlvab1e 
land. It leases out the land on share-cropping basis, 
which fetches some income. One Stapati household 

-has recentl!)' taken up animal husbandry and paultry 
rearing for consumption'as well as for sale. It seems 
that rather than investipg mare capital in the craft, 
this household is diverting its capital to this new 
field. The Pa/haT household which has goldsmithy 
as a subsidiary occupation, previously had gold
smithy as the main occupation. In recent years it has 
concentrated more on bronze icon making, as it is 
found to be more remunerative. Goldsmithy is still 
practised in the household, but this has become a 
subsidiary occupation. 

Occupational history of the craftsmen and craftsmen 
housebolas 

, As mentioned earlier, the Stapatis of Swamimalai 
cla~m that their ancestor, Muthuswamy; 'was the 
first to practice bronle icon making at Swamimalai. 
He was living eight generations ago. 

An enquiry was made, whether due to ebb and 
flow in the fortune of the craft, some of the Stapati 
households gave up the craft sometime or other and 
took to other crafts. It was reported that the Stapati 
households had always been in the craft of bronze 
icon making since its introduction at Swamimalai 
by Muthuswami and that they had never completely 
drifted away to other occupations. ' • 

Further, it was stated that no individual belonging 
to the Stapati caste at Swamimalai had ever comple
tely forsaken the traditional occupation. 

Two persons belonging to the Stapati caste are 
at present Government employees--one as Superin~ 
tendent of Art Metal Training-cum-Servicing Centre 
and the other as Skilled Assistant. However, both are 
essentially craftsmen engaged in bronze icon making 
though they function in a non-traditional operational 
setting. 

The two households belonging to the Pathar 
(goldsmith) caste, who have bronze icon making as 
their main occupation have, however, come to this 
field only during the present generation. One of the 
households, however, has not completely given up 
its traditional occupation of goldsmithy; the other 
seems to have completely switched over to it. 

The five persons who casually work in connection 
with bronze icon making have as their full time 
occupation, oil pressing (1), cultivation (1), Carpentry 
(2) and fishing (1). As and when required, in lieu 
of wage they take up operations other than modelling, 
mould making and casting in connection with bronze 
icon making. But they do not have any traditional 
~ssociation with the craft. Like the craftsmen belong
ing to the goldsmith caste, their fathers also were Dot 
in the craft. ' 



Educational background of the craftsmen 

. All the 30 icon makers covered by the survey are 
lIterate. Out of them 15 have read upto the middle 
standard and 4 were reading in school, in addition 
to being actively engaged in the craft. During the 
group discussion, the elderly persons belonging to 
the community explained that one could not be a 
good craftsman withont knowledge of the three R's. 
A good craftsman must go into the depth of the 
spiritual and ideational significances of the forms of 
the deities as perceived by the ancient sages in their 
dhyanas; he mu!)t also know the lakshanas or 
formulae indicating the measurements of the different 
parts of the icons and the variations of the same in 
different postures. Without some modicum of educa
tion a craftsman normally cannot on the one hand 
establish rapport with the world of vision, which is 
indispensable for being a creative icon maker, and 
on the other hand it is not possible for him to observe 
the measurements and proportions with disciplined 
exactitude. It is, therefore, as a part of their process 
of acquiring skill in the craft, if not for anything else, 
that they opt for education. In fact, many of the elderlY 
craftsmen have a good command over Sanskrit as 
well, so that they can appreciate the spirit and content 
of the verses of the Silpasastras in original. They 
explain that they learnt Sanskrit not only in pursuit 
of knowledge, but in pursuit of spiritual values and 
that they feel they cannot impart truth in their metal 
creations without this spiritual understanding. The 

Name of the Traditional Total No. Total No. 
community occupation of of 

families craftsmen 

1 2 3 4 

Stapati Icon work 15 27 
Pathar Goldsmithy 2 3 

17 30 

It is to be noted that the two craftsmen belonging 
to Pathar caste, who received training from traditional 
craftsmen households, began their career as unskilled 
labourers in the households of traditional crafhmen. 
In course of time, through observation and practice, 
they mastered the various procef>ses. Now they have 
started workshops of their own. 

The Training Centre which was started in 1957 
by the Industries Department of the State Govern
ment failed to evoke response of the Stapatis. By 
1963,1 only one person belonging to the Stapati 
caste received training from this centre. More details 
about the centre will be furnished later in the report. 

Nature of employment 

Out of tne 30 craf(smen, 26 are selfemployed or 
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craftsmen of the younger generation, however do not 
fed that command over Sanskrit, is indispensable 
to success in their profession. Now the Tamil version 
of the Silpasastras1 are available, and as the older 
craftsmen moaned, most of the younger craftsmen 
are content with a formal knowledge about the 
technique of the craft; rarely do they dip into its 
spiritual depth. 

Training of the craftsmen 

Most of the craftsmen belonging to Stapati house
holds do not even remember when they began to 
receive tr.lining in the craft. In their early childhood 
their association with the craft starts and gradually 
as they grow older they master the various processes. 
It is as home apprentice that they learn the craft. A 
training centre has, of COllrse, been set up at Swami
malai by the Government, but it is of little significance 
to the Stapatis. In fact, only one Stapati said that 
he learned certain aspects of the craft from the 
centre which could be considered to be of any sig
nificance, whereas he considers that he learned the 
basic things in his family itself. Only one craftman 
belonging to Pathar caste stated that he acquired his 
skill in the craft from the Government Training Centre 
only. On the other hand, two craftsmen belonging 
to the same caste stated that they acquired their skill 
in the craft by associating themselves with tradi
tional craftsmen families. The position is indicated 
in the table below. 

No. of craftsmen received training Remarks ., 
At home From Govt. From both From tradi-
only 

5 

26 

26 

training home and tional crafts-
centre only training men 

centre families 
6 7 8 9 

1 
1 2 
1 1 2 

family workers, 2 are employees in the workshops 
of other craftsmen and 2 are employees in the Govern
ment Art Metal Training-cum-servicing centre. The 
four children who are engaged in the craft and are 
also students, work as family workers. 

Place of work 

In 13 out of the] 7 households of craftsmen, the 
workshops are situated in their respective homes. 
Two households, with flourishing business, have 
separate work sheds slightly away from their dwelling 
how.es. Out of the two remaining househ'olds, one 
has a workshop in the adjacent house, the other one 
does not have any workshop of its own. One member 
of this household is engaged as a skilled worker by a 
master craftsmen and he works in the place of the 
latter. 

1 

2 

It is reported that the translation was made about a century back, but till recently a few copies written on palm leaves were also 
available. In eal,"ly 1950's, it has been printed on paper. 
In 1965, a separate production unit was established. It appears that of late the position has slightly improved. 



As mentioned earlier, by and large, the houses of 
the craftsmen are of the same pattern as those of 
others of the same region. Most of the houses have a 
central open courtyard, surrounded by living rooms 
and open verandas. The complex consisting of the 
courtyard and the open veranda constitutes the main 
place of work. In local parlance, it is called paltrai. 
The clay moulds with their interior burdens of bees
wax models, require open sfu.ady places for drying. 
They also require protection from the rains. The 
chiselling and engraving processes after the casting 
of the icon require ampl~ light, and of no less impor
tance is the need to guard the various processes from 
the curious and perhaps evil eyes of the passers-by. 
All these conditions are met with by the housing 
pattern described earlier. 

From what has been stated above, it can be ex
pected that the hygienic conditions of the workshops 
should be good. In fact they are. The open courtyard 
and the verandas provide sufficient amount of fresh 
air to the craftsmen; it also appears that the workers 
are careful to keep the working area neat and tidy. 
Perhaps the sacred nature of the product exercises 
some influence in this matter; but there is no for
mally enforced directive. 

Seasons of work and working hours 

The craftsmen reported that their work is spread 
over the whole year and that there is no fixed peak 
period. There are, however, fluctuating ebbs and 
flows in the quantum of work depending on the 
availability of orders. There is also a slightly dull 
period during the rainy season which in this region 
generally starts in October and ends in December. 
As noted earlier, certain operations, for instance, 
smelting of metal and moulding, are carried on by the 
craftsmen in the open. During the rains they cannot, 
therefore, carry on these operations. Some crafts
men have, however, constructed separate worksheds, 
!itO that their work is not interrupted by rains. 

Detailed information regarding the hours of work 
was collected in respect of fifteen craftsmen in eight 
households. Out of these fifteen craftsmen, one 
reported that on an average he works for 8-10 hours 
a day, two reported to work 6-12 hours a day, five 
reported to work 6-10 hours a day and seven reported 
to work 6-8 hours a day. As actual records, are not 
maintained ~by anybody, these figures convey only 
the general impressions of the craftsmen. Hence the 
~light differences in the number of hours of work, 
as mentioned by the craftsmen during the survey, 
should not be considered to be of great significance. 
If one is to genaralise from these figures, perhaps one 
would not be far wrong to say that on an average the 
craftsmen work approximately eight hours a day, 
during the normal working seasons. 

Income and expenditure of the craftsmen honseholds 

The people of Swamimalai including the bronze 
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icon makers themselves consider that in comparIson 
to the craftsmen engaged in most of the other crafts 
in the region, the brollze icon makers are far be~ter. 
ofT. But if compared to the income of the skIlled 
workers in modern, industiral establishment~, the 
position of the icon-makers would not appear to be 
so covetable. 

In this connection it is further to be noted that 
a few Stapati hout>ehodds have income from other 
sources as well. Ont' household has on an average 
additional income of Rs. 15/- per month from agri
culture; another household has on an average addi
tional income of Rs. 25/- from a poultry farm. Two 
artisan households derive their main income from 
Government service. One of them is the Superinten
dent of the Art Metal Training Centre, with a monthly 
remuneration of Rs. 375/- while the other one is the 
Production Assistant in the same centre. His monthly 
income is Rs. 200/-. 1n both the households, some 
work is undertaken on private orders as well. As 
mentioned earlier, two StapatisVvork as skilled workers 
in the employment of well to do icon-making esta
blislunents. Their average dialy wage is Rs. 3/- per 
head. 

A table showing the distribution of icon-making 
households by income ranges from various sources 
is furnished below. i 

S1. No. Income ranging per month in Number of families 
Rs. 

1 2 3 

1 100 to 150 7 

2 151 to 200 4 
3 201 to 250 
4 251 to 300 3 
5 301 to 350 1 
6 351 to 400 2 
7 400 and above 

The table shows that out of the 17 households 
7 have income ranging from Rs. 100 to 150 per month. 
Four households have income ranging from Rs. 151 
to Rs. 200/- per month, 3 households have income 
ranging from Rs. 251 to Rs. 300/- per month, 1 house
hold has an income ranging from Rs. 301 to 350/
per month and 2 households have income ranging 
from 351 to Rs. 400/- per month. There is no house
hold having an income of more than Rs. 400/- per 
month. The pattern of distribution of households 
with reference to income, suggests that there is no 
dispersal of wealth in the community on a graduated 
scale; while there is greater concentration at the lower 
income range, there, are only a few households at the 
higher income range with a thin middle stratum. The 
technological and social implications of this discon
tinuity was not studied in de~~iI during the rapid 
survey. 

There is, however, another dimension of the pattern 



of concentration of income which is brought out 
if the distribution of households with reference to 
per capita income is examined. The same is furnished 
below. 

S. No. 

1 
2 
3 
4 
5 
6 
7 

Per capita monthly income 

Re.l-Rs.19 
Rs. 20-Rs. 39 
Rs. 4O-Rs. 59 
Rs. 6O-Rs. 79 
Rs. 80-Rs. 99 
Rs. lOO-Rs. 119 
Rs. 120-Rs. 139 

No. of families 

'1 
8 
5 
2 

1 

The statement shows that with reference to' per 
capita income, there is <;mly one household that com
pletely stands out from the rest. This household has 
a per capita monthly income of Rs. 120-139, whereas' 
the next lower income group where any household is 
found is Rs. 60-79. It is to be noted that in the lowest 
income group (Rs. 1-19), there is only one household. 
But this household does not stand out very much 
apart from the others, as in the next income group, 
viz., Rs. 20-39/- there are 8 households. Taking an 
overall picture, out of 17 households, 15 households 
belong to the per capita income range of Rs. 20-79/
and 2 belong to other income groups. Thus the pattern 
of concentration of households at the lower income 
group and the higher income group seem to be smo
othened when per capita income is considered. 

Detailed information on the expenditure pattern 

Income per month 

11 

Sowce Amount Per capita Major items of 
in incoDle expenditure 

Rs. Rs. 
360.00 42.78 Food 

was collected in respect of 9 households. With re
ference to their income they can be grouped into 3 
categories viz., lower, middle and upper. Households 
with the monthly income of more than Rs. 300/
have been categorised as belonging to the upper in
come group; households with monthly income of 
Rs. 151 to Rs. 300/- have been categorised as belong
ing to the middle income group and households with 
monthly income of Rs. 150 or less have been cate
gorised as belonging to the lower income group for 
the purpose of the present study. 

For each category, tbree households were selected. 
The particulars in respect of them are furnished below. 

HOUSEHOLDS BELONGING TO THE UPPER 
INCOME GROUP 

(A) Particulars in respect of three households 

Household No. 1 

This household has 9 members, of whom two 
are earning members. The dependants consist of one 
adult female and 6 children under the age of 12. 
Three of the children are reading in primary classes. 

Total income of the household is Rs. 385/- per 
month. Income by source and \lxpenditure by items 
are indicated below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

expenditure 
Rs. Rs. 

150.00 62.24 16.67 Craft 
Livestock 25.00 Fuel and lighting 10.00 4.15 1.11 

(,lothing 25.00 10.37 2.78 
385.00 Travel 20.00 8.30 2.22 

Recreation '3.00 1.25 0.33 
Education 5.00 2.07 0.56 
Miscellaneous 10.00 4.15 1.11 
Interest on loan 18.00 7.47 2.00 

Household No. 1: 

This household has four members, two of whom 
are earning members. The dependants consist of an 
adult female and a male child aged 11. The latter 
however occasionally renders assistance in some of 

Income per month 

Source Amount Per capita Major items of 
in income expenditure 

Rs. Rs. 

Craft 325.00 81.25 Food 

Total 241.00 100.00 26.78 

the operations connected with the craft. He is also 
a student in the primary school. 

The total income of the household is Rs. 325.00 
per month. Income by source and expenditure by 
items are indicated in the statement below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in it~m as p.c. of total expenditure 

expenditure 
Rs. Rs. 

100.00 57.80 25.00 
F\lel and lighting 15.00 8.67 3.75 
Oothing 20.00 11.56 5.00 
Education 8.00 4.63 2.00 
Travel 10.00 5.78 2.50 
Miscellaneous 20.00 11.56 5.00 

Total 173.00 100.00 43.25 



Household No.3 

This household has 3 members, only one of whom 
is an earning member. The dependants consist of an 
adult female and an infant aged one. 

Income per month 

12 

Source Amount 
in 

Per capita 
income 

Major items of 
expenditure 

Rs. RI. 

Craft (Salary) 335.00 111.67 Food 

The total monthly ,income of the household is 
Rs. 335.00 per month Income by source and expen
diture by items are in~1icated below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

expenditure 
Rs. Ra. 

125.00 46.64 41.67 
Fuel and lighting 15.00 5.60 5.00 
Clothing 25.00 9.33 8.33 
Washing 8.00 2.98 2.67 
Travel 20.00 7.46 6.66 
Servant 15.00 5.60 5.00 
Misc. includihg guests, 60.00 22.39 20.00 
stamps, newspapers etc. 

Total 268.00 100.00 89.33 

(B) Comparison of the income and expenditure data 
of the three households in the Upper income 
group 

A comparison of the income and expenditure data 
of the 3 households in the upper income group, in
dicate the following salient features: 

I. One household has additional income from 
livestock. Another household has regular income as 
salary; the head of this household is the Superinten
dent of the Government Training-cum-production 
centre. Only one household derives its entire income 
from sale of the products of the craft. 

II. There is considerable variation in the per 
capita income of the three households. Highest per 
capita income (Rs. 111.67) is found in the household. 
the head of which is working as Superintendent of 
the Government Training-cum-production centre. 
The next highest per capita income (Rs. 81.25) is 
found in the household which has sale of the products 
of the craft as the only source of livelihood. The per 
capita income of the household which has rearing of 
livestock as a subsidiary means of livelihood, is 
only Rs. 42.78. 

III. (a) Coming to the consumption pattern, 
it is found that expenditure on food varies from 46.64 % 
to 62.24 % of the total income. If considered in terms 
of per capita expenditure on food it varies from 
16.67% to 41.67%. This vide range of variation in 

Income per month 

Source Amount Per capita Major items of 
in income expenditure 

Rs. Ra. 
Craft 260.00 37.14 Food 

the same income group seems to suggest that the level 
of income is not associated with the formation of a 
distinct social class characterised by certain norms 
of living. 

(b) The expenses for other essential items like 
clothing, fuel and lighting vary from 14.52 to 20.23 % 
of the total expenditure. Peri capita expenditure on 
these items varies from 3.89 to 13.33. These figures 
also confirm the absence of a class norm, as in the 
case of food. 

(c) Among other items of expenditure, mention 
may be made of education and travel. The expendi
ture on education is found to have been incurred in 
two out of the 3 households. In the third household 
there is no child of schoolgoing age. The expendi
ture on travel varies from 5.78 % to 8.30 %. 

HOUSEHOLDS BELONGING TO THE MIDDLE 
INCOME GROUP 

(A) Particulars in respect of three households 

Household No. 1 

There are seven memhers in this household, two 
of whom are earners. . The dependants include two 
adult females and two children under the age of six. 
Total income of the household is Rs. 260/- per month. 
Income by source and expenditure by items are in
dicated below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

expenditure 
Rs.- Rs. 

120.00 69.77 17.14 
Fuel an~ lighting 10.00 5.81 1.43 

11.64 2.86 Clothing 20.00 
Travel 10.00 5.81 1.43 
Education 2.00 1.16 0.29 
Mis~Ilaneous 10.00 5.81 1.43 

ToW 172.00 100.00 24.58' 



Household Nv. 2 

There are only two members in this household, 
consisting of the husband and the wife. The husband 
is the only earning member. 

Income per month 

13 

Source Amount Per capita Major items of 
in income expenditure 

Rs. Rs. 

Craft 200.00 100.00 Food 
Clothing 

The total income of the household is Rs. 2001-
per month. Income by source and expenditure by 
items are indicated· below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

Rs. 
expenditure 

Rs. 

70.00 37.43 35.00 
25.00 13.37 12.50 

Fuel and lighting 10.00 5.35 5.00 
Rent of house 15.00 8.02 7.50 
Recreation 5.00 2.68 2.50 
Travel 7.00 3.74 3.50 
Miscellaneous 25.00 13.37 12.50 
Money remitted to home 30.00 16.04 15.00 

Household No.3 

There are six members in this household, con
sisting of two adults and four minors. Only one 
member of the household is full time earner. One of 
the minors is a 16 year old boy who renders part 
time as.,;istance in the manufacturing processes. Out 
of the other three minors, two aged nine and seven 

Income per month 

SQurce Amount Per capita Major items of 
in income expenditure 

Rs. Rs. 

Craft 200.00 33.33 Food 

Total 187.00 100.00 93.50 

respectively are reading in primary school while the 
third one is a six year old girl. She is not reading in 
any school. 

The total income of the household is Rs. 200/
per month. Income by source and expenditure by 
items are indicated in the statement below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

expenditure 
Rs. Rs. 

110.00 56.41 18.33 
Fuel and lighting 10.00 5.13 1.67 
Clothing 
Rent of hoUse 
Education 
Travel 
Miscellaneous 

(B) Comparis(m of the income and expenditur(' data 
in the three households in the middle income 
group 

O~ comparison of the income and expenditure 
data In the three households, the following salient 
points are noticed: 

I. J n all the households the craft is the only 
spurce of income. 

~I .. There ,is a wide range of variation in the per 
capIta Income among the three households. It varies 

. from Rs. 33.33 to Rs. 100/-. This wide range of 
variation is the outcome of demographic factors. 
As already noted, whereas at the one end jn one of 

25.00 12.82 4.17 
15.00 7.69 2.50 
5.00 2.56 0.83 

10.00 5.13 1.67 
20.00 10.26 3.33 

Total 195.00 100.00 32.50 

the households there are only two members consisting 
of the husband and wife, at the other end there is one 
household with seven members, which includes the 
mother of the head of the household, in addition 
to his wife and children. 

HI. (a) Expenditure on food accounts for 
37.43 % to 69.77 % of the total expenditure in these 
three households. In absolute terms, per capita ex
penditure varies from Rs. 17.14 to Rs. 35/-. The house-
hold spending the highest proportion of total ex
penditure on food in fact spends the smallest amount, 
per capita on it and the household spending the smallest 
proportion of total expenditure on food, spends the 
highest amount, per capita on it. 



(b) Expenditure on essential items like clothing 
and fuel and lighting varies from 17.45 % to 18.72%. 
Variation on these items in terms of percentage of the 
total expenditure, therefore, is not much. But, in 
terms of per capita expenditure, the variation is quite 
considerable. It varies from Rs. 4.29 to Rs. 17.50. 

(c) Another important item of expenditure is 
house rent. Two out of the three households live in 
rented houses and the house-rents account for 7.69% 
and 8.02 % of the total expenditure. The third house
hold lives in its own house. 

(d) Expenditure on education accounts for 1.16% 
to 2.56 % of the total expenditure in two households. 
The third household does not have \lny child to go in 
for education. It is to he noted that in one of the 
households which incurs some expenditure on educa
tion, there is a hoy of school going age but he is not 
going to school, though there is another boy in the 
same household who is going to school. The boy 
who is not going to school renders part-time assistance 
in household industry. This household has a surplus 
buqget. It, therefore, appears that its failure to con
tinue the educational pursuits of the boy is related to 

14 

cultural and motivational factors rather than economic 
factor. 

(e) In an the three households some expenditure 
is incurred on travel. It yaries from 3.74 % to 5.81 %. 
In absolute terms it varies from Rs. 1.43 per capita 
to Rs. 3.50 per capita per month. 

HOUSEHOLDS BELONGING TO LOWER 
INCOME GROUP 

(A) Particulars in respect of three households 

Household No.1 

There are seven members in this household, of 
whom only one is an earning member. The dependents 
include two adults and four minors. Among the four 
minors three are of school going age. 

The total income of the hou!>ehold is Rs. 100/
per month. Income by source and expenditure by 
items are indicated below: 

Income per month Expenditure per month 

Amount rer capita Major items of Amount Expenditure in ea~ Per capita 
in lOcome expenditure in item as p.c. of tota1 ' expenditure 

Rs. Rs. Rs. 
expenditure 

Rs. 

Source 

Craft 100.00 14.29 Food 75.00 75.00 10.72 
Clothing 10.00 10.00 1.43 
Recreation 5.00 5.00 0.72 
Fuel and lighting 5.00 5.00 0.71 
Miscellaneous 

Household No.2 

There are three members in this household, of 
whom one is an earning member. The dependants 
include an adult female and an one year old child. 

Income per month 

Source Amount rer capita 
in mcome 

Major items of 
expenditure 

Rs. Rs. 

Craft 120.00 40.00 Food 

5.00 5.00 0.71 
Total 100.00 100.00 14.29 

The income of the household is Rs. 120/- per 
month. Income by source and expenditure by items 
are indicated in the statement below: 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditure 

expenditure 
Rs. Rs. 

75.00 62.50 25.00 
Fuel'and lighting 8.00 6.67 2.67 
Clothing 
Rent of house 
Recreation 
Miscellaneous 

Household No.3 

There are seven members in this household, of 
whom two are earning members. In this household, 
two brothers live together along with their wives. 

10.00 8.33 3.33 
12.00 10.00 4.00 
5.00 4.17 1.67 

10.00 8.33 3.33 
Total 120.00 100 •• 00 40.00 

The elder brother has also three childreu, aU aged 
below ten. Out of the three children one daughter 
aged nine and one son aged seven are reading in the 
primary school, the third one is a daughter aged four. 
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'the total income 01 the household is Rs. 140/
per month. A statement giving income by source and 

Income per month 

Source Amount Per capita 
in income 

Major items of 
expenditure 

Rs. Rs. 

Bronze icon 70.00 20.00 Food 

expenditure by items is furnished beloW! 

Expenditure per month 

Amount Expenditure in each Per capita 
in item as p.c. of total expenditme 

expenditure 
Rs. Rs. 

90.00 64.29 12.86 

making Fuel and lighting 10.00 7.14 1.43 

(B) 

Gold smithy 70.00 Clothing 
Education 

Total 140.00 Recreation 
Miscellaneous 

Comparison of the income and expenditure data 
in the three households belonging to lower income 
group 

The salient features of the income and expenditure 
data in the three households are noted below: 

I. In all the three households there is only one 
source of income. In two households bronze icon 
makinO' is the only source of income. In one house
hold ;here two brothers live together, there are two 
sources of income, both of which are equally important; 
one is bronze icon making, the other is goldsmithy. 
In fact, this household was previously engaged in 
goldsmithy only. A few years ago one of the brothers 
received training in bronze icon making in the Govern
ment Training-cum-Production Centre and has taken 
up this craft. 

II. There is considerable variation in per capita 
income of the three households. It varies from Rs. 
14.29 to Rs. 40/-. This variation is related to the size 
of the household. 

III. (a) Per capita expenditure on various items 
does not follow a uniform pattern. Expenditure on 
food varies from 62.50 % to 75 ~/". In absolute terms 
it varies from Rs. 10.72 to Rs. 25/- per head. The 
household making the largest proportionate expendi
ture on food actually spends the smallest amount per 
capita on it and the household making the "mallest 
proportionate expentidure on food actually spends 
the highest amount per capita on it. 

(b) Expenses on essential items like clothing, 
fuel and light account for 15 % to 21.43 % of the total 
expenditure. Ip absolute terms per capita expendi
ture on these items varies from Rs. 2.14 to Rs. 6/-. 

(c) Expenditure on education is incurred in only 
one household. It is to the tune of 3.57 % of the total 
expenditure in the household. Out of the remaining 
households, in one household there is no child of the 
schoolgoing age. In the other household, there are 
three children of the school going age. This house
hold ha[) a balanced economy. It appears that had 

20.00 14.29 2.86 
5.00 3.57 0:11 
5.00 3.57 0.71 

10.00 7.14 1.43 
Total 140.00 100.00 20.00 

it sent its children to school it would have been faced 
with a deficit. 

Summing up the position in the households belong
ing to the different income groups, tIle following 
facts deserve special mention. 

(1) In all the households except those belonging 
to the lower income-group there is surplus 
budget. Even in the households belonging to 
the lower income group there is balanced 
budget. 

(2) In all the households except those belonging 
to the lower income group, some expenses are 
incurred for travel. 

It appears that the surplus budgets in the house
holds belonging to the upper and middle income groups 
mark a time lag in the adjustment of the consumption 
pattern to the prosperity that has come to the craft 
in recent years. This may be the indication of a transi
tional stage. 

There is however one case, which seems to stand 
on a different footing. This household incurred a 
debt of Rs. 1800/- for purchase of land. Till the re
payment of the loan it may not be in a position to 
raise its consumption level. But the other households 
do not have any such outstanding debt. It therefore 
appears that those households are continuing their 
low level of consumption as a way of life. 

Now, the question that arises, is what do they do 
with their surpluses. This question was discussed with 
a few craftsmen. One of them as indicated above, 
has invested in purcbasing land, another one stated 
that he was depositing his savings in the bank; the 
others did not have any definite answer to the ques
tion. It seems that they are maintaining the old 
values, and that their savings mean non-participation 
in the process of economic growth, to the extent of 
the savings. It is a case of both cultural and economic 
maladj ustment. 

As regards the expenses in connection with travel, 



it has been found on enquiry, that the same are in
curred, for maintaining as well as expanding business 
contacts. Such expenses really constitute business 
investment. 

Age and sexwise distribution of the members of tbe 
craftsmen households 

As mentioned earlier, there are 87 persons in the 
11 households of the craftsmen. Out of them 50 are 
males and 37 are females. The reaSOn for so low sex 
ratio among the craftsmen was not examined. Their 
distribution by age is as foHows: 

S. No. Age group ~opulation 
r-----.-,.,., 
Persons Males Females 

1 0- 9 28 16 12 
2 10-14 9 7 2 
3 15-24 15 7 8 
4 25-34 18 10 8 
5 35-59 16 10 6 
6 60 and above 1 1 
AU ages 87 50 37 

Marital status of the members of craftsmen households 

A table showing distribution of the members of 
the craftsmen households by age and marital status 
is furnished below: 

Age Married Unmarried Widowed 
group r--. .;..--..... r--- "" ..... r--."'-~ 

Males Females Males Females Males Female$ 
0- 9 15 13 

10-14 6 1 
15-24 8 6 1 
25-34 10 8 1 
35-59 10 4 2 
60 and 1 
above 
For all 20 20 28 16 3 
ages 

The table suggests that the males belonging to the 
households of the craftsmen marry late. There is 
not a single married male below the age group of 
25-34. On the other hand, there is one unmarried 
male even in tlle age-group 25-34. The females also 
tend to marry late. There is not a single unmarried 
female below the age of 15. It is only in the age
group 15-24, that married females are first found. 
In fact, even in this age group, aU the married females 
are aged 20 and above. 

It is not clear Whether the age of marriage is in 
any way related to any aspect of the craft. Among 
the Stapatis, the females do not play any significant 
role in connection with the processing of the icons. 
They are not engaged in other economic activities also. 
Hence the economic motivation for a father to keep 
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the daughter unmarried upto late age is practically 
nil. But there may be economic motivation for a 
male to marry late. The pature of the craft is such 
that it requires not only a high degree of manual skill, 
but also a high level of aesthetic and intellectual 
maturity. Hence, it is not before a person is fairly 
advanced in age that he can aspire to become an in
dependent craftsman. Oil the other hand, the nature 
of the craft is such that it requires cooperation of two 
or three persons and at the same time individual 
initiative of each of these persons. Hence even though 
there is a motivation for the craftsmen to live in 
extended families. an immature worker would be a 
liability to the .falmly. Every worker must remain a 
learner for a long time, and during this period he is 
not likely to be encouraged to marry. This, however, 
is a structural analysis; no attempt was made to find 
out, '" hether the craftsmen have some consciously 
formulated norms in this matter. 

Family and family complex 

Though both nuclear and extended families are 
found among the craftsmen, quite a large number are 
extended families. In fact out of the 17 households 
of icon makers at Swamimalai, 9 (53 %) are extended 
families and 8 (47 %) are nuclear families. 

The distribution of the houseliolds with reference 
to the number of members in each household is as 
follows: 

Number of members Number of households 

2 1 
3 5 
4 1 
5 4 
6 1 
7 3 
8 
9 1 

10 1 

The above table shows that in spite of prevalence 
of an extended family, most of the households are 
small in size. Perhaps this is a function of the late 
marriage of boys and girls. 

An enquiry was made about the role of the house
hold in the transmission of the tradition;ll craft and 
its ramification on father~son relationship. 

As stated earlier, a successful craftsmen should 
be conversant about the tenets of Silpasastras, and 
should be able to intellectually, if not spiritually, 
comprehend the attributes of the different deities. 
In former days, a budding craftsman used to learn 
th~ dhyanas and the slokas contained ill the Silpasastras, 
under the guidance of the -'master-craftsman, 
usually his father. It was not merely a process of 
learning by seeing or learning by practice. It was a 



process of learning by initiation;-similar to the 
process of learning a cult. The relationship between 
father and son. stood on a unique footing in the 
traditional craftsmen families. The father was not 
only the master of the house, but he was also the 
spiritual teacher. The dominant kinship tie in the 
family was that of father and son and all other rela
tionships in the family were overshadowed by it. 
Today the objective condition for such stance in the 
family structure has changed; but the ethos of the 
same seems to persist. The father is still the hero; 
and he knows that he is. Most of the fathers could 
confidently state, what their sons would be; they said 
that their sons also would be craftsmen. It appears 

Age group Persons 

Primary , . "It'"" _Ao 

Total Males Females Total Males 

1 .2 3 4 S 6 

0- 9 28 16 12 2 2 
10-14 9 7 .2 4 3 
15-24 15 1 8 6 3 
25-34 18 10 8 9 8 
35-59 16 10 6 4 3 
60 and above 1 1 
AU ages 87 SO 37 25 19 

The above table shows that though 68 % of the 
males are literate (including 30% Who have read upto 
middle standard) not a single person has passed 
matric. It also shows that only 16 ~Io of the females 
are literate. 

It is obvious from the above that education is an 
instrument and not a value among the craftsmen: 

Life of the craftsmen outside the working hours 

Lastly, an enquiry was made whether pursuit of 
the craft has a dominant influence in shaping the
personality of the craftsmen. It was not possible to 
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that when they said this, they conveyed not only their 
own aspirations regarding their sons~ but also the 
aspirations of the ~ons regarding themselves. 

Level of educatioll 

The aspirations and the world views of icon 
makers, are reflected in their level of education. 
Pursuit of the craft requires acquaintence with literary 
sources. He~e literacy is a must for them. But at 
the same time they have no use for high education of 
the Modern type. The position is indicated in the 
table below: 

Educational Status 

Middle Matric and above 
r- A-... 

Females Total Males Feruales Total Males Females 

7 

1 
3 
1 
1 

6 

8 9 10 11 12 13 

1 1 
3 3 
3 3 
8 8 

15 15 

gain .much insight regarding this matter during the 
rapid survey. A few craftsmen stated that outside 
the working hours they were fond of collecting art 
books containing paintings of dancing pattern; a 
few others stated that they prefered to enjoy their 
leisure by playing cards. Again, there Were a few who 
read books during leisure hours. Quite a few visited 
cinemas. 

Perhaps a more thorough study would reveal to 
what extent the hobbie&, and the activities outside 
working hours reflect the commitments of the crafts
men to their craft. In other words it might have 
revealed to what extent the craft is a way of life to 
them and not merely a vocation. 



CHAP1ER In 

ARTICLES, DESIGNS, DECORATIVE MOTIFS AND CONSUMER1S PREFERENCE 

Resuscitation of t]le craft and a~ticles produced 

The craftsmen of Swamimalai are of the view thar 
~ntil.the 1940's they were following the same tradi
tion 10 respect of the craft which for centuries had 
been followed by their ancestors. The images whicl;l 
they prepa~ed were mainly ritual objects, viz., icons 
to be worshipped in temples or in homes. Punctiliously, 
they f?llow~d the measurements ~d the proportions 
prescribed 1n the Silpasastras withbut daring to give 
free play to their imagination. It is imaginable that 
g state of paralysis .of creation crept into the practice 
of .t~e craft. With 1he wane in peopte's intere&t in 
re~lglOus matters, the craft was facing a shortage of 
clientele and the prospect of the craft was quite 
disma1. 

The cultural and the economic forcec; which have 
heen released with the Independence of India have 
greatly altered the position of the craft as weJI. 

The National Governm~nt has taken up a pro
gramme of developing the traditional arts and crafts 
of India. This, ho\\ever, does not mean that the tradi
tional meaning and structure of the art and crafts 
are to be perpetuated: this would result in stagnation 
and death of the craft. Development of the craft 
means adjustment of the structure and the func
tional significance of the craft to new conditions. 
In respect of some aspects of the crafts such pr'ocess 
of adJu~tIIlent was undoubtedly gaining momentum 
for a long time, but it forcefully manifested itself 
after independence. 

In the new context, it is not the past that is valued 
but the quest of the human spirit, that created the 
past, that is valued. Today many persons value the 
traditional icons not because of reverence for the gods 
which are represented by them, but because of th~ 
c(;mtribution tha.t the icons made to the intense hap· 
pme~s of generatlOns of men and women. It is love and 
respect for t!Ie ft:elings of the fellow human beings of 
the past whIch create a sense of sublime harmony in 
the presence of the icons and their sacred association 
is subdued by their historical and intellectual stimuJa· 
tion. In other words, except where specifically meant 
for being worshipped, the icons have ceased to be 
regarded as ritual objects; they are more commonly 
rcg.lrd ... d as d~corative objects, with high aesthetic 
quaLitks and dimensions of timelessness. 

It is this transformation in the significance of the 
craft that has created new possibilities for its survivaL 
It has also exposed the craft to certain new dangers. 
Tlie latter will be discllssed in due course. 

Along with the shift in the significance of the craft 
there have been shifts in the social back-grounds of 
the patrons as well ,as in their demands for various 
types of icons. At present the bulk of the pUlchasers 
are foreign tourists. A good proportJOo of the pro
ducts is also finding outside market through the 
Handicrafts Emporia sponsored by the official agencies 
at various places. On enquiry among th~ local people, 
it was found that hardly anybody from among them, 
ever purchases bronze icons either for ritual purposes 
ot for decorative purposes. For ritual purposes they 
dO' not need the icons, as traditionally the rituals 
related to them are performed in the temples; for 
decorative purposes they would like to have a few 
pieces, but as stated by a few persons, who are rather 
affluent by local standards, their purse would not 
allow it. 

A t present the following articles are manufactured 
at Swamimalai. 

Name 

1 Natarajan 

2 Ganapati 
3 Muruga 
4 Vinayakar 
5 Sivakami 
6 Kannadiamman 
7 Vilakkunachiyar 
8 Lakshmi 
9 Perumal 

( . 
English equivalent or popular name 

Dancing Siva (God of destruction in 
Hindu trinity). 
Ganesh (Son df Siva). 
Subramanya (Son of Siva). 
Standing Ganesh (Son of Siva). 
Parvati (consort of Siva). 
Dancing girl with mirror. 
Dancing girl with votive lamp. 
Lakshmi (Goddess of wealth). 
Vishnu (God of protection in Hindu 
trinity). 

10 Arthanari Natanam Composite image of half man and 
half woman in dancing posture. 

11 Rama, Lakshmana, A set of icons with Shri Rama, 
Sita and Hanuman Lakshmana, Sita and Hanuman. (The 

main characters of the Ramayana, 

12. Madurai 
Meenakshi 

13 Yesu Kristhu 
14 Budha 
15 Ajantha nachiyar 
16 Sont.askanthar 

17 Nacbiyar 
18 Kalyanasundaram 
)9 Soma Sundaram 
20 Trimurti 
21 Mahishasura 

mardani 

the lndian epic.). 
Presiding deity of Madurai temple. 

Jesus Christ. 
Lord Budha. 
Dancing girl made after Ajantha style. 
Siva and Parvati with Ganesh in 
between. 

. Dancing girl. 
Siva and Par-vaH in standing posture. 
Siva and Parvati in sitting posture. 
The trinity. " 

Goddess Kali killing the buffalo 
demon. 



It is obvious, that some of the items in the above 
list nave been introduced only recently. Yesu Krishthu 
(Jesus Christ) and Ajantha Nachiyar (Dancing girl 
made after Ajantha style) belong to t.his category. 
An investigation carried out in the establislunents of 
eight craftsmen show that manufacture of these items 
was started only after the second world war. Siva
Parvati Natanam (Siva and Parvati dancing together) 
and Arthaharinatanam (composite image of half man 
and half woman in dancing posture) Budha, Kanna
diamman (dancing girl with mirror) and nachiyar 
(dancing girl) have also been introduced after the war. 
On the other hand images of Natarajan (dancing Siva), 
SiI'akami (Parvati-consort of Siva) Vinayakar (Ganesh, 
son of Siva), Subramaltyan (Son of Siva), Visltnu(High 
god of Hindu trinity), Rama and Krishna are being 
manufactured at Swamimalai for generations. The 
clients for these traditional products are temples and 
private devotees. 

Though the traditional products are manufactured 
even now, their importance had diminished. Images 
of dancing girls of various types are much more in 
demand, and their patrons are the tourists and the 
educated urban elites. 

Designs and decorative motifs 

O. C. Gangoly has described the South Indian 
bronzes as follows: "In the absorbing serenity of 
expression, in the rhythmic sways and dynamic sym
metry of the poses, above all in the moving and gene
ralised forms of an original yet artistic anatomy, 
the bronzes of this school translate the abstruse con
ceptions of Brahmanic philosophy, into which the 
artists have skilfully mingled their OWn meditations, 
their prayers and all the hopes of their lives. To know 
them and appreciate them is to receive an invitation 
into a new world of plastic dreams."l 

But G~etz has made a less flattering assessment 
of South Indian !>culpture, both in stone and bronze. 
Referring to Chola and Pandya Sculpture, he says 
"the refined tradition inherited from Gupta times was 
dead for ever, replaced by a lifeless repetition of the 
hieratic formulas prescribed by the Sil1Jasastras".
It seems that during subsequent periods South Indian 
sculpture inclUding manufacture of bronze icons could 
never come out of'this trap of lifeless perfection which 
was attained by following the Silpasastras. 

As one examines the specimens at Swamimalai, 
one cannot avoid feeling that while some of them are 
elegant and superficially captivating, they generally 
fail to convey any lasting and profound appeal. It 
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seems that they exist by artificial lease and not by any 
spontaneous elan of their own. Perhaps this feeling 
reflects the subjective attitude of the viewer; but .also 
it may be related to the fact that what was once a tIme
less art has now become a rootless drift. By and large 
the old forms are maintained, though the old signi
ficance has gone; but the craftsmen have till now 
failed to impart to the art new meaning and new 
purpose. There have been some deviations from the 
past, but the deviations are not inspired by search 
for new human depth; - these are generally artless 
imitations, more in harmony with the level of cinema 
culture. 

It i'> in the context of this general assessment of 
the state of affairs of the craft of bronze icon 
making at Swamimalai that the designs and decora
tive motifs found on individual objects are proposed 
to be described. 

1. Nataraja (Siva as tbe cos mic dancer) 
(height 2f)--Plate No. 16 

The most widely made design is dancing Siva, 
popularly known as Nataraja. Various sizes of th~s 
icon are manufactured by the craftsmen of SwamI
malai and are in great demand. 

In this, pedestalled icon, with four handl> Siva, 
is shown dancing over the demon Mayalaksu. T~e 
upper left hand is held in Gaja hasta mudra3 WhIle 
the lower one holds a flame symbolising destruction. 
The right lower hand is held in abhaya Jzasta mudra' 
sumbolising protection, while the upper one holds 
a damru or drum suggesting creation. The upraised 
foot symbolises deliverance. S~rpents are sho'Yn 
encircling the neck; ahalo from whIch emanates styhs
ed flames and encircles the dancing Siva symbolising 
the cosmic function of creation and destruction of 
the world. 

Havell has described the symbolism and Mudras 
of the dancing Siva icon in the following terms: 
"The damaru or drum shaped like an hour-glass, 
held in the upper right hand beats the cosmic rhythm
sound representing the primary creative force and the 
intervals of the best of the time process. The left hand 
holds the flame denoting the holy sacrificial fire. 
The other left hand is stretched across the body and 
points to the uplifted foot-the refuge of salvation. 
The lower right hand i<; raised high, round which a 
cobra is seen coiled, assuring all devotees of divine 
protection. The torana or arch of flame surrounding 
the image, is the Hall of the Universe in which Siva 
is dancing. "6 

1. O. C. Gangoly, quoted in The Handicrafts and Industrial Arts ofIndia, Rustam J. Mehta, Taraporevala, Bombay, 1960. pp. 10. 
2. Five Thousand Years of Indian Art. Hermann Goetz. Taraporevala Sons & Co .• Bombay, pp. 179. 
3. Gaja basta mudra: The hand with open palm and extended fingers pointing downwards, is held obliquely across the body. 
4. Abbaya basta m~dra: The gesture of hand symbolising protection and assurance. In this, the open palm with extended fingers 

is held upwards in a frontal pose. 
S. Havell E. B., quoted in ibid pp. 11. 



Under Siva's right foot is Muyalak; "the dark 
cloud of materialism in the Eternal Ether (Akasa) 
which disappears in the sunshine of the Divine spirit."l 

2. Sivakami (Dancing Panati, Consort of Siva) 
height 4!, Plate No. 25 (a> . 

Another popular design is Sivakami or dancing 
Parvati, the consort of Siva. Sivakamis are prepared 
in different sizes. Generally she is represented along 
with Siva in various poses of dance. 

Sivakami prepared separately is generally in the 
Atibhanga pose on a pedastal with a peculiar twist 
in the body. The upper part of t~e body from the hip 
upwards is made to sweep to the left. One of the legs 
is stretched a little forward while the hip is twisted 
to the right to balance the body. The left hand is 
shown as in lola-hasta mudra2 while the righl hand 
is held as in Kataka hasta.3 

3. Vinayakar (standing Ganesh) height 1'·20" 
Plate No. 22 

Vinayakar (Ganesh, the elephant God) is another 
popular icon made by the craftsmen of Swami
malai. Unlike the principal deities like Nataraja, 
Vishnu, Parvati etc., which are made in Uthama 
Navatala Ganesh is made in the Uthama Panchatala. 
In this icon Ganesh is shown as standing on a circular 
pedastal. On the two sides of the pedestal are two 
sockets in which is fitted an ornamented frame ex
tending straight up to the hip of the image and thence 
as a semicircular halo stylised with cosmic flames. 
The icon has two pairs of hands. The upper hands 
are shown as holding gada (club) in the right hand 
and pasa (noose) in the left. The right lower hand 
holds his own broken tusk while in the left is held 
a rice cake. The nose extends as a trunk and is shown 
as touching the rice cake in the lower left hand. 

4. Nacbiyar (dancing girl) 

Nachiyars (dancing girls) in various poses and 
sizes are made by the craftsmen of Swamimalai. These 
are comparatively of recent origin but are in great 
demand. The four different poses usually prepared 
today are described below. 

(a) Nacbiyar in muraU pose (hieght 3i') 
Plate No. 26 (a, 

A dancing girl in the murali (flute) pose is shown 
on an oval pedestal. The hip is twisted to the right 
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while the body is kept perpendicular. The hands are 
shown as if playing on, a muraU (flute). The head is 
shown slightly slanting towards the right, while the 
hair is rolled into a spherical lock and kept at the left. 

(b) _Nachiyar in Ati~hanga pose (height 3t') 
Plate No. 25 (b) 

this dancing girl, in the Atibhanga pose, is made 
on a circular pedestal with a peculiar twist in the 
body. The upper part of the body from the hip on
wards is made to slightly sweep to the left while the 
hip is twisted to the right and the left leg is stretched 
a little forward. The left hand is held as in the lola
hasta Mudra while the right hand resembles the 
tripataka-hasta mudra.4 The head is kept straight 
with the hair rolled into a circular lock kept at the 
back of the head. 

( c) Thilotbamma (dancing girl with lock of hair after 
Ajantha fashion) height 3i' Plate No: 26 (b) 

This icon, Mounted on a circular, pedastel, is that 
of a dancing girl. Known as T hilothamma design, 
the hip of the image is twisted to the right and the body 
shown perpendicular to the base. Left leg is crossed 
in front of the right leg and pl~cell a little right on its 
toes. One end of the lower attire extends upto the 
pedestal on the left and helps to balance the image. 
In the right hand is held a parrot. The head is kept 
straight but the hair is rolled into a circular lock and 
kept on the left side of the head. 

(d) Kannadi Amman (Dancing girl with mirror) 
Plate No. 27 <a) 

This icon is known as Kannadi amman as it carries 
Kannadi or mirror. The icon was not complete at the 
time of the study. The image is shown in a dancing 
pose with a mirror on the left hand, the right hand 
being shown as if making a lilak (Vermilion mark). 

5. Subramaniya Set-height 2' Plate No. 23 

Three icons each kept on a separate circular 
pedestal are fixed on to a rectangular pede&tal. On 
both sides of the rectangular pedestal are two sockets 
to which an ornamented prabha (frame) is fixed. 
The two sides of the frame extend vertically upto 
the hips of the side images and then extend over the 
images with stylised flames. The three images are 
Subramanyan in the middle and his two consorts 
Valli and Deivasena on either side. 

1. HaveD E. B., quoted in ibid pp. 11. 
2. Lola-basta-mudra: The hand is stretched downwards along the side of the body with open palm and extended fingers pointing 

downwards. 
3. Kataka basta: The gesture symboilsing the holding of flowers or'some other ;;ttributes, where the index'and middle fingers kept 

almost touching the thumb. 
4. Tripataka-hasta-mudra: Here the thumb and the third finger are bent touching each other, while the other fingers are kept stretched 

and pointing upwards. 



6. Vilakku nacbiar or Dipa Lakshmi (dancing girl 
holding votive lamp)-height Ii' Plate No. 28 (a) 

In this icon a dancing girl is shown holding a 
votive lamp with both her hands. The icon is fixed 
on to a circular pedestal. 

7. Perumal (Vishnu)-height 29" Plate No. 27(b) 

Icon of Peruma/ or Vishnu (one of the Trinities 
to whom is attributed protection) is generally made 
with a frame and a halo. The image is fixed on a cir
cular pedestal with a square base. On the square base 
is attached the ornamented straight frame extending 
upto the hip like two pillars and thence into a semi
circular halo with stylised cosmic flames. The image 
has four hands. The lower left hand is shown held 
on the thigh and right lower hand is held as in the 
Varada hasta mudra.1 The upper left hand holds 
Shanku (Conch) and upper right hand holds Chakra 
(Cosmic wheel). 

8. Tri Moorti (The Trinity)-beight 20" Plate No.30(a) 

The Trinity (Tri Mu/·ti) is shown wIth three 
faces, six hands and one body representing Brahma, 
(the Creator) Vishnu \the Pr0tector) and Maheswar 
(the destroyer). The icon is fixed on a circular pedestal 
with a ,>quare base. The two front hands are in the 
Abhaya hasta and Varada hasta patterns while the 
other hands hold Conch, Cosmic wheel etc. Tile 
central face is directed to the front while the other 
two faces direct to the left and the right sides res
p~ctively. 

Mahishasura Mardini (Goddess Durga killing the 
buffalo demon)-height-15". Plate No. 28 (b) 

Mahishasura Mardani is goddess Durg of thea reli
gious teats, but in local parlance she is identified with 
Kali-the goddess of evil and destruction, epidemics 
and death--she is shown as killing the buffalo demon, 
symbolising the destruction of evils. The icon is made 
on a rectangular pedestal with the right leg kept on the 
neck of the buffalo demon. The frightful image, has 
eight hands, four each shown on either side. It wears 
a chain of human skulls stringed in it. It also holds a 
spear, the pointed end of which is shown pearced into 
the back of the buffalo demon. 

Mirror stand Plate No. 30 (b) 

The mirror stand has a rectangular pedestal, the 
top of which is oval in shape. A circular frame with 
ornamental designs of leaves and creepers is fixed on 
the pedestal. In the centre of this frame the required 
mirror is fixed. On either side of the frame are fixed 
a female image with one leg raised and directed back
wards. 
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Traditional measures and proportions 

By and large, the Stapatis of Swamimalai follow 
the same methods and measurements as laid down 
in the art treatises like Agamas and Silpasastras. 
Kshyapa Silpasastra, a Tamil translation of _whic~ 
is available, is used by the Stapatis of Swanumaial 
as their guide book. The composition and propor
tion of different metals to be used for casting, tbe 
measurements and relative proportions of the different 
parts of the icon, the methods of preparation of wax 
Model, Mould making and casting, are laid down in 
this book. 

The Unit of measurement in icon making is tala, 
which is the distance between the hair line and the 
gnathion (point of extremity of the lower jaw). Each 
tala is divided into 12 angulas, one angula being 
equivalent to the breadth of a finger. Each angula 
is divided into 8 yavns (size of a grain of barley); 
each yava is divided into 8 yukas (one yuka is formed 
by 8 likshas (egg of a louse); each liksha is further 
divided into 8 balagra (the tip of one hair); each 
balagra is divided into 8 raias and each raja is further 
divided into paramamus, the smallest in the scale of 
meas urements. 

Every icon is prepared according to a fixed pro
portion. 30 such proportions are mentioned in the 
Silpasastras. 

The icons are divided into ten categories according 
to the ranges of their length, measured in terms of 
tala units. The largest icons belong to the category 
of das tala and the smallest ones belong to the category 
of ekatala. Within each category there are again three 
measures, which are termed as Uthama (superior), 
Madhyama (Intermediate) and Adhama (Inferior). 
Particulars of the different categories, classes within 
each category and measures in terms of the breadth 
of a finger are furnished in the statement below: 

Category Class Measure in terms of 
angulam (breadth of 

finger) 

Dasa Tala Uthama 124 
(Ten Talas) Madhyama 120 

Adhama 116 

2 Nava Tala Uthama 112 
(Nine Talas) Madhyama 108 

Adhama 104 

3 Ashta Tala Uthama 100 
(Eight Talas) Madhyama 96 

Adhama 92 

4 Sa pta Tala Uthama 88 
(Seven Talas) Madhyama 84 

Adhama 80 

1. Varada-hasta-mudra: The gesture symbolising charity \vhere the palm is open and held outwards with the fingers stretched and 
pointed downwards. 



Category Class Measure in terms of 
angulam (breadth of 

5 Shasta Tala Uthama 
finger) 

76 
(Six Talas) Madhyama 72 

Adhama 68 

6 Pancha Tala Uthama 64 
(Five Talas) Madhyama 60 

Adhama 56 
'7 Chatus Tala Uthama 52 

(Four Talas) Madhyama 48 
Adhama 44 

8 Tri Tala Uthama 40 
(Three TaJas) Madhyama 36 

Adhama 32 
9 Dui Tala Uthllpta 28 

(Two Talas) Madllyama 24 
Adhama 20 

10 Eka Tala Uthama 16 
(One Tala) Madhyama 12 

Adhama 8 

It is to be noted that though the Stapa/is are still 
keeping to the proportions indicated in the Silpasastras, 
they, at present, more frequently use inch as the unit 
of measurement in the place of Onger breadth or 
angula. 

In each category, whether an icon would be pre
pared according to the length laid down for Uthama 
class, Madhyama class and Adhama class, is not 
arbitrarily decided. In the Silpasastras, the different 
classes have been assigned to the different deities 
and the dimensions of the icons follow the same. 

Hence the icons of Brahma, Vishnu and Sha the 
high gods of Hindu trinity, are always made to the 
dimensions of uthama dasa Tala; goddesses Durga, 
Saraswathi and Lakshmi etc., are made to the dimen
sions of madhyama dasa tala. the less important gods 
like Ayyanas, Shanmuga etc., and the nine planets 
(nava grahas) are made to the dimensions of Adhama
dasa Tala. 

It is, however, difficult to say whether a uniform 
principle is followed in the matter of assigning classes 
to the deities and other subjects of traditional icon 
making. Coming to the category of nava tala, it is 
found that minor gods like Ashata vasus are made 
to the dimensions of Uthama nava Tala, celestial 
nymphs like Apsaras, Jakshas etc., are made to the 
dimensions of Madhvama Nava Tala and demons or 
Asuras are made to the dimensions of Adhama Nava 
Tala. As regards the other categories of measurements, 
it is found that to the mortals is assigned Ashata 
tala. to the devils (Pisasas) Sapta Tala and to the 
dwarfs Shasta Tala, on the other hand to Ganapati 
is a&signed Pancha tala. The images of children are 
generally made to the dimention of Chatus tala and 
the marginal entities of tradition like Kinnaras, 
Kimpurushas and Kurmam are to the dimensions of 
tritala, duitala and ekatala respectively. 
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The proportions of an Uthamadesa-tala, as laid 
down in the Silpasastras and as followed by the 
Stapatis of Swamimalai are given below. This would 
give an idea of relative proportions of the vertical 
lengths of the vanous parts of the icon. (see fig. 1) 

1 Total length of the icon from the crown 
of the head to the foot. 

2 Length of the forehead. 
3 Length of the face from eyebrow to chin 
4 Length of the neck 
5 Length of the chest from the neck to the 

nipple. 
6 Length of the stomach from nipple to 

naval. 
7 Length of the hip from the navel to the 

pubis. 
8 Length of the thigh from the pubis to 

the knee 

9 Length of the knee cap 
10 Length of the lower leg from knee to 

ankle. 
11 Length of the foot from ankle to the 

bottom of the f(.'ot. 
12 Length of the upper arm from the top of 

the scapula to the elbow. 
13 Length of the lower,arm from the elbow 

to the wrist 1 ' 

14 Length of the hand from the wrist to 
the tip of the middle finger. 
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In addition to the proportions of the vertical 
lengths of the various parts of the icons pre portions 
covering other dimensions also are laid down in the 
Silpasastras. The dimensions are as follows. 

1. Mana 

2. Pramana 

3. Ummana 

4. Parimana 

5. Upamana 

-It relates to the proportion laid 
down for each measurement; 

-It is the measurement of the breadth 
or of the hori70ntal expan:.ion of 
each image; 

--It relates to the thickness or depth 
of the image. 

--It is the measurement of the cir
cumference of various parts of the 
figure. 

-It is the relative measurement 
of the different parts of the body 
from each other and from the line 
of axis; 

6. Lambana -It is the measurement of the surface 
elevation of different parts of the 
image. 

It is not propos~d to reproduce here the details 
of all the measurements in each of the above dimen
sions. Only the measur_ements of the girth of an icon 
belonging to the category of Uthama desa tala are 
furnished below. 



A FtGURE IN 'UTHAMA DASA 'TALA 
(See page 22) 
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Parts of the human body indentified with objects from nature 

• 
1. Head modelled after hen's egg. 8. Ear modelled after, lily flower. 

2. Eye-brow modelled after 'neem' leaf. 9. Neck modelled after Conch shell. 

3. Eye modelled after 'Kandai' fish. 10. Body modelled after head of the cow. 

4. Nose modelled after gingily flower. 11. Hand modelled after the trunk of an elephant. 

! 
5. Upper lip modelled after bow. 

\ 
12. The thigh modelled afteer plantion trunk. 

6. Lower lip Modelled after 'Kovai' fruit. 13. Knee cap modelled after crab. 

7. Chin modelled after mango stone. 14. Lover leg modelled after 'Kandai' fish. 



I 

I' 
I 

PARTS OF THE HUMAN BODY IDENTIFIED WITH OBJECTS FROM NATURE 
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Fig 2. (Page 23) 
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HASTA MUDRAS 

LOLA-HASTA 
GAJA-HASTA 

1<ATl-HASTA 

ABHAYA-HASTA VARADA-HASTA ANJALI-HASTA KATAKA-HASTA 

VISMAYA-HAST A TARJANI-HASTA TRIPATAKA-HASTA DAMARU-HASTA 

Fig. 3 



Head 
Body 
Stomach 
Hip 
Foot 
Arm 
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Besides the relative proportions, the anatomy 
and artistic curves of the images, the stance, the 
symmetry of poses and the expression also receive due 
attention at the time of making an icon. In this con
nection it is interesting to note that each part is con
sidered to be a distinct entity and the craftsmen have 
a builtup mental image in respect of it, which is based 
on analogous forms in nature. These builtup images 
are also provided by tradition. Thus the eyebrow is 
compared to a 'neem' leaf, the eye to a kandai (a kind 
of fish), the nose to a gingily flower; the upper lip 
to a bow; the lower lip to a kavai (a kind of local 
fruit); the chin to a mango stone; the neck to a shallku 
(conch shell) and the body to the head of a cow. The 
hand hangs like the trunk of an elephant; the thigh 
is like an inverted plantain trunk; the. knee cap re
sembles the crab's shell; and the lower leg is like the 
kandai (fish). The simile (Ut-'ama) may change 
depending on the type and nature of the icon, for 
instance, in some icons the eyes are considered to 
resemble a peepalleaf or the eyes of a deer. (see fig. 2). 

By tradition the practices connected with icon 
making differ to some extent according to the nature 
of the icon. In case the image is to be used for decora
~ive purposes only, the craftsman generally starts the 
work without performing formal rite or observing an 
auspicious moment. Sometimes however, even for 
icons, meant for decorative purposes, the craftsmen 
invoke the blessings of Viswakarma, the celestial 
architect, so that their efforts may meet with success. 
In the case of images meant for sacred purposes 
elaborate rituals are observed at various stages. The 
order for the work is formally received on- an aus
picious day; the Odialai (measuring ribbon) is made 
at an auspicious time; starting of the wax model, 
making the molten metal and casting are also done at 
auspicious moments. A paaja is also performed at 
he tim~ vi 0p~ning the mould. A definite procedure 

.; abo f .)llowed l:j.t the time of op~ning the mould. 
f.le Stap:.ltis consider tha~ it is like a new born baby 
c(),ning ('ut in the world; hence the face portion must 
be broken open first. 

The Stapatis observe certain other rituals in a 
routine manner while working on a sacred image. 
They should start work every day, after taking bath. 
They are also required to abstain from meat, drink 
and sex during this period. Any defect in the image is 
attributed to lal(itv in performing the rituals and 
observing the taboos. 

Mildern cbanges 

As already mentioned manufatture of some 
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objects ,like dancing girl, mirror frame etc., has been 
started only in recent years. As regards the traditional 
objects like Nataraja, Sivakami etc., the shape, form 
ana. decorative designs hardly differ from those found 
in the icons of earlier centuries. There are however 
some differences-and these differences are mostly 
in expressions and finish. The interplays of the spiri
tual forces which med to come out in the earlier 
master-pieces are rarely fathomed by the craftsmen 
of tod.ay. Hence a touch of vanality seems to have 
crept ill many of the present day specimens. 

Consumer's preference 

Heads of 4 households belonging to different 
castes and living at Swamimalai were asked, what 
types of icons they have purchased or would like to 
purchase and from what source. They belong to 
Chettiyar, Nadar, Padayachi and Vellala castes. All 
of them stated that they had not purchased any bronze 
icon during recent years. But to their knowledge, 
a few persons belonging to the adjoining villages have 
purchased some icons, mostly of Subramania, for 
worship in their respective family shrines. In all these 
cases, the persons concerned placed prior order with 
the craftsmen of their choice. For the purpose of 
worship they never purchase readymade articles. 
When placing order the customer instructs the crafts
men that out of the Panch-Loha (Five metals), viz., 
brass, copper, lead, silver and gold with which the 
icon is to be prepared, the last two would be provided 
by him and should be added in his presence. Accord
ingly at the time of melting the metals, the craftsman 
informs the customer and only in his presence, the 
slIver or gold is added. 

According to the interviewees the readymade 
pieces do not contain gold and silver and hence these 
are not fit for being used for ritual purposes. These 
are only decorative pieces. They would like to have 
such pieces in their homes but their economic con
dition would not allow it. According to their know
ledge none at Swamimalai or in the neighbouring 
villages is using bronze icons for decorative purposes. 

When asked, from whom they would like to pur
chase bronze icons for decorative purpose if their 
economic conditions permit them, two stated that 
they would like to purchase from the co-operative 
society as the rates there are lower. But the other two 
stated that they would like to purchase from private 
craftsmen, as the workmanship in the co-operative 
society was inferior. 

It may be noted that all the four persons, among 
whom consumer's preference schedule was canvas
sed, are not actual consumers. They are only 
potential consumers. In fact, as the actual purchasers 
of the icon manufacutred at Swamimalai live outside, 
it was not possible to canvass the schedule among any 
of them. As an alternative, the sales accounts of the 
Co-operative Society was examined and statements. 
from some of the craftsmen were obtained. 



The sales accounts of the Co-operative Society 
for the year 1961-62 shows that the largest single item 
on sale during that year was NOiaraja. Out of Nata
raja icons again, the small sized ones were sold in larger 
number than the big sized ones. 14 items sold in the 
Co-operative Society, are indicated below in order 
of volume of sale. • 

1. Nataraja (dancing Siva) 
2. Sivakami (dancing Parvati) 
3. Vinayakar (Ganapati) 
4. Natyamma or Nachiyar (d~ing girl) 
5. Vilakkunachiar (dancing girl with votive lamp) 
6. Kannadiamman (dancing girl with a mirror) 
7. Venugopal (Lord Krishna) 
S. Saraswati (Goddess of leanling) 
9. Subramanyan (Son of Siva) 

10. Kalyanasundaram (Siva & Parvati standing) 
11. Sivasakti (Siva along with Parvati in the form 

of Sakti) 
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12. Chandrasekhar (Siva) 
13. Perumal (Vishnu) 
14. Arthanareswar (half man and half woman). 

Much fewer items were manufactured by the pri
vate aritisans. But the items which were manufactured 
by them in common with the Co-operative Society 
show the same order of volume of sale. A list of all 
types oficons sold by them during 1961-62 is furnished 
below in order of volume of sale. 

1. Nataraja 
2. Sivakami 

\3. Vinayakar 
4. Natyamma or Nachiar 
5. Shri Rama 
6. Christ 
7. Arthanareswar 
8. Shri Krishna 
9. Budha. 

• During a revisit in 1~ another item was found. It is Vishablta Dewu. It is, however, not a new item. Dyril1g the study in 1963, 
it was Dot in the stock either of the co-operative society or of the private artisans. . 



CHAPTER IV 

RA W MATERIALS, TOOLS AND TECHNIQUE OF PRODUCTIO:N 

Raw materials 

There are two main categories of raw materials 
for icon making. The first category consists of metals 
like copper, brass, Lead, tin, zinc, silver and gold 
which are used for casting, the second category con
sists 'of materials like bees-wax (thenmezhuku), dammar 
(kunkulium) and groundnut oil (kadala ennai) which 
are used for making wax models. Otlier subsidiary 
raw materials are charcoal, firewood, cow-dung 
cakes, tamarind, metal wires of different gauges and 
clay of different varieties. 

The quantities of metal, wax and other raw 
materials required for each icon depend on the size 
of the icon. But there exists, a definite proportion 
between the weight of the metals to be used for cast
ing a particular icon and the weight of the wax-model 
used for the same icon. According to the Stapatis 
of Swamimalai while 8 pounds of metal (copper 71 
lbs, brass t Ibs and lead! Ibs) are required for casting 
an image, only one pound of various materials are 
required to make the wax-model. 

The metal used for casting are purchased either 
in the form of solid pieces or in the form of scraps. 
Generally the purchases are made either at Kumba
konam or at Tanjore. At times hawkers come to 
Swamimalai with scarps of copper and brass. They 
collect unserviceable and broken copper and brass 
utensils from the villagers and sell the same in the 
market or to the Stapatis. The prices of solid metal 
and scrap metal do not differ much; but a good 
craftsman generally do not like to use scrap metal as 
icons casted out of scraps would not give good 'shine' 
when polished. 

Bees-wax is purchased at Kumbakonam market 
while dammer, and groundnut oil are purchased either 
at Kumbhakonam or locally. 

There are a few shops in the village itself dealing 
with the subsidiary raw materials like charcoal, 
tamarind, metal wires of different guages, firewood 
and cowdung cakes. A few artisan households prepare 
cowdung cakes themselves for own use; but others 
obtain the same from those who are engaged in making 
cowdung for sale. 

Different varieties of clay required for making 
moulds are collected from the bed of Kaveri river 
flowing by the side of the village and also from the 
paddy fields. The artisans are not required to pay 

anything for the clay; but they are to bear carrying 
charges which however is very negligible. 

The prices of the various types of raw materials 
are as follows. 

Name Quantity Price 
Rs. Ps. 

I Bees wax 1 seer· 1.75 
2 Dammar 1 

" 
0.75 

3 Groundnut oil 1 
" 

0.75 
4 Copper 1 

" 
1.56 

5 Brass 1 
" 

1.25 
6 Lead 1 

" 
0.50 

7 Charcoal 1 " 
0.12 

8 Tamarind 1 
" 

0.25 
9 Firewood 25 lbs. 0.50 

10 Cowdung cakes 100 nos. 2.50 

Generally the craftsmen obtain the raw materials 
from the traders on cash payment. In other words, 
the traders of the raw materials do not perform the 
role of financiers for the craft. But the position is 
slightly different in case of the cooperative society. 
When a craftsman executes an order of the coopera
tive society, he gets the main raw materials like 
metals and bee-wax from the society. For purchasing 
other materials also, they get cash advance from the 
society. 

The materials bought at Kumbakonam or Tanjore 
are transported on passenger buses on payment of 
very nominal charges. 

Tools & equipments (See plate 17 (a) ) 

Almost all the Stapatis of Swamimalai use the 
same kind of conventional tools. The modern tools 
have not yet reached the individual craftsman. The 
training-cum-production centre has, however, pro
cured a few modern tools, which also at times cater 
to the needs of the individual craftsman. Of late, 
the craftsmen have begun to feel the necessity and 
usefulness of modern appliances like electrically 
operated drillers, polishers etc. 

Most of the conventional tools are prepared by 
the craftsmen themselves. A few tools, which are also 
used in other crafts, are available in the market and 
are procured from there. The following are. the 
main tools and implements used by the Stapatls of 
SwamimaJai. 

• 1 local seer is equal to approximately 5/8 Lbs. 40 seers=8 Viss=l local maund of about 25 Ib5. 



1. Odiolai (measuring ribbon) 

This tool is made for temporary use. It is made 
out of a small ribbon of coconut leaf. The different 
proportions to be used in the image under prepara
tion, are marKed on the ribbon by folding it. The 
total length of the ribbon is equal to the total iength 
of the wax model, under preparation. In case the 
preparation of a particular wax model takes long 
time, a number of Odiolais are required to be pre
pared one after another. As and when one dries up, 
it is replaced by another; dherwise the ribbon would 
give wrong measures, as coco~ut leaf shrinks in the 
process of drying. As the ribbort is made by the crafts
man himself out of coconut leaf available in his com
pound, it does not cost him anything. 

2. Mezhuku Kuchi ,(Spatula) 

This is a flat spindle shaped tool with tapering 
ends, and is made out of sandalwood. It is generally 
prepared by the craftsmen themselves. Sometimes 
it is purchased from the market also. The price of a 
Spatula is about Re. 1/-. 

Fig. 4-Mezhuku Kuchi 

Three different sizes of Spatulas are used-varying 
iniength from 3" to 5". A Spatula is used for shaping 
the wax model to the required form and relief. With 
'this the malleable wax can be thrust forwrds or back
wards a.s the situation demands, at the time of making 
the wax model. During operation the tool is held in 
between the forefinger and middle finger on one side 
and the thumb on the other. 
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3. Mezhuku Kathi (Knife used for cutting wax) 

At the time of making the wax models, knives 
of varying sizes and shapes are used by the crafts
men for removing the unwanted portions. The knife 
most commonly i~ used for this purpose is called 
Mezhuku Kathi. It has a flat handle which is about 
7" in length and a blade which is about 2" to 3" in 
length. The handle is wrapped with cloth so that at 
the time of operation the craftsman does not injure 
his fingers and can have good grip of the knife. The 
blade is made of thin and flexible steel. In some 
knives the blade is straight and painted and has one 
cutting edge, while in others the blade is curve<} 
and painted at the distal end and has cutting edges 
on both sides. 

Fig. 5-Mezhuku Kathi 

Generally this type of knife is manufactured by 
the craftsmen themselves for their own use. It is 
available in the market also, the price being about 
Rs. 2/- per piece. 

4. Seevuli (Scraper) 

Steel scrapers of different sizes, having different 
types of working edges are u~ed by the craftsmen for 
scraping the wax models so as to give them sharper -
relief. They are also used for scraping the surfaces 
of the cast icons. A scraper mayor may not have a 
handle. The length of the scraper varies from 7" to 
9". A scraper with a handle has only one working 
edge while the one without handle has two. The 
working edge may be pointed, concave, convex, forked 
or straight. These different shapes ofthe working edges 
are necessary for cutting and giving finishing touch 
to the different relifs and contours of the icon. Dur ing 
operation the craftsman places the working edge of 
the scraper against the required part of the metal 
icon and gives necessary pressure to it with the thumb 
of the left hand, simultaneously he manipulate!'.> the 
tool with the right hand to execute forward and back
ward movements according to necessity. By this 
process he gives desired shape to the icon with the 
pelp of the scrapers. 



Fig. 6-Seevuli, having different types of working edges 

Generally this type of tool is manufactured by 
the craftsmen themselves out of scrap metals. Some
times they obtain it from blacksmiths as well. Gene
rally a Seevuli with handle costs about Rs. 3/- while 
the one without handle costs about Rs. 2.50 np. 

S. Measuring scale 
It is a measuring scale with inches marked on one 

e 1ge and centim;!tres on the other. It is either made 
of wood or of steel. Generally it is purchased from 
the market and the price is about Rs. 0.50 per piece. 

6. Mezbukutbadi (Foot rule) 
Mezhukuthadi is a wooden roller and is used for 

..naking wax plates. It is about a foot in length and is 
rolled over heated prepared wax which is kept over 
a flat surface. This tool costs Rs. 0.50 and is purchased 
from the local market. 

7. Kampass (pair of compasses) 
Metal compasses of different sizes varying from 

6" to 9", are used to describe circles on wax or metal 

Fig. 7-Kampass 

27 

sheets. These are generally purchased from the local 
market. A good pair costs about Rs. 4/-. Sometimes, 
the craftsmen themselves manufacture the compasses 
required by them. 

8. Pathikkol (Soldering iron) 

This is a flat metal piece having a wooden handle. 
The tip of the instrument is blunt and its length varies 
from 8' to IOu. The working edge of the soldering 
iron which is about i U thick is heated and is used to 

Fig. 8-Pathikkol 

melt the ends of wax when certain parts of the pre
'pared wax model are joined together. This instru
ment is purchased from the market and costs about 
Rs. 4/- per piece. 

9. Chutby (Hammer) 

Hammers of different weights are used while 
giving final shape to the cast iron. The weight varies 
from one ounce to a pound. The heavier ones are 
used while joining the base of the metal icon with the 
pedestal. The lighter ones are used during chiselling 
and engraving. 



Fig. 9-Chuthy different types 

The hammers are generally\purchased from the 
market. Occasionally these are prepared by the crafts
men themselves. According to size, the price varies 
from Rs. 2/- to Rs. 8/-. 

10. Vettuli (Chisel) 

Steel chisels of different sizes (3" to 5") and having 
working edges of different shapes are used. The 
working edges may be concave, convex, pointed or 
straight in shape and their width may vary from 2mm. 
to 1 em. 

The chisels are used for cutting unwanted metal 
rods after the icon-form has been casted or for 

Fig.lO-Vettuli having different types of working edges 

lemoving rough portions and making reliefs on the 
body of the icon. 

While manipulating the Chisel, the craftsman 
holds it in the left hand in the required slanting or 
straight position and strikes on its fiat top with a 
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hammer held in his right hand. After operating the 
chisel for sometime, the craftsman requires to sharpen 

Fig. II-Wooden plank used as a hook sharpner 

it and he does it by rubbing the working edge against 
a wooden plank on which some sand is spread. 

The chisels are made ~y the craftsmen themselves 
out of broken files or steel rods. A large number of 
chisels are required for this craft and a set of a dozen 
'ihisels costs Rs. 6/-. 

11. Nagasipokka (engraving tool) 

These are made of steel and are generally pur
chased from the market. Sometimes the craftsmen 
themselves make these for own use. These tools are 
found in various sizes, varying from about 10 cm. 
to 15 cm. in length and 2 mm. to 4 mm. in breadth. 
Four different types of working edges are found in 
these tools. They areforked,concave, pointed and flat. 

Fig. 12-Nagasi pokka having different types of 
working edges 

After a cast icon has been scraped ~bese tools are 
used for engraving various designs on its smooth 
surface. The method of manipulation of the tools 
is the same as in case of Chisels. 

In a single establishment a number of engravers 
are found. Their cost is Rs. 6/- per dozen. 



12. Aram (Files) 
As in the case of chisel large number of files are 

used by Stapatis for preparing metal icons. The 
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size of a file varies from 6/1 to 12". It also vades in 
shape and form. The more common forms are round, 
fiat, oval and concave. There are also three sided 

.. 

Fig. 13-Aram, different types 

files with. triangular cross section and files with flat 
base and round look. The files may be with or without 
handles. Tlwse are j 0 be purchaseu [rom the market 
and the average price for a single piece is Rs. 4/-. 
13. Korad (Forceps) 

Forceps of different sizes (6" to 4') are used by 
the icon workers of Swamimalai. These are made of 

iron. The big forceps are used when the craftsmen have 
to lift the hot empty moulds and the hot crucibles full 
of molten metal. The smaller ones are used for hold
ing the chisels or the icon itself in some cases. The 
Forceps are either obtained from the market or 
from the village blacksmith. The price of a pair 
forceps varies from Rs. 2/- to Rs. 5/- according to size. 

Fig. 14-
Korad, different 

types 



14. Ula (Air-blower) 

Previously the Stapatis of Swamimalai exclusively 
depended upon traditional leather blowers for operat
ing their forge; now they mostly depend upon mecha-

so 

Fig. IS-Ula 

15. Musa or Kuvai (Crucible) Plate No. 17 (b) 

Pyrite crucibles of varying sizes are used for 
containing, the molten metaL The artisans stated 
that previously they were making use of earthenware 
crucibles for the same purpose and that they them
selves were making those crucibles. Now they prefer 
to use factory made pyrite crucibles as they are more 
durable. These crucibles are tumbler shaped with a 
pouring beak on the brim of each. Cost of a crucible 
is Rs. 8/- to Rs. 100/- depending on its size. 

16. Arippu (Sieve) 

A metal sieve is used for sieving the molten wax. 
Formerly a piece of coarse woven cloth would be 
used for this purpose. Even now a few families prefer 
it. Th~ metal sieves are purchased from the market 
at a cost of Rs. 0.50 np. each. 

17. Metal Vessels 

A metal vessel is used at the time of processing of 
wax. It is ~Iso used for receiving melted wax when it 
is drained out of the mould. Such a vessel may cost 
Rs. 8/- to Rs. 15/- depending on its size. 

18. Mugathuni or VaJayam (Ring) 

It is a 'metal handle with a piece of cloth sewn 
around its edge. It serves the purpose of a funnel 
through which molten metal is poured into the orifice 
of the mould. It is prepared by the craftsmen them
selves and costs about Rs. 0.25 per piece. 

nically operated air-blowers. 'The parts of these 
bfowers are assembled by the craftsmen themselves 
&nd the motive power to a blower is imparted by 
turning the discarded wheel of a cycle which is attached 
to it. The price of a blower is about Rs. 20/-. 

19. Sackpads 

Sackpads made out of unserviceable jute sacks 
are llsed by the Stapatis while they cast the icons. 
These are kept on the surface of the molten metal 
in the crucible to prevent floating impurities from 
falling into the mould during casting. Tile pad is 
held in position by a person with the help of an iron 
rod. 

In the Government Art metal and servicing centre, 
besides, the above mentioned tools, electricallv 
operated circular file, borer and blower are also used. 
The electrically operated circular file is used for 
polishing the icon and the borer is used for making 
holes on the base of the icon and the pedestal. The 
electrically operated blower is used at the time of melt
ing the metal for casting and heating the mould. Some 
of the craftsmen make use of these electrically operat
ed machine~ after paying the required servicing 
charges. 

Detailed information regarding the possession of 
each type of tool has been collected from ,8 craftsmen 
households. Except one household all the households 
possess most oftlle tools described above. One house
hold does not possess the tools as the craftsmen of 
this household work with another household. 

As mentioned earlier most of the tools are pre
pared by the craftsmen themselves. However, tools 
like hammers, files, vessels and crucibles are purchased 
from the market. The fonowing table will give an 
idea about the sources from where the various tools 
were obtained by the craftsmen households. 



s. Name of the No. of No. of Number of households 
No. tools house- house- obtained the tools from 

holds holds sources 
stud- possess- r- - ., 
ied ing the Pur- Prepar- From 

tools chased ed them- Village 
from selves black-
market smith 

Odiolai 8 7 7 
2 Mezhukukuchi 8 7 1 6 
3 Mezhukukathi 8 7 1 6 
4 Seevuli 8 7 1 6 
5 Foot rule 8 6 1 5 
6 Measuring 

scale 
8 7 1 6 

7 Pathikol 8 6 1 5 
8 Kambas 8 6 1 5 
9 Hammers 8 7 6 1 

10 Vettuli 8 7 1 6 
11 Aram 8 7 7 
12 Nagassipokka 8 7 1 6 
13 Korad 8 7 2 4 
14 Musa 8 7 7 
15 Ula 8 6 5 1 
16 Vessals 8 7 7 

Note:-It includes one household which has purchased a set 
of tools except the Odiolai which is invariably made 
by the craftsmen at the time of making the wax model. 

Excepting one, all the craftsmen stated that they 
were making use of the tools to the full capacity. One 
craftsman however stated that his tools were lying 
idle, as he could not take up private work being a 
Government employee. . 

Excepting two craftsmen, the rest stated that they 
were satisfied with the types of tools that they were 
owning. Two, however, wanted improved varieties 
of tools, specially alltomatic files, fire blowes, drills 
and polishers. They feel that with the help· of these 
tools, they can work more efficiently and with less 
exertion. 

Techniques of production 

The operations undertaken by the Stapatis in 
connection with the making of an icon by solid cast
ing technique are broadly as follows: 

1. Making of the Odiolai 
2. Preparation of wax 
3. Making the wax model 
4. Mould making 
5. Melting of wax model and draining out of wax 
6. Preparation of metal alloy 
7. Casting 
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8. Opening of the mould 
9. Finishing, engra\ing and poli~hing 

10. Colouring . 

The details of each operation are furni~hed below. 

1. Making of the Odiolai 

Before a craftsman starts working on an icon, 
he takes note of the talas to be used in the particular 
icon, as per pre~cription of the Silpasastras. He then 
takes out a narrow ribbon of coconut leaf cut to the 
given length of the icon and by folding and refolding 
it at various lengths, marks out on it the prescribed 
proportions of the different parts of the image. 

2. Preparation of wax 

The second stage is the preparation of the wax 
for the karul'u (wax model). For this purpose, pure 
beeswax (Thenmezhuku), dammer* (Kunkulium) and 
ground nut oil (Kadala ennai) are used in the propor
tions of 4:4:1. Dammer is first powdered and mixed 
with groundnut oil. This mixture is heated over an 
oven and is converted into a thick liquid. Then scraps 
of beeswax are added to it. The mixture is stirred with 
a stick when the beeswax is added. After the entire 
liquid mass is thoroughly mixed up it is sieved into 
cold water. A metal sieve (sometimes coarse woven 
cloth) with fine wire mesh work is used for this pur
pose. The wax immediately solidifies in cold water 
and the Kalarpumezhuku (prepared wax) for making 
the Karu (wax model) is ready for use. 

3. Making the wax model 

Making of wax model i" one of the most crucial 
stages of cast icon making. It is both a process and a 
product. The technical and aesthetic excellence and 
perfection of the cast icon depends upon these qualities 
being present in the wax model. The requisite model 
is prepared out of this solidified wax, the plasticity 
of which is achieved by warming it over a charcoal 
brazier. Body, head, and limbs are modelled separa
tely out of the prepared wax. First. a crude model 
of these extremities is made by hand, but later on, 
with the help of spatulas, knives and scrapers the 
model takes on finer proportions, shape and sculp
tural form. The limbs produced separately are then 
joined with the body. For this purpose the ends of 
the areas which are to be joined together are melted 
with the help of a heated soldering iron. In case of 
small icons the wax pedestal is joined, final touches 
are given and the measurements varified at this stage. 
In case of larger icons, the wax pedestal and the body 
are modellec. separately. 

A few cross strapings, made with prepared wax, 
are also fixed on to the wax model,-thc number 

* Dammer is a' resin found on cone bearing trees, such as the Damara orientalis in India, and is widely llsed in the production of 
varnishes. 



depending on the size of the image to be made, to pro
vide strength for the wax model on the one hand and 
to facilitate easy flow of the molten metal to the var
ious parts on the other. A wax rod ending in a funnel 
shaped flange, known as the wax runner, is also fixed 
to the base of the wax model, Later on, when the 
mould is heated and the wax is drained out, this 
serves as an ingress for the molten metal. 

4. Mould making 

The next stage in the preparation of metal icon 
is mould making locally known as Munkettal. A 
mould is obtained by giving clay coatings on the wax 
model at different layers. For each layer, a different 
type of clay is used. Generally \ three coatings are 
required in case of small images; 'more coatings are 
required in case of the larger ones. The first coating 
is made of fine loam, locally known as Vandal mun. 
It is collected from the bed of the river Cavery. It is 
finely ground along with charred paddy husk and is 
then mixed with cowdung to make a thick mass. 
The thick mass covers the wax model to the thickness 
of about lth angulam or 1/8th inch. While applying 
the clay coating the wax model is kept over a piece of 
paper on one side and then the clay coating, is applied 

~ on the other side. In case of large images, the model 
is kept over sand so that it is not deformed by the 
pressure of its weight. After application on the wax 
model the clay coating is allowed to dry. After that 
the model is turned on the other side to which is also 
clay coating is applied. Drying is done either under 
mild sun or in the shade, so that the wax model is 
not melted. 

The first coating is important in two ways. It 
gives protection to the wax model and also it conveys 
the contours of the model to the cast image. The 
craftsman is scrupulously careful in not leaving any 
space on the wax model uncovered and also in re
moving any accumulation of air bubble from the 
surface of the coating. The inner surface of the coating 
receives the impress of the wax model and preserves 
the same; it also receives the molten metal and gives 
share to the same. It is therefore necessary that the 
first coating should be very fine in texture so that the 
minutest details of the wax model are truthfully preser
ved and also the mould has enough elasticity to with
stand the heat of the molten metal when the same is 
poured into it. 

The second clay coating is applied over the first 
with padimufl, a mixture of clay from paddy field 
and sand in the proportion of I :2, the clay and the 
sand being first thoroughly mixed with water to form 
a paste. It is said that the paste is ready when it 
gives a russling sound, jf squeezed in the palm. The 
thickness of this coating varies from }" to 211 accord
ing to the size of the image. After the second coating 
is dried, a third coating is made. Tn case of this 

1. Cire perdue casting in India-Ruth Reeves pp. 107-108. 
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coating also, a paste is made of rough sand and clay. 
This coating is thicker than the previous one. 

If necessary, a fourth coating is also made with 
a paste of still rough ingredients. If the image is a 
large one, the mould is reinforced with iron rods and 
wires lest the mould would give way when the hot 
molten metal is poured. Formerly, the Stapatis 
made use of broken earthen ware pieces instead of 
iron wires and rods for reinforcing the structure of the 
mould. Even now some Stapatis follow this archaic 
method. 

It has earlier been stated that a wax rod ending 
in a funnel shaped flange is fixed to the base of the 
wax model. This remains uncovered by the clay 
coatings and functions as an egress for the melted 
wax and an ingress for the molten metal when casting 
takes place. 

5. Melting of wax model and draining out of wax 

The finished mould, with the wax model inside 
it, is heated over an open ground oven, which is 
fuelled by cow-dung cakes. The wax model is melted 
bv the action of the heat and the wax is drained out 
tIirough the funnel shaped flange as described above. 
The melted wax is received in a small pit, and pre
served so that it may be used ~gain after removing 
the foreign materials. 

Preparation of metal alloy 

While the inter-connected processes of making wax 
model and clay mould take place, an independent 
process of preparing metal alloy is carried out. 

"The number and kinds of metals to be used for 
casting the sacred images are also prescribed in the 
Silpasastras. Formerly, these consisted of five metals 
which were considered to be highly auspicious
copper, silver, gold, brass and lead-and they were call
ed panch-loha, meaning five metals. Gradually, how
ever, gold and silver were deleted for obvious economic 
reasons, although even today a client may commission 
an image to be cast in the original, five metals for 
special devotional purposes. "1 

At present, ordinarily the Stapatis at Swamimalai 
cast their images by alloying copper, brass and lead 
in the ratios of 29:2: 1 respectively. In the Govern· 
ment training centre in addition to the above metals, 
tin of the same quantity as lead is also. mixed in thf 
alloy. Sometimes the Stapatis deviate within celtair 
limit from the normal proportions of the differen1 
constituents of the alloy. In this they are guided b) 
their ideas, which they have gained through ex· 
perience, about the properties of the different metals 
According to them, if Copper alone is used in the pre· 
paration of icons, it would not give a lasting shine. 
~or would it melt quickly. Addition of a little brass. 



considerably lowers the melting point on the one 
hand, and gives a good and lasting shine to the icon, 
on the other. The craftsmen further think that by 
adding a little lead, more mobility can be imparted 
to the molten metal. Chiselling and engraving pro
cesses are also considered to be facilitated by the 
presence of lead. 

The weight of the alloy to be used for casting is 
directly proportional to the weight of the wax model. 
The Stapatis say that 8 lbs. of metal (copper 7 i- Ibs. 
brass i lbs and lead i lbs) are required for casting an 
image, the wax-model of which weighs 1 lb. 

The required quantity of metal scraps, is put into 
a pyrite crucible and melted to white heat on a pit 
furnace fuelled with coke. The process takes four 
to five hours. 

7. Casting 

Simultaneously with the preparation of the alloy, 
the mould is heated red hot, otherwise the heat of 
the molten metal entering into the interior of the 
empty replica cavity inside the mould could cause the 
entire clay construction to explode. The heating 
of the empty mould has two other functions as well; 
it removes air-bubbles from inside the cavity and also 
it prevents sudden cooling down of molten metal, 
which otherwise might cause uneven surface. 

When the mould is heatcd to the required point 
and the alloy is also ready, it is removed from the 
hearth with the help of iron pincers and firmly planted 
in the even ground with the orifice end up. By keeping 
the mould thus planted in earth before casting, the 
heat is retained, the onfice of the runner is kept in 
position to receive the "pour" of the hot liquefied metal 
and the chances of the bursting of the mould when 
the bubbling seething mass of molten metal enters 
it, is reduced. 

After the heated mould is planted in the ground, 
a metal ring fitted with cloth, known as mugatuni 
is placed over the orifice at the top. Then the molten 
metal is poured into the orifice in a thin and even 
stream. Care is taken that the stream does not cover 
more than half the orifice, so that displaced air from 
the hollow cavity of the mould can escape. The metal 
ring fitted at the top, gives support to the crucible 
from which molten metal is poured and also prevents 
overflow' of the metal. 

It is to be noted that at the time of pouring the 
molten metal, a piece of sack covering the mouth of 
the crucible; is kept in position with the help of a 
stick. The molten metal perculates through is so that 
floating impurities in the molten metal cannot flow 
into the mould. 

1. Ibid pp. 119. 
2. Ibid. 
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The mould is now allowed to cool down gradually. 
Normally. it takes one day. If the mould is to be 
broken open early, it is drenched with water, two 
ot: three hours after the casting. 

8. Opening of the mould 

When the mould has sufficiently cooled down, 
it is broken open, to bring out the solid metal image. 
At the time of breaking open the mould care is taken 
not to cut into pieces the iron rods and the wires used 
as reinforcements, as these can be used over again. 

The portion of the mould holding the head of the 
icon is always broken open first. As mentioned 
earlier, in the notion of the craftsmen, this process 
stimulates the birth of a child; it is not a mere material 
object that they have manufactured, but a trans
cendental entity in the "being" of which they have 
contributed their labour and their knowledge. Hence 
before breaking open the mould of an image meant 
for sacred purposes, they perform a worship and then 
with a prayerful trepidation proceed to their task. 

9. Finishing, polishing and engraving 

TIle last stages in the preparation of a metal image 
are its cleaning, finishing, polishing and engraving. 

First, the clay particles sticking to the image are 
thoroughly cleaned with a scraper. Then "a sharp 
chisel called a borai is used to hammer away connect
ing rods for supporting very complicated castings. 
Cocking tools are used to press out uneven surfaces 
of the cast image, and Chiselling is also done with a 
formidable array of every conceivable size of steel 
chisel for recapturing the finelly modelled contours 
and details of the original wax model. It is at this 
point that the Stapati often becomes an expert 
jewellery engraver as well."l 

Engraving provides details of the dress and orna
ments and give greater perfection and relief to the 
image. The image is now fixed on the pedestal which 
is also prepared side by side. Then the halo is fixed 
in those cases, (e.g. Nataraja) where traditionally 
it is a part of the image. 

Finally is undertaken the process of polishing. 
But before that the surface is made even with files 
and is then processed with scrapers. Then it is 
throughly rubbed with strips of fine grade emery paper 
rendering the surface mirror smooth. "This is followed 
by the traditional cleansing with a solution of tamarind 
water after which a soapnut solution is applied with 
a brass wire brush and finally the icon is given a 
brisk brushing with polishing sand and water."2 



10. Colouring 

A recent development in icon preparation in 
Swamimalai is the colouring of images. Images are 
coloured green, black and copper-red as per require
~ents of the consumers. The method of colouring 
IS a trade-secret. However, it has been reported that 
for making a, green image, .a mixture of equal parts 
of 'Turissu' (copper sulphate), 'navasaram' (ammonium 
ch:loride).and 'annabhedi' (ferrous sulphate) are ground, 
~IXed wIth ground-nut oil and then applied on the 
Image. Later the image is washed with water. For 
blackening an image, it is reported that first the image 
is immersed in nitric acid for a couple of llours. Then 
a mixture of soot from a kerosene lamp and melted 
~andle wax is applied thoroughly over it. For achiev
Ing a copper colour, half a part of 'navasaram' 
(Ammonium Chloride) and two parts of red clay ar~ 
thl'oughly ground together and then applied. When 
washed, it gives the desired colour. 

Colouring technique has been adopted by only 
two craftsmen at Swamimalai. Others are not ac
quainted with the technique and they do not appear 
to be very anxious to adopt it in the near future. 

Some of the craftsmen are of the view that colour
ing does not add much to the aesthetic quality of the 
icons; but it gives a look of antiquity of the icons and 
helps in fetching good price from antique hunting 
customers, especially the foreigners. 

Recent changes in the tradition of icon casting at 
Swamimalai 

It has been earlier stated that there are two dif
ferent traditions of casting; one is solid casting, the 
other is hollow casting. Both the traditions are quite 
old. At Swamimalai however the tradition of solid 
casting only prevailed for generations. Only recently 
two craftsmen have adopted the other tradition also. 
A very brief account of the teChnique of hollow 
casting is therefore furnished below. 

In the lost-wax hollow casting process, a stylised 
clay model of the object which the Stapati plans to 
produce in metal is first made, and over this is applied 
a thick coating of prepared wax that is appropriately 

. shaped by fingers and wooden Spatulas. The thick
ness of the wax coating depends on different con
siderations, such as, durability, si7e of the image etc. 
The price of the image largely ciepends on these as
pects. The wax coa~ing with the complement of 
runner-cum-pouting chanel, is covered with clay. 
The wax js then melted out by heating the mould and 
the hollow space that results is filled with molten 
metal alloy. When cooled down, the mould is hroken 
open and the image is given finishing touches by 
scraping, engraving, buffing and applying emery paper. 
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Organisation of work 

It has been observed that most of the aspects 
connected with the metal icon work are performed in 
the 'Pattrai' or workshop (part of the residential 
house). However, making of molten metal, melting 
out the wax model and casting are done a little away, 
either in the courtyard or in the back !>ide of the house, 
so as to reduce the risk of fire. As mentioned earlier 
a few households have separate work sheds where 
the latter mentioned operations are carried on. 

Information on operation-wise work-group for
mation, sheds light on the interdependence of tile 
various skills in this craft. By and large skilled crafts
men need the assistance of unskilled workers in mallY 
aspects of the craft, espec.ially in the preparation of 

. wax, making mould, melting of metal, melting of 
. wax model and casting. These unskilled assistants 
are either children belonging to the households Con
cerned or are hired labourers. Rarely female members 
of the households help in these works. 

In the preparation of 'prepared wax', at least 
one assistant is necessary to help the craftsman in 
stirring the recipe and holding the &ieve while the 
melted wax is poured into. water. Sometimes, this 
assistant is a paid unskilled labourer. Wax-modelling 
can be done by individual craftsman without much 
assistance. But the work can be expedited if a person 
from time to time makes the wax slightly hot to make 
it more flexible. Hence a craftsman requires the 
assistance of one or two persons. They help him in 
preparing the mixture of loam, clav etc., and in cover
ing the wax model. In case of ' large models, the 
assistants help the craftsman in fixing the reinforce
ments. These assistants also are generally unskilled 
hired labourers. 

Casting and other connected processes invariably 
require the assistance of one or more persons. When 
the wax model is melted, the metal alloy is prepared 
and the icon is cast, the Stapati seeks the helo of 
unskilled persons to fan the furnace, carry the hot 
mould to a pit where casting is done, hold the sack 
pad in position, carry the crucible containing molten 
metal and pour the sarile in the empty mould. 

Breaking open the mould and cleaning the surface 
can be performed by the craftsman single handed but 
if a helper is available the work can be executed 
expeditiously. Finishing work including, chiselling, 
scraping, filing, engraving and polishing is done by 
the craftsmen themselves. No unskilled worker does 
these jobs except in case of polishing, where he helps 
the skilled craftsman. 

Details collected from 7 households on roles of 
skilled and unskilled labour in connection with various 
operations are indicated in the statement below. 
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Sl. ~ature of 
No. operation 

No. 
reporting 
the 
operation 

Making of Odiolai 
2 Preparation of wax 
3 Making the wax model 
4 Mould making 
5 Melting of wax model and 

draining out of wax 
6 Preparation of metal alloy 
7 Casting 
8 Opening of the mould 
9 Finishing, engraving 

10 Polishing 
11 Colouring 

The above statement shows that there are only 
three operations where no unskilled labour is asso
ciated in any of the households. These three operations 
are making of OdlOlai, finishing and engraving and 
colouring. As mentioned earlier Odiolai is to be 
prepared keeping in view of the contemplated size of 
the icon and the Lakshanas of the image as laid 
down in the Silpasastras. Hence only a seasoned 

7 
7 
7 
7 
7 

7 
7 
7 
7 
7 
1 

Number of households reporting that the 
operation is undertaken by 

Skilled 
labour 
only 

7 

7 
1 
1 

Unskilled Skilled an un
labour only skilled labour 

combined 

7 
6 
7 
7 

7 
7 
7 

6 

craftsman is capable of undertaking this work. 
Finishing and engraving require skill similar to 
that of an expert jeweller. It requires consid~rable 
practice and deftness. Colouring,. as me~- boned 
earlier is a new development and IS consIdered to 
be a t~ade secret. Hence participation of skilled 
labour in this work is out of question. 



CHAPTER V 

STORAGE, MARKETING AND TRANSPORt 

The. time gap between manufacturing and final 
disposal is so'little thai storage does not constitute 
a serious problem to the craftsmen of Swamimalai. 
If by any chance, the finished products are to be stored 
for sometime, the same is done either in one of the 
living rooms or in the workshop itself. Generally 
the smaller icons are kept in the living room and the 
larger ones in the workshop. 

\ 
While storing the icons, care is taken /that they 

are not too closely huddled together, as in that case 
there is a likelihood of the polished surfaces being 

. scratched. In case of coloured icons, additional care 
is taken to see that they are kept away from fire and 
water. 

Marketing 

The finished products are generally disposed off 
by the craftsmen of Swamimalai, either through the 
Icon Manufacturer's Cooperative Society or through 
out-right sale at their own workshop or through 
marketing agents. In one or two cases it has been found 

SI Item 
No. 

6' 9' 12' 
1 Natarajan 128 56 35 
2 Sivakami 8 8 7 
3 Vinayakar 5 1 3 
4 Natyamman (Nacbiyar) 2 3. 4 
5 Vilakku nachiyar 1 2 
6 Kannadiamman 3 2 1 
7 Venugopal 1 3 
8 Saraswathi 1 1 
9 Subramanyan 1 

10 Kalyanasundaram 2 
11 Sivasakti 
12 Chandrasekhar 
13 Perumal 
14 Arthanareswar 

Total 146 73 S9 

The icons sold by the Cooperative Society also 
include the icons prepared by 3 craftsmen of a neigh
bouring village, who are members of the society. 

According to the secretary of the Swamimalai 
Icon Manufacturers' Cooperative Society, the articles 
produced at their instance, are disposed of, through 

that the craftsmen themselves take the icons to the 
customers at Madras. 

Members of the cooperative society (there are 
18 such members) receive orders from it for the pre
paration of particular items of icons, depending on 
the designs and sizes in greater demand. They are 
provided with raw materials like metal .an~ wax 
and some advance money to cover the InCIdental 
initial expenditure. As and when, the icons are 
ready, they are returned to the Cooperative Socie~y. 
The price fixation committee of the Cooperative 
Society fixes the price and the difference between the 
advance and the final cost price is paid to the cra~ts
men. The Cooperative Society determines th~ sellIng 
price of each icon which will be the cost pnc~ p.l~s 
the profit and then they are either sold to the l~dlVI
dual consumers or to the Handicrafts emporIa at 
Tanjore and Madras. 

The table given below shows the itemwise and 
sizewise sale of the icons niade by the Cooperative 
Society in the year 1961-62. 

Number sold which belong to the size 

18' 
9 
5 
4 
4 
1 

21' 
1 
2 

1 
1 1 

2' 
3 

1 

2!' 
3 

2 

3' 
1 

4' 

1 1 
2 
1 
1 

29 S S S 1 

the various channels at the following proportions: 
Emporia of the Madras State Handi- . . 40 % 

crafts Coop. marketing Society Ltd. 
located at various centres. 

Government Sales cum procurement depot 30 % 
Private traders 15 % 
Individual devotees 10% 
Foreign visitors 4~;'; 

Art connoisseure 1 % 



A further enquiry was made at Tanjavur to find 
out how the emporium situated there disposes of 
the icons received from Swamimalai. The manager 
of the Govt. Sales cum procurement Depot, Thanjavur 
reported that 50 % of the bronze icons are purchased 
by the various temples and individual devotees; the 
rest are taken over by art connoisseurs from different 
countries. 

Another method of disposing of the finished pro
ducts by the craftsmen of Swamimalai is through 
agents. Agents from many parts of the country 
approach the Stapatis either directly or through local 
agents and place their orders. While the study was 
in progress four such agents, 2 from Madras and 
1 each, from Mysore and Delhi were found placing 
orders with the different craftsmen. In case of suchl 
transactions, the craftsmen invariably receive an 
advance to purchase raw materials and a little money 
to meet incidental expenses. As and when the product 
is ready, the agents are informed and they take deli
very from the craftsmen after paying the balance. 
In case the agent had engaged a contact-man, the 
latter is paid a commission, which varies from 3 % to 
5~;'; of the total cost of the articles. Occasionally 
the contactmen also get some commission from the 
craftsmen with whom they place the orders on behalf 
of the agents. In this case the amount is not fixed. 
As one contact-man put it, "that depends on our 
mutual understanding." 

Sometimes the Stapatis receive orders directly 
from the icon dealers of Madras. During the survey, 
the Investigator came across three such cases. 

In Madras, one of the most important Concerns, 
connected with the marketing of bronze icons is The 
Oceania Hotel Private Ltd. They work as forwarding 
agents, and rarely sell the icons direct to the users. 
While placing orders they advance an amount to the 
craftsmen for purchasing raw materials and for meet
ing the incidenta1 expenses. They require the crafts
men to take the finished products to Madras for giving 
delivery.· 

Occasionally, the finished icons are sold in the 
village as well. But such sale is not very large in 
quantity. It is mainly limited to persons who visit 
Swamimalai, either as pilgrims or as tourists. Some
times institutions like temples as well as private in
dividuals place orders for icons meant for sacred 
purposes. Generally most experienced and reputed 
craftsmen get the last category of orders. 
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In the marketing of the products, the local 
contactmen playa very important role. There are four 
such contactmen in the village, all belonging to the 
non-craftsmen communities. The contactmen approach 
the prospective customers as soon as they arrive at 
the village and enquire about their requirements. 
They conduct the customers to the establishments 
of the different Stapatis. After the deal is fixed, they 
keep contact with the customer, till the delivery of 
the icon, on full payment being made by the customer. 

One of the craftsmen in the village works as an 
agent as well. He is one of those three craftsmen who 
deliver their goods directly to the dealers in Madras. 
He collects readymade icons for sale from the 
Stapatis and takes them to places like Tanjavur and 
Madras, alongwith his own products. He is paid a 
commission of Rs. 5/- for every Rs. 100/- over sale 
price, for the service he renders. 

An attempt was made to find out the propor
tions at which the products were disposed off through 
the various channels. As the Stapatis do not keep 
any account it was very difficult to get the exact 
figures. Through group discussions and discussions 
with individual craftsmen, the Investigator estimated 
that 45 % of the icons manufactured by the Stapatis 
are sold through the Cooperative Society, 40% are 
sold through agents including the three Stapatis who 
have direct contact with outside dealiers; only 15% 
are sold locally to individual customers. This esti
mate however holds good only in a general way. 
It goes without saying that the above proportions 
would vary for individual items and also from esta
blishment to establishment. For instance, propor
tionately much larger number of icons meant for 
actual worship and sold to customers on orders 
directly received from them. 

Transport 

As mentioned earlier Swamimalai is well connected 
by rail and road with important marketing centres; 
hence transport is not a problem here. In case of 
bulk supply, the finished products are carried to the 
railway station or the bus stand on bullockcarts. 
Perhaps this coexistence of traditional means of 
transport, the bullock cart and the modern means 
of transport, rail or bus, is symbolic of the state of 
affairs of the craft; a traditional craft of India which 
has developed modern stance. 

• In 1966 it was found that the role of the Oceania hotel has changed considerably. According to the officers of the botel, some of the 
Cf<tftsmen who took advance proved to be chronic defaulters. Further some of them could establish direct contacts with the con
CeInS to whom the hotel used to forward the articles. 



CHAPTER VI 

COST OF PRODUCTION AND LOSS OR PROFIT 

Preparation of metal icons at Swamimalai is unique 
in many respects. Each piece is to be prepared sepa
rately al1d individual attention is' needed right from 
the beginning to the final stage. The cost of production, 
therefore, cannot be reduced appreciably even in case 
of bulk supply. 

The main factors which determine tbe cost of 
production of the icons at Swamimalai are the quality 
and price of the raw materials a~d the quality of 
artistic excellence achieved in the icon. Other factors 
which influence the cost of production include the 
wage rate, interest on loan, rental and depreciation 
value of the tools and equipment and rental value of 
workshop. 

Quality and price of raw materials 

The raw materials used in the preparation of cast 
metal icons have been descrihed earlier. They are the 
different metals, like copper, brass and le3d, consti
tuents of "prepared wax", such as bees wax, dammar 
and groundnut oil and other subsidiary materials. 
The metals used by the Stapatis are available in two 
forms, v;z. scrap and solid. Cost of metals in scrap 
is slightly less than that in solid form. 

Prices prevailing in the local market for the main 
raw materials, at the time of the survey in December 
1962 are as follows. 

Sl. Item 
No. 

1. Copper 
2 Brass 
3 Lead 
4 Beewax 
5 Dammar 
6 Groundnut oil 

Price per maund * , 
Superior quality Inferior quality (scraps) 

Rs. nP. Rs. nP. 
62 40 50 00 
50 00 46 00 
20 00 
70 00 
30 00 
30 00 

Other raw materials required in the preparation 
of icons include fuel and polishing materials like 
tamarind and soap-nuts. Cowdung cakes, charcoal 
and fire wood are used as fuel. The prices per unit 
of fuel and polishing materials are as follows: 

Sl. Item Quantity Price in 
No. Rs. nP. 

1 Cowdung cakes 100 Nos. 2.50 

2 Fire wood 25 lbs. 0.50 
3 Charcoal 25 Ibs. 4.50 
4 Tamarind 25 lbs. 10.00 --

5 Soap nut 25 lbs. 5.00 
6 Emery paper 10 sheets 1.50 

• A local Maund: 40 local seers: approximately 25 lbs • 

Some other raw materials, such as paddy husk, 
different kinds of loam and clay and cowdung used 
for mould making do not cost much, as they are 
collected locally. Paddy husk and cow-dung may be 
available at home, while loam and clay are collected 
either from the banks of Caverv river or from the 
paddy fields. . 

Rental or depreciation values of tools and equipmnets 

Except for the pyrite crucibles the depreciation 
values for all other tools and equipment used by the 
StaP<!tis are negligible. A crucible that can contain 
about 50 Ibs. of metal at the time of melting costs 
about Rs. 9. Normally it can be used for about six 
pours. Thus the depreciation value for each pour is 
approximately Rs. 1.50. The tools like the files, 
hammers, scrapers and chisels are replaced once in 
3 or 4 years. The engravers are made out of broken 
files and scrapers. It is difficult to calculate the exact 
depreciation value of each tool but it can safely be 
surmised that the amount would be very low. 
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Rental value of workshop 

Out of the 17 craftsmen households at Swamimalai 
12 have their own workshops, while 5 live in rented 
houses. Most of the households carryon the various 
operations connected with icon making in parts of 
their residential houses. Those who live in rented 
houses pay Rs. 10/- to Rs. 15/- as rent per month. 
Rental value for the portion used as workshop can be 
computed to be 40% to 50% of the total rent. If can 
therefore be estimated to vary from Rs. 4/- to Rs. 7/-. 
Some of the houses owned by the craftsmen are larger 
in size than the houses rented by their compeers. In 
case of owned houses the rented value of the portion 
used as workshops may be estimated to vary from 
Rs. 4/- to Rs. 10/-. 

Wages 

As mentioned earlier two out of the 17 craftsmen 
households derive their main income from serivce, 
the head of one of these households being the Superin
tendent and the head of the other being a skilled 
Assistant in the Government Art Metal-cum-Ser
vicing centre. Fourteen households have their own 
workshops and the members of those households work 
as self-employed family workers. These households 
however engage hired skilled and unskilled labourers 
also as and when required. One household does not 
have workshop of its own; its members work in the 
workshop of others as paid workers. 



The wages for skilled craftsml'n range from Rs. 3/
to Rf>. 4/- per day depending on the nature of the work. 

In case of preparation of wax-model in wage rate 
is Rs. 4/- per day; in case of chiselling and engraving 
it is Rs. 3j- to 3.50 per day. The skilled workers are 
always adult males. 

In case of unskilled manual work, e.g., assistance 
in preparing the clay for making mould, the wage rate 
is Rs. 1/- to Rs. 1.50 per day for adults and Rs. 0.50 ps. 
to Rs. 0.75 ps per day for minors. No female is en
gaged as hired labourer in this craft. 

Interest on loan 

As the Stapatis generally get advance payment 
for purchasing of raw materials and meeting other 
incidental charges, they do not require to take pro
duction loan. Only those who sell their ready made 
products directly to the consumers in markets, have 
to block small capital for a short time. But as the time 
gap between manufacture and the sale is almost 
always very short, the interest on capital can be con
sidered to be insignificant. 

Estimation of cost-two case studies 

The costs for two icons, one of a two feet high 
Nataraja, the other of a one foot high Dancing girl 
were estimated during the survey. The particulars 
are furnished below. 

Cost of production of a two feet high 'Nataraja' 

1 Gross price of raw materials 
Item Quantity required and rate 

Bees wax 
Dammar 
Ground 

nut oil 

2 seers @ Rs. 1.75 per seer 
6 " @ Rs. 0.75 per seer 
1 " Rs. 0.75 per seer 

Copper 50" 
(Superior 
quality) 

@ Rs. 62.40 per 40 srs. 

Brass (,,) 10 " 
Lead 4 " 

@ Rs. 50.00 per 40 srs. 
@ Rs. 20.00 per 40 srs. 

2 Price of recoTered raw materials 

3 

4 

Recovered metals 3 seers 
@Rs. 1.50 per seer approx. 
Recovered prepared wax 5 srs. 
@Rs. 1.75 per seer. approx. 

Net cost of raw materials 
Gross price 
less price of recovered materials 

Price of fuel 
Charcoal 80 seers @ Rs. 4.50 

per 40 seers 

Cost in 
Rs. nP. 

3.50 
4.50 
0.75 

78.00 

12.50 
2.00 

101.20 

4.50 

8.75 

101.20 
13.25 

87.95 

9.00 
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5 

6 

7 

8 

9 

10 

Fire-wood 40 srs. @ Rs. 0.50 0.50 
per 40 seers. 

Cow-dung cakes 100 Nos. @ Rs. 2.50 2.50 
Per 100 

12.00 

Price of polishing material'! 
Tamarind 2 seers @ Rs. 10.00 per 40 srs. 0.50 
Soapnut i seer @ Rs. 5.00 per 40 srs. 0.06 
Emery paper 5 sheets @ Rs. 1.50 0.75 

per 10 sheets. 

Payment of w-ages 
(It took 10 days for a skilled and an 
unskilled worker to complete this work) 
Wages for a skilled worker for 10 days 

1.31 

@ Rs. 4/- a day 40.00 
Wages for an unskilled worker for 10.00 
10 days @ Rs. 1/- a day 

Depreciation value of tools and rental value 
of workshop 

50.00 

Depreciation value for tools and 4.00 
equipment 
Rental value of workshop 

Tot"il cost of production 
Net cost of raw materials 
Cost of fuel 
Cost of polishing materials 
Wages 
Depreciation value for tools and 
equipments 
Rental value of workshop 

Sale price 
This particular piece was artistically 
excellent in execution and hence 
fetched Rs. 4.50 per seer 
64 seers of metal was used to cast this 
piece out of which 3 seers was reco
vered and one seer was lost. So the 
weight of the finished icon was appro
ximately 60 seer 
The sale price of the icon @ Rs. 4.50 
per seer 
Less total cost of production 

Profit 
Rs. 110.00 (approximately) excluding 
labour charges for family worker. 

5.00 

9.00 

87.95 
12.00 
1.31 

50.00 
4.00 

5.00 

160.26 

270.00 

160.26 

109.74 

The craftsman in this case engaged one unskilled 
worker for 10 days and paid him Rs. 10/- for the entire 
period. For the skilled labour which he himself put 
in, wage at the rate of Rs. 4/- per day for 10 days was 



estimated for the purpose of costing. As this icon 
was handed over to the customer at the workshop 
itself, no expenditure was incurred on transport. 

Cost of production of one foot high dancing girl 

1 
Item 

Bee wax 
Dammar 
Ground 
nut oil 

Gross pric~ of raw materials 
Quantity required and rate 

1 seer @Rs. 
3 seers'@ Rs. 
I seer @Rs. 

1.75 per seer 
0.75 per seer 
0.75 per seer 

Copper 25 srs. 
(Superior 
quality) 

@ Rs. 62.40 per 40 ~s. 

Brass 5 srs. @ Rs. 50.00 per 40 srs. 
(Superior 
quality) 
Lead 2 srs. @ 20.00 per 40 srs. 

2 

3 

4 

5 

Price of recovered raw materials 
Recovered metal 2 srs. @ Rs. 1.50 

per seer 
Recovered prepared wax 4 seers 

@ Rs. 1.75 per seer 

Net cost of raw materials 
Gross price of raw materials 
Less price of recovered raw materials 

Price of fuel 
Charcoal 80 srs. @ Rs. 4.50 per 40 srs. 
Fire wood 40 srs. @ Rs. 0.50 per 40 srs. 
Cowdung 100 Nos. @Rs. 2.50 per 100 

Price of poUshing materials 

Cost in 
Rs. nP. 

1.75 

2.25 
0.75 

39.00 

6.25 

1.00 

51.00 

3.00 

7.00 

10.00 

51.00 
10.00 

41.00 

9.00 
0.50 
2.50 

12.00 

Tamarind 1 seer @Rs. 10.00 per 10 srs. 0.25 

6 

Soap nut 1 seer @ Rs. 5.00 per 40 srs. 0.03 
Emery paper 5 sheets @ Rs. 1.50 per 0.75 

10 sheets 

Wages 
(It took 7 days for a skilled and an 
unskilled worker to complete this work) 

1.03 

4(} 

7 

8 

9 

10 

Therefore wages fOT a skilled worker 28.00 
for 7 days @ Rs. 4/- a day 

Wages for an unskilled worker for 7 days 7.® 
@ Re. 1.<Jq a day 

Depreciation value for tools and equipments 
and rental value of workshop 

Depreciation value for tools and 
equipments 
Rental value of workshop 

Total cost of production 
Net cost of raw materials 
Price of fuel 
Price of polishing materials 
Wages 
Depreciation value for tools and 
equipments 
Rental value of workshop 

Sale price 
(This particular piece was artistically 
excellent in execution i and hence 
fetched Rs. 4.50 per seer) 
32 seers of metal was used to cast this 
icon, out of which 2 seers were re
covered and about t seer was lost 
while working on it. The weight of 
the finished icon was approximately 
29i srs. 
The sale price of the icon @ Rs. 4.50 

per seer 
Less total cost of production 

Profit 

35.00 

4.00 

4.00 

8.00 

41.00 
12.00 
1.03 

35.00 
4.00 

4.00 

97.03 

132.75 

97.03 

35.72 

To finish this icon the craftsman had hired the 
services of an unskilled worker for 7 days and paid 
him Rs. 7.00 at the rate Re. 1.00 a day. He himself 
did the skilled job, and for the purpose of costing his 
unpaid wage at the rate Rs. 4.00 per day has been 
estimated to be Rs. 28/-. No expenditure was incurred 
on transport and other incidental charger. of packing 
etc. as the icon wm; delivered to the customer in the 
workshop itself. 

A table giving item wise comparative expenditure 
in respect of the two icons, the costs and sale prices 
of which have been estimated above, is furnished 
below. 
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Table showing the cost of production and profit and loss 

81. Item Total cost Expenditure on raw Expenditure on fuel Expenditure on polishing 
No. of production materials materials .. """---, r- ---, """---, 

% to the Amount % to the Amount % to the Amount 
Rs. nP. Rs. nP. 

1 2 3 4 

1 Two feet high Nataraja 160.26 87.95 
weipt (j() &IS. 

2 One foot high dancing girl 97.03 41.00 
weight 291 SU. 

Uttpaid wages to 
self 

Wages to unskilled 
workers 

Total wages . 
~ .. .4. .4. ..., r-

Amount % to the Amount % to the Amount % to the 
R.'I. nP. total Rs. nP. total Rs. nP. total 

to 11 12 13 14 15 

40.00 24.96 10.00 8.24 50.00 31.20 
28.00 28.86 7.00 7.21 35.00 36.07 

. It appears that larger sized icons fetch compara
tively more profit. In case of the two specimens 
studied it is 68 % for the larger one and 31 % for the 
smaller one. The costs for fuel, polishing materials. 
depreciation value on tools and equipment and rental 
value of the workshop do not significantly differ 
according to the size of the icon within a particular 
range. The labour charge also do not differ much. 
The most significant difference is in the price of raw 
material. But in proportion to the difference in the 
prices of the raw materials, the difference in the 
prices of the finished products is much higher. The 
craftsmen therefore prefer to manufacture large sized 
icons. But with increasing importance of manu
fature for tourists, this position is under-going a 
change, which is likely to gain in momentum shortly. 
It is not convenient for tourists to carry heavy icons; 
their demand is for lighter objects and they are ready 
to pay more for the same. Some of the craftsmen are 
therefore aware that they should try to fetch more 
profit, by going in for mO,re embellishment and orna
mentation in portable, small size icons, much smaller 
than even the dancing girl described above. 

One aspect of the pattern of expenditure in con- . 
nection with the manufacture of icons deserves men
tion here. The net price for raw materials in the larger 
icon is 55 % of the total cost of production; in the 
smaller icon it is 45 % of the total cost of production. 
The labour charge is 31 % of the total cost of produc
tion in case of the smaller one. Other charges consti-

total Rs. nP. total Rs. nP. total 

5 6 7 8 9 

54.88 12.00 7.49 1.31 0.82 

42.25 12.00 12.37 1.03 1.06 

Depreciation value of Sale price Profit Sl· 
tools and rent paid No. .. -~ """ , 
Amount % to the Rs. nP. Amount % to the 
Rs. nP. total Rs. nP. total cost of 

production 

16 17 18 19 20 1 

9.00 5.61 270.00 109.74 68.48 1 

8.00 8.25 132.75 35.72 36.81 2 

tute 14 % and 18 % of the total costs of production of 
the larger and smaller icons respectively. 

In view, however, of the fact that there is wide 
range of difference in the charges in respect of the 
various items and also in view of the fact that the 
study was limited to only two objects, it is difficult 
to say whether there is a general pattern for the craft 
as a whole or whether the proportions of expenditure 
vary according to the size and nature of each object. 

An enquiry was made whether craftsmen earn 
more when they work for the cooperative society. 
It was stated that the Cooperative Society obtains 
raw materials at slightly lesser price, as it obtains the 
same through bulk purchase. The Society supplies 
raw materials to the craftsmen and after the latter 
deliver the finished product the price fixation Com
mittee of the Society, fixes the price, taking into 
consideration the quality of the work. Generally the 
price i<; more or less same as the market price for 
similar product. When the price is fixed, the society 
makes payment to the craftsman, after deducting the 
price of raw material. As the price of raw material 
is slightly cheaper in case of the cooperative society, 
the craftsman gets slightly larger margin of profit 
when he works for the cooperative. This information 
was obtained in a general way, through group dis
cussion; but due to shortage of time it was not possible 
to make case studies for collecting the details to sub
stantiate it. 



CHAPTER vIi 

FACTORS OF PRODUCTION AND QUANTUM OF PRODUCTION 

Manpower, fixed capital ip. the form of tools and 
equipment, working capital, availability of raw 
material, market and last but not least the will to 
produce, constitute the .main factors of production. 
Most of the factors have already been described in 
different contexts. It is proposed to recapitulate them 
and examine their respective roles in the prod uction 
complex. 

Manpower 

There are 17 craftsmen households at Swami
malai having 26 adult skilled workers and 4 children 
who also assist in the different operations. There are 
also 5 unskilled workers who assist in the various 
operations connected with Hie craft. An enquiry was 
made whether the available manpower is adequate. 
All concerned stated that it was adequate to meet the 
present demand. But there was a feeling that as a 
result of tourist interest and opening of the Govern
ment Art Metal Production Centre, the demand for 
skilled craftsman was likely to expand. 

Fixed capital in the form of tools and equipment 

It has already been stated that for most of the 
craftsmen the workshop is situated in the residential 
house itself. Hence for the purpose of computing 
fixed capital, the cost for construction of worbhop 
need not be taken into consideration. It is estimated 
that for tools and equipment an initial expenditure 
of Rs. 400/- is necessary. The break up of the same 
is as follo¥.'s: 

S. Item Quantity Price 

No. Rs. nP. 

1 Pyrite crucibles (Different sizes) 6 120.00 

2 Pincers (Different sizes) 8 40.00 

3 Files 6 40.00 

4 Chisels, Engravers and scrapers 50 50.00 

5 Hammer 6 10.00 

6 Blower 1 50.00 

7 Emery paper (Sieve and other 15.00 

misCellaneous tools) 
8 Wax 50.00 

9 Miscellaneous 25.00 
Total 400.00 

Out of the.]7 households, 16 homeholds reported 
that they had adequate number of tools and equip
ment; 'only one household did not have the same. 
It was also felt that most of the households were making 
full use of the tools and equipments. 

Taking into consideration the tools and equip
-!ll~nts .owned by the Cooperative Society as well, 
It IS estImated that altogether, the craftsmen of Swami
malai own tools and equipment worth Rs. 7~OOO/-. 

Working capital 

~t is estimated that a craftsman requires raw 
matenals worth Rs. 500/- to keep him engaged for one 
mop.th. He requires about another Rs. 2501- for 
meeting paid and unpaid labour charges, operational 
costs and depreciation charges. The average time gap 
between manufacture of an object and its final dis
posal is considered to be about one month. Thus a 
skilled craftsman would require working capital of 
abou~ .Rs. 1,500/- for keeping the trade in running 
condltIOn. As there are 26 skilled craftsmen it is 
estimated that the working capital related to th; craft 
would amount to about Rs. 40,000/-. 

The bulk of the working capital is obtained from 
the cllstomers themselves by way of advance. 

Another important ~o~rce of working capital is 
the c.ooperative society which supplies raw materials 
and InCIdental charges, as and when it commissions 
a crafts~an to undertake the manufacture of an icon. 

The working capital invested by the craftsmen 
themselves is e.stimate? to be not m~re than 12 % of 
the total workmg capItal. In other words it can be 
placed at round about Rs. 5,000/- for the village as 
a whole. 

Availability of raw materials 

The particulars of the raw materials have been 
furnished earlier. The craftsmen reported that unlike 
many other crafts, they were not finding any difficulty 
to procure the raw materials provided that the finance 
was ~ort~coming. In this matter, they all acknowledged 
th~ sIgmficant role played by the Cooperative Society. 
Pnor to the establishment of the Cooperative Society 
the craftsmen were completely at the mercy of the 
a.gents In the matters of getting orders and raw mate
rIals.. Establishment of the cooperative society has 
conslderably eased the position. Not only that now 
the craftsmen get supply of raw materials from the 
cooperative on easy terms, but also the middlemen 
ha,:,e been forced to slacken their previous control. 
ThIS has been a great fillip to the growth of the craft. 

Market 

The icon makers of Swamimalai are facing both 
a contraction and an expansion of the market simul!! 



taneously. In recent years the demand for icons as 
sacred objects has been drastically reduced and at 
the same time, demands for them as decorative 
objects has registered a phenomenal rise. This deve
lopment offers a hope and a danger for the craft. 
Now the craftsmen are no longer haunted by the fear 
o.f remabing idle without any work; but at the same 
tIme, there is reason for the well-wishers of the craft 
to apprehend that the quality of the product may go 
down under the exigency of mass production. Pre
viously sacred nature of the product required the 
craftsmen to observe a rigorous discipline as pres
cribed by the Silpasastras, in the various aspects of 
their production: even now many of these formulas 
are followed, hut by and large, the old sanction has 
gone. The conformity, that is still there, is more a 
matter of habit than of inner discipline. At the same 

. time, no bold departure from the tradition, through 
a synthesis of the old and the new seem to be around 
the corner. There is either abject suhmission to 
tradition or abject submission to tourist taste without 
creative appreciation of either. It seems that like many 
other traditional crafts of India this craft is also 
slowly drifting towards a state of normlessness; unless 
the craft discovers its ground in the new context, the 
very fact of rapid expansion of its market may lead 
to its extinction, at a not too distant future. 

Will to produce 

There is one redeeming feature of this shadow 
under the sunshine of the craft, namely, the will to 
produce. It is not without significance that no person 
belonging to the traditional craftsman caste has given 
up the craft; on the other hand two persons belonging 
to goldsmith caste have adopted it in recent years. 
What is of greater significance is the fact that when 
asked what they wanted their sons to be, most of the 
craftsmen stated that they wanted their sons also to 
be craftsmen. This sho\Vs that the craftsmen are 
satisfied with their association with the craft and they 
feel secure in it. 

It has earlier been stated that the persons engaged 
in the craft enjoy a good social status. Now that the 
craft is receiving a great deal of attention even at the 
national level, the craftsmen are feeling an added 
sense of importance. ,The people of Swamimalai
even those who are not craftsmen, are also having 
a sense of pride for the product of their place. 

All these undoubtedly have created a congenial 
social climate for augmenting production. 

Even during a short visit one cannot but be im
pressed by the sense of the optimism of the crafts
men. One can easily see that they are a proud people 
who feel happy about their past and who look to the 
future with hope. Undoubtedly such a people have 
the will to produce; it is another matter whether they 
have the will to create. Creativity of the artist re
quires a sense of freedom-an urge to cross the 
threshold of the unmediate environment. Perhaps it 
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is still to come. But in the meantime production is 
there and undoubtedlv for sometime- more it will 
go on undaunted. . 

Quantum of production 

As the craftsmen of Swamimalai are not in the 
habit of keeping detailed account of their product
tion it is difficult to make an exact assessment of the 
output in the village. On the hasis of the rough idea 
given by the individual craftsman and also on the 
basis of the information furnished by a few key 
persons, including the gecretary of the Cooperative 
Societv three or four trading agents <lnd leading manu
facture~, a guess work about the probable quantity 
of produce at the centre was made. 

It is estimated that yearly about 600 pieces of 
icons, large and sman, valued about Rs. 1,00,000/
are produced at Sv,amimalai. 

These 600 (appr.) pieces incluae those produced 
by the craftsmen at the behest of the Cooperative 
Society. 

In 1961-62, 323 pieces were sold by the Coopera
tive Society. Their break-up according to size is 
indicated below: 

6" 9" 12' 18' 21" 
146 73 59 29 5 

2' 
5 

2!' 3' 
5 1 =323. 

The above figures do not indicate the actual 
produce by the craftsmen of Swamimalai during the 
year. These include some icons manufactured by three 
craftsmen living outside Swamimalai and some stock 
carried over from nrevious vear. But even then these 
give some idea about the pre portions in which icons 
of various sizes are manufactured. 

As regards icons manufactured outside Co
operative sector, the following particulars could be 
obtained from the 17 craftsmen households. 

Size of icon Total 
r--------A 

6' 9· 12" Il' 2' 2l' 3' 3!' 4' 
Number 48 19 85 56 31 14 11 20 6 290 

As already stated, the above figures are not exact 
ones' they represent rough estimates made by the 
craft;rnen themselves about their own produce. The 
Investigator however feels that these figures cannot 
have deviated from the actual position to a very great 
extent. For practical purposes, these can be taken 
as the basis for having an idea about the 
quantum of production at Swamimalai. 

INPUT-OUTPUT RA TIO 

(a) Output per skilled "ftorker 

There are 26 skilled workers excluding four 



children who also have acquired some skill. If the 
four children are also taken into consideration there 
are altogether 30 skilled workers. As they manufac
ture about 600 pieces of large and small cast metal 
objects per annum, the per capita output is estimated 
to be 20 on average. The sale value of the 600 pieces 
is estimated to ,be Rs. one la~h. Hence on an average 
each worker sells cast metal icons worth about 
Rs. 3,300/-. 

(b) Fixed capital and output ratio 

The fixed capital invested in the craft excluding 

the value of the workshops, has already been estimated 
to be Rs. 7,000/-. The ratio of fixed capital and out
put is therefore 7,000: 100,000 i.e, 1 :13 (appr.) 

(c) Working capital output ratio 

As mentioned earlier, the bulk of the cost of pro
duction is met by the customers themselves. The 
working capital invested by the craftsmen them
selves has been estimated to be Rs. 5,000/-, The 
working capital and output ratio is therefore aproxi
mately 1 :20. 



CHAPTER VIII 

INSTITUTIONS CONNECTED WITH THF. CRAFT 

There are two institutions at Swamimalai which 
have important roles in connection with the develop
ment of the craft of cast metal icon making. One 
is the Icon Manufacturer's Cooperative Society; the 
other is the Art Metal Training-cum-Servicing Centre. 
Particulars of the two institutions are furnished 
below: 

The Swamimalai Icon Manufacturer's Cooperative 
Cottage Industrial Sodety Ltd. 

The society wa<; registered on 3rd December 1958. 
It was organised mainly at the initiative of the then 
Collector of Thanjavur and with the encouragement 
of the Department of Industries, Government of 
Madras. 

Though the re!dstered headquarters of the Society 
is situated at Swamimalai, its area of operation as 
indicated in the bye-laws of the society is the whole 
of the revenue district of Thanjavur. 

Members 

The bye-laws of the society provide for three 
categories of members, viz. ordinary members, busi
ness members and sympathiser members. An ordinary 
member must either be a Stapati by caste or must be 
actively engaged in cast metal icon manufacture. 
Also, he must be over 18 years in age. Business mem
bers are nominated by the Director of Commerce 
and Industries, Madras, frl)m among the ordinary 
members of the society. Sympathiser members are 
nominated by him from among those who take interest 
in the promotion of the craft. 

At present there are 16 ordinary members, 6 busi
ness members and 1 sympathiser member. Out of 
the 16 ordinary and 6 business members 18 belong 
to Swamimalai and 4 belong to the adjoining villages 
of Tiruvalenchuli (1) and Tiruvidamarudhur (3). 
The sole sympathiser member is the President of the 
Statutory Gram Panchayat. 

Share value 

A member has to purchase at least one share, 
the value of each share being Rs. 50/-. The share 
value can be paid in instalments. Rs.25/- is to be paid 
in the first instalment, the balance can be paid in five 
equal monthly instalments. In addition to share value, 
a member is required to pay entrance fee of 0.50 ps. 
for each share'purchased by him. Maximum number 

. of shares that a member can purchase is eight. 

By December 1963, 148 shares had been sold and 
Rs. 7,400 was realis~d as paid up share value. 

Management 

The affairs of the Cooperative Society IS managed 
by an executive committee consisting of seven mem
bers. The President of the Gram Panchayat who is 
a sympathiser member of the Society is also the 
President of the Society. He himself is not a crafts
man. nor does he belong to the craftsman caste. The 
Vice-President and other members of the Executive 
Committee belong to the craftsman caste. The 
Secretary is also the Ex-officio manager. He is appoint
ed by the Government and is responsible for running 
the day to day affairs of the society, keeping the 
accounts and calling the meetings ()f the society. 

Source of finance 

There are four sources of finance for the Coopera
tive Society, viz. (a) paid up share value (b) loan from 
State Government (c) loan from Central G(wernment 
and (d) subsidy from State Government. 

As mentioned earlier, the paid up share value of 
the society is Rs. 7;400/-. Tn addition Rs. 64.50 has 
been realised as entrance fee. 

In 1959, the society obtained a loan ofRs. 15,000/
from the State Government, as contribution towards 
working capit:J. During the same year the Society 
obtained another amount of Rs. 75,000/- from Central 
Government a~ loan for the same purpose. Tn both 
the cases the rate of interest is 2! % and the loans 
are repayable in ten years. By 1962, Rs. 34,7C4/- had 
been repaid. 

Beside~ the above, the Department ~f Industries 
of the State Government subsidises 50 % of the ex
penditure incurred on account of the salaries and 
allowances of the sanctioned staff of the society, 
viz. one Manager and one peon. 

Nature of activities 

The society started functioning on the very day 
of its registration. 

At present the society is housed ill a rented build
ing on the main street: of Swamimalai. 

The Society purchases raw materials, especially 
metals against Government permits. As and when the 
Society places orders on member craftsmen to produce 
icon according to the specifications given by it, the 
raw materials of the required quantity are supplied 
to the craftsmen concerned. Small advances are also 



made to enable the craftsmen to meet the incidental 
expenses. The craftsmen are required to execute a 
bond against the advance payments made to them. 

It has been menti~ned earlier on a different con
text that after the craftsmen make the icons, the 
prices for the same are fixed by the Price Fixation 
Committee of the Society, taking into consideration 
the artistic perfection and the craftsmanship of each 
individual piece. After deducting the price of raw 
material and the amount already advanced,· the 
balance is paid to the craftsman con\<erned. 

The sale prices of the icons are also fixed by the 
Price Fixation Committee after adding a per centage 
of profit to the cost price. The icons are kept for sale 
in the show-room of the Cooperative Society. At 
times the Society gets bulk orders from the Handicrafts 
Board or from the different emporia of the Industries 
Department of the Government of Madras. 

Extent of assistance actually rendered to the craftsmen. 

According to the audit report of 1961-62, the 
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Society supplied raw materials worth Rs. 3,716.44 to 
11 craftsmen who are member" of the Society. The 
value of maximum quantity of raw materials supplied 
to any individual member is Rs. 420.76 and the value 
of the minimum quantity of raw materials supplied 
to any individual member is Rs. 45.00. According to 
the same source, in addition to raw material", cash 
advance of Rs. 37l3.00 has been given by the Society 
to the above 11 craftsmen who executed orders of 
the Society. Out of this amount the maximum amount 
given as cash advance to any single craftsmen is 
Rs. 420.00 and the minimum amount is Rs. 20~OO. 

Ac;'against raw materials worth Rs. 3,716.44, raw 
materia,ls worth R<;. 3,441.44 have already heen re
covered" from the craftsmen in the form of finished 
products. Similarly out of Rs. 3,713.00 given as cash 
advance Rs. 3,438.00 ha~ been recovered. 

Volume of business 

The statement below would indicate the volume of 
sale of icons of different size groups, by the Coopera
tive Society during the year 1961-62. 

S::lle made by the! Co-operative Society in the year 1961-62 

Item Number sold which belong to the size Sl 
No. .-.----------------------------.-' ..., 

4' 

Natarajan 
2 Sivakami 
3 Vinayakar 
4 Natyamman 
S Vilakkunachiyar 
6 Kannadiamman 
7 Venugopal 
8 Saraswathi 
9 Subramanyan 

10 Kalyanasundaram 
11 Sivasakti 
12 Chandrasekhar 
13 Perumal 
14 Arthanareswar 

Total 

6" 

128 
8 
5 
2 

3 

146 

9'" 

S6 

8 
1 
3 
1 
2 
1 
1 

73 

12" 

3S 
7 
3 
4 
2 
1 
3 
1 
1 
2 

59 

The-market value of the above objects is Rs. 10,227/-. 

Profit and loss 

Acc.ordi!1g to the audit report for the year 1960-61, 
the SOCIety lflcurred a loss of Rs. 2.802.00 during the 
year. But the audit report· for the next year shows 
a profit of Rs. 602.43. Clpser scrutiny however 
reveals that this profit has not accrued from the busi
ness of the society, but from the interest that the 
society obtained from bank on the unspent amount 
deposited with the bank out of the amount received 
as loan from the State Government as well as the 
Central Government. ' 

18" 

9 
5 
4 
4 
1 

1 

1 
2 
1 
1 

29 

1 
2 

1 
1 

5 

2' 

3 

1 

1 

5 

2.l.' 2 

3 

2 

5 

3' 

1 

1 

3.1' 2 

If the amount received as interest is left out of 
consideration, the society is found to be actually 
running on loss. 

Problems of the Cooperative Society , 
The Cooperative Society-is still in its infancy, and 

it is natural that it is having its teething troubles. 
Before discllssing the same, it is proposed to mention 
some of the achievements of the society. 

It is generally agreed that till the establishment 
of the cooperative society, the craftsmen were largefy 
at the mercy of the middlemen. If not anything else, 
the coming into being of ,the ,cooperative society has 



forced the middiemen to offer better deal to the 
craftsmen. 

But at the same time it is difficult to say that the 
cooperative has been fully integrated in the structure 
of the craft. The craftsmen do not think it to be their 
own. They consider it to be ju~t a Government insti
tution; hence they have no responsibility to nurture 
it; they are only to -;:xpect services from it. Sometimes 
this attitude leads to corrupt practices. It is not un
often that materials received from the sf'ciety for 
executing its orders are diverted for manufacturing 
icons for private customer<;. Further, it is alleged 
that craftsmen are sometimes careless about the 
quality of their produce, when they work for the 
Cooperative. Delay in adjustment of the advances 
given to the craftsmen is another factor which is 
hampering the growth of the cooperative society. 
In some cases the society haci to approach the court 
of law for effecting the recovery. 

It is obvious that the spirit of cooperation and the 
sense of enlightened self interest are lacking among 
the craftsmen. 

There is the other side of the coin as well. 

Some of the craftsmen alleged that the society 
is practically dominated by 0 ne man, 1'i::., the President, 
who is also the President of the Gram Panchayat. 
He does not belong to the Stapat i cl!§te and at least 
a section of the craftsmr!n feel that he has no real 
awareness of their problem<;. On the other hand 
because of his tremendous political influence, none 
dares to speak out his mind in his presence. 

Some craftsmen also charged the office bearers 
of the cooperative with favouritism, in the matter of 
distributing work among the membels. 

The objective basis of all these allegat.ions was 
not examined, during the survey. But it was felt that 
the society was suffering from a lTisis of confidence 
and unless it was helped out of the morass, it had 
come to, it wOllld not be in a position to make any 
significant contribution towards the development 
of the craft. 

The ..\rt Metal Training:Cum-Servicing Centre 

The centre was set lip by the Directora~e of In
dustries and Commerce, Government of Madra; 
with two fold purposes, viz., imparting training to the 
craftsmen for improving the processes of casting, 
engraving and polishing and making available to the 
craftsmen <;ervices of improved tools and appliances, 
which may be beyond the means of individual crafts
men to acquire. The scheme was included in the second 
five year plan of the State. As regards training, the 
scheme provides for running a three years ·course,
the intake capacity of trainees per year being 15. 
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As far as possible the trainees are to be selected 
from among the families, who are traditionally 
engaged in the craft of cast metal icon making. Persons 
from allied crafts are also eligible for training. Each 
trainee is paid a stipend of Rs. 30/- per month to 
meet his boarding and lodging expenses. 

For servicing, the centre is equipped with electrical 
drilling machine and polishing machine. 

The Handicrafts Board sanctioned an amount of 
Rs. 31,450/- for meeting the initial expenses connect
ed with the setting up of workshop and acquiring the 
tools and equipment. The recurring expenses for 
running the centre and paying stipends to the trainees 
are met by the State Government. 

The sale proceeds of the products of t he centre 
and the realisations on account of the sen/icings are 
deposited to the account of the Handicrafts Board. 

The staff sanctioned for the centre inc! udes one 
Superintendent-cum-Master Craftsman, one Technical 
Assistant, one Lower Division Clerk, one Skilled 
",orker, one Unskilled worker and one ",atchman. 
T'le Assistant Director of Industries and Commerce 
Tanjavur is the controlling officer of the centre. ' 

The selection of the trainees is made by a Board 
consisting of the Cottage Industries Officer of Tan
javur and the Superintendent of the Centre. The 
criteria for the selection of trainees are: 

1. They should be between the ages 15-20 
2. They should belong to a traditional crafts

man family or to Kammalan caste. 
3. They should be able to read and write Tamil· 

and ' 

4. They should have a basic knowledge or arith
metic. 

After selection, the trainees are required to execute 
a surety-bond agreeding not to discontinue the train
ing till it is completed. 

The training is for three years and the syllabus 
is as follows: 

First Year 

1. Fundamentals of Silpasastras; 2. Wax pre
paration; 3. Wax modelling; and 4. Drawing. 

Second Year 

1. ~~l~~sastra;. 2. Wax modelling; 3. _Drawing; 
and 4. \t ISltlllg vanous temples to be acqualllted with 
the stone and other images. 

Third Year 

(1) Silpasastra; (2) Wax modelling; (3) Mould 



preparation; (4) Casting; (5) Chiselling: (6) Filing; 
(7) Scraping; (8) Engraving; (9) Polishing; (10) Finish
ing: and (11) Drawing. 

The Superintendent of the Centre stated that 
suitable persons were not coming forward for receiv
ing the training. The traditional craftsmen were 
lukewarm in sending their wards to the centre, as they 
considered that the same type of training was avail
able in their homes as well. Others were also not 
attracted in the training firstly because th'YY were not 
interested, secondly because the amount of stipend 
was inadequate. 

At the time of the survey in" 1963, the first batch 
of trainees consisting of 12 persons had passed out; 
the second batch consisting of 15 persons was com
pleting its course. 

Out of the 12 trainees who had completed their 
training 2 belonged Swamimalai, the rest were out
siders. The centre did not have a follow-up programme 
Jor getting the trainees established in the manufacture 
of the craft. But the Superintendent of the Centre 
had some personal information. He stated that two 
of the trainees were trading in bronze icons as midclJe
men, the rest were actually engaged in manufacturing 
the icons. It appears that notwithstanding the dissatis
faction of the Superintendent of the Centre about 
the background of the trainees, the training imparted 

in the centre was not completely lost, at least so far 
as the first batch is concerned. 

As regards servicing, it was found that the centre 
had failed to attract the craftsmen. With the drilling 
machine in the centre, it is possible to make holes 
for the hallow attached to the icons of Nataraja and 
other deities very conveniently, But as at present, 
the hallow is a,ttached to only a few icons, the crafts
men do not consider it worthwhile to visit the centre 
and get the holes made. Polishing by electric machines 
also has somehC'w failed to catch the imagination of 
the craftsmen. Some of the craftsmen stated that 
though,with the machine better polish can be obtained 
quickly; the individuality of the icon, the subtle
interplay of mood and expression, is lost unless the 
polishing is done by hand. Perhaps what they say is 
correct. But this technical aspect apart the possibility 
of !'tructural rcsistence cannot be ruled out. As noted 
earlier, a number of rituals at various stages are 
associated with the manufacture of icons meant for 
sacred purposes. Now, as bulk of the products are 
meant to be used for decorative purposes, the rituals, 
are rarely performed. But even then, carry over 
feeling of the past is still there. Each icon produced 
by a craftsman, means something very much personal 
to him. It wo'nt be <;urprising if;a.depth analysis reveals 
that they have psychic-inhibition against accepting 
a process of manufacture where personal relation
ship between the icon and its maker is lost. 



CHAPTER IX 

CONCLUSION 

It has been mentioned earlier, that the craft of 
bronze icon making is in a crucial stage. The crisis 
does not relate so much to the economic aspect 
of the craft, as to its creative aspect. In fact 
economically the craft is in a flourishing conditio~ 
for about a decade or so. But a descerning eye cannot 
overlook the fact that, a state of anomise is hovering 
round it. Paradoxically the anomie is the outcome 
of the fear of freedom, among the craftsmen. 

In the wake of the tremendous surge of secula
rism that swept the country in the post-independence 
period, it no longer remained impossible for a 
creative craftsman "to alter the form of any deity 
according to his own fancy". In other words, the 
craft which was always under the shadow of esoteric 
knowledge. has been for the-first time, faced with the 
prospect of growing under the sunshine of individual 
inspiration. 

How have the craftsmen responded to this 
situation ? Have they availed of the freedom to 
give expression to their creative imagination? Have 
they shown any spirit of adventure? It is very 
difficult to say that they have. To many of them, 
freedom from sticking to the prescribed norms of the 
silpasastras has only meant licence to lower the 
standard of the craft. Hardly anyone has shown 
any tendency to experiment with new forms, new 
designs and new configurations. For appreciating 
the significance of this, it is to be kept in view that, 
departures from the prescribed norms in such matters, 
are taking place on a large scale, in case of the clay 
images manufactured by the craftsmen, in the 
different parts of the country. How then one is to 
account for the diffidence of the bron~e icon makers 
in the matter of taking advantage of the· freedom that 
has come to them? Is there any sociological expla
nation of this fear of freedom ? 

Like every other sociological explanation the 
explanation that would be provided here, is only a 
part explanation; a social phenomenon is to be 
looked upon as a process and not as a product. But 
even then, it is worthwhile to look for the intrinsic 
factors. 

Bronze icon making, is a traditional craft of 
India. It is not always remembered that the tradi
tional crafts oflndia existed at two levels one was the 
communitarian level, the other was the' elitist level. 
The nature of org~nisation, and the place of the 
crafts of these two levels, in the social and economic 
life of the country, were very much different from 
one another. The crafts of the communitarian level, 
were hardly ever manufactured for the market. They 

were manufactured mainly for the local agricultural 
communities, under the system of exchange of goods 
and services. Such exchanges were however regulated 
by considerations of social obligations and ritual 
statuses. The craftsmen were not free to from new 
economic relationships, according to their own will. 
The relationship itself was considered to be sacred 
and it could not be altered without altering the 
entire social order. But with certain exceptions, no 
aura of sacredness or inexorable law was associated 
with the crafts themselves. In contrast, the elitist 
crafts flourished in urban centres. These were not 
related to agrarian structures and were not produced 
for village communities. More frequently these 
flourished under the patronage of temples or Kings. 
The craft objects had to be manufactured according 
to the norms prescribed by either the religious elites 
or the power elites. Thus an aura of sacredness or 
inexorable law, was associated with them. Rut the 
relationship between the craftsmen and their patrons, 
was not considered to be sacred. Such relationship 
was based on the capacity of the patrons either to 
exercise physical coercion orto motivate the craftsmen 
by payment of reward or remuneration. Thus, the 
most important difference between the communitarian 
craft and the elitist craft, was related to the focus of 
sacredness and inexorability. In the first case, it was 
the relationship between the craftsman and his patron 
which was considered to be sacred and inexorable; 
in the second case it was the craft itself which was 
considered to be sacred or to be manifestation of 
some superior will. Looked in a different way, there 
was more freedom for the craft and less for the 
craftsman in the first case and less freedom for the 
craft and more for the craftsman in the second case. 

Bronze icon making belonged to the category of 
elitist craft. Through ages, it has been conditioned 
to absence of freedom. Today, freedom is likely to 
be an anathema to it. It Can incorpor ate in its 
structure the spirit of freedom, only when it is related 
to the community at large and not to a limited 
oligarchy. 

Unlike in the case of the clay images, the custo
mers in case of the bronze icons, are limited to an 
oligarchy. Today, a sizeable proportion of the 
oligarchy consists of tourists from western countries. 
The strain of the technological order based on cut
throat competition and indifference to human equa
tions, has created craving among many men and 
women of the western countries for an escape from 
the same. The symbols of traditionalism of the 
oriental countries, come in handy for the purpose. 
But there are two faces of a tradition; one is the 
dead present, the other is the living past, one is a 



toad, the other is a reverberation. While curio
hunters may be interested in the symbols of dead 
present, genuine lovers of tradition, would find new 
meanings of life in the symbols of living past. Bronze 
incons manufacturs:d exactly in the same manner as 
in the past, while the entire context has changed, 
would be symbols of dead present. The foreign 
tourists may encourage them as symbols of tradi
tionalism, but the genuine well wishers of the craft, 
would look upon this as a process of draining out, 
the vigour of the tradition. They know that a living 
tradition grows. If bronze icon making is to grow 
as a living tradition, it must carry on experiments 
to give expression to the current social and cultural 
processes, through the medium of the past. In other 
words, it must be able to impart perennial values to 
the ephemera) processes of today. To be able to do 
so-the craft requires to have stable customers-not 
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patrons, among the elites of the country, who are 
committed to usher in national renaissance. Because 
of the cost factor, the craft has failed to attract such 
a class of customers, and is becoming more and more 
dependent on tourist trade. Thus a process of its 
relegation from the category of living arts of India 
to that of curio objects has set in. The boa constric
tor of gold is around the corner. 

Is the craft doomed ? 

For answering this question, answer must be 
sought to another question. Is the nation doomed 
or is there prospect of a renaissance, covering all 
aspects of the national life ? Like the phoenixe of 
the filbles, the nation has risen again nd again from its 
ashes-: while it may be fashionable to be prophet 
of doom, it is not really necessary to be so. 



r , , 

f· , . , 

~ .,_ . 
• • " I 

, , , 
' . "0;: ' . ' 

~ , 
! 

Plate l - Swaminatha temple of Swamimalai viewed .t:rom the front gate. The ances;ors of 
the present Stapatis (craftsmen) were brought probably from Areot, for making the stone 

idols of this temple in the 17th century by the then Nayak king. (Page 4) 



Plate 2- A group of Stapati (craftsmen) from Swamimalai. Out of the four children sitting on the 
ground at the front, the third one from the left is also an active artisan (Page 6) 



Plate 3- 11aking of wax model is one of the, most crucial stag·~s of cast icon m"king. To start 
with, a crude wax model of N ataraja is being shaped by hand (Page 31) 



Plate 4-The limbs of the wax. model prepared separately are being joined with the body. (Page 31) 



Plate 5 (b)-Finished Nataraja
wax-model with connecting wax
rods and the funnel shaped 
flange at the base. (Page 32) 

Plate 5 (a)-With thehalp 
of a sandal wood spatula, 
the contours of the wax 
model are pro vi d e d 
(Page 31) 



Plate 6(a) ---To make th.::: mocdd. 

first, a clay coating with fine 
loam, is m.ltk on one sitlc of 

the wax mouei (PJ.ge 32) 

Plate 6 (b)-After having coated with loam on one side the wax models are dried in the shade (Page 32) 
, , 



Plate 7(a)-Wl-.fD the fi rst 
clay coating on one side 
is dried IIp the reverse 
side has to be coated with 
fine loam. Subsequfntly 
more clay coatings are 
made one upon the olher. 
In case of large icons the 
cl~y m.:mrds are rein forced 
with iron rods z.nd wires. 
(Page 2) 

late 7(b) - -A dried mould 
for lost-wax 

process. The end of the 
funnel shaped wax flange 
is on one corner. 
(Page 32) 



, . 

, . 

. 
" 

Plate 8 (a)-A longitudinal section showing the space occupied by the wax model (left) and 
a full empty mould (right). (Page 32) 

Plate 8 (b)-The lost wax process. The mould with the wax model is heated to drain out w 
through the funnel shaped orifice. (Page 32) 



Plate 9 (a)- Preparation of metal 
alloy. The required quantity of 
metal scraper, such a s copper 
brass and lead, i:; melted in a 
pyrite crucible over a pit furnace. 

(Page 32) 

Plate 9 (b)-The molten metal 
tlloy is poured through the ori
fice into the hot empty mould 
already kept planted in the earth. 
A mugathuni (cloth ring) kept 
on the orifice prevents the over
flow of molten metal. The sack 
kept at the mouth of the pyrite 
crucible held in position by a 
wooden stick prevents the float
ing impurities in the metal from 
going into the mould. (Page 33) 



.. 

r 

Plate lO(a)-Opening of the mould. After the mould 
with cast metal icon has c?oled down, it is broken 

open with the help ?f hammers. (Page 33) 
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Plate 10 (b)-At th_e time of breakin~ open the n~ou]d. 
care is taken not to cut into pit:ces lhe iron rods: 
and wires used as reinforcements of the mould so 
that the same can be used again. (Page 33) 



Plate 11 (a) -While opening the mould the clay particles sticking on to the cast 
image are thoroughly cleaned. (page 33) 

Plate 11 (b) ---Before ctliselling and polishing the ca t image the connecting rods are sawed off 
with the help of a steel saw. (Page 33) 



Plate 12(a)-The first stage in finishing the 
cast image is to press out uneven surface 
with the help of cocking tools (Page 33) 
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Plate 12(b}-Afrer the uneven sur
faces of the cast image have been 
pressed out engraving is done 
with the help of engraving tools 
and thereby the minute details 
are brought out (Page 33) 



Plate I3-Metal files are used to make the surface smooth. (Page 33) 
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Plate 14- Metal scrapers are used for giving a good shine to the icon. (Page 33) 



Plate IS- Before finally polished the smooth surface is thoroughly rubbed with strips 
. of fine grade emery paper. (Page 33) 
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Plate 16-Nataraja, dancing Siva in the 'Tandava Nritya' pose. (Page 19) 



Plate I8-The trainees of the Art metal Training-cum-servicing centre at work. (Page 47) 



Plate 17 (a)-An ensemble of tools used in connection with the craft (see also Illustrations) (Page 25) 

Plate 17 (b)-Pyrite crucibles of different sizes meant for preparing molten metal alloy. (Page 30) 



Plate 19- Anensemble of bronze icons displayed in the show-room of the 
co-operative society, Swamimalai . (Page 46) 



Plate 20-The Tamil version of Silpasastra written on palm-leaves. (Page 21) 
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Plate 21- The Tamil version of Silpasastra printed on paper. (Page 21) 



Plate 22- Vinayakar (standing Ganesh) the elephant God. standing on a 
pedestal with ornamented prabha (frame). (Page 20) 
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Plate 23-;-A Subramaniya set with 0r11a111ented prabha (frame) consisting of three images with 
Subramaniya in the middle and his two ' consorts Valli and Pevsena op either side. (Page 20) 



Plate 24_:_A Perumal set of 3 icons consisting of Perurnal in the centre; Sridevi (Lakshmi) 
in the rjght and Bhoodevi in the kft. (Page 20) 



Plate 25 {a)-Sivakami, dancing Parvati, 
consort of Siva (Page 20) 

.. 

Plate 25 (b) Nachiyar (dancing girl) 
in Atibhanga pose (Page 20) 

, 



Plate 26 (a)-Nachiyar (dancing girl) in Murali 
(flute) pose (Page 20) 

Plate 26 (b) Thilothamma (danci;g girl with lock 
of hair after Ajanta fashion) (Page 20) 



/ 

Plate 27 (a)- An image of Kannadiamman, dancing girl 
with mirror. (Page 20) 

Plate 27 (b)-Perumal or Vishnu, one of the Trinities 
to whom is attributed the cosmic function of 

protection. (Page 21) 



Plate 28 (a)-Vilakku Nachiyar or Dipa Lakshmi, 
dancing girl with a votive lamp (Page 21) 

Plate 28 (b)-Mahishasura Mardani, 
Goddess Durga, as Kali, kiiling the bufalo 

demon. (Page 21) 



PJate 29-Gajasamharam (Kariurutha Sivan), Siva dancing over the demon 
elephant with the right four bands holding elephant's skin, damru, pasam and 
Trisul respectively from top to bottom and the left three hands holding 
elephant's. skin, elephant's tusk and kapalam (Symbolising begging) respectively 
from top to bottom. The fourth left hand is in Suchi (pointing) hastam. The 
Prabha all around has, besides, stylised flames, the four legs of the elephant 

and its tail at the top. 



Plate 30 (b)- An ornamentei mirfOr 
fixed over a rectangular pedestal 

(Page 21) 

Plate 30 (a)- Tri Murti (The trinity) with three faces representing 

from left to right Brarnha, the Creator; Vishnu, the Protector : 
and Maheswar, the Destroyer. (Page 21) 

I 
; 

i I 
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ANNEXUREll 

SL. No,, ____ _ 

CRAFT ____________ __ 

CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

VILLAGE/TOWN SCHEDULE OF INDUSTRIES & CRAFTS 

State 

District 

P. S./Taluk/Tehsil 

Town/Village 

A. GENERAL DESCRIPTION OF VILLAGEI 
LOCALITY 

1. Describe briefly village/town/locality with 
particular reference to: 

(a) Distance from nearest railway station 
, nearest main road , 

=P.-=S'--. - ,Tebsil/Taluk Head 
Quarters B. D. O'S Office 

, Marketing Officer , 
:;:;D:-:-is-tr-:-ic~t Court , Registrar 
Co-operative Societies's Office ___ _ 
main marketing centre _____ _ 
master craftsman's house ____ _ 

(b) Topography and physical environment. 

(c) Industrial training I Design Centre, if 
any, which has influence on the tradi
tional craft. 

2. (a) 

(b) 

Residential pattern including manner of 
concentration and dispersion and dis
tance from the place where the main 
production processes are carried on by 
the craftsman or others involved in the 
craft in its different stages. 

Social environment (immediate or pri
mary and wider or secondary set up) 
with reference to caste/language/reli
gion/natioqality characteristics which
ever may have any role in regard to 

Locality 

Sub-division 

N. E. S. Block (If any) 

the development and/or persistence of 
the craft. ' 

(e) Approximate number offamilies belong
ing to each group. 

(d) Main characteristic of the village/town 
(commercial centre, pilgrimage centre, 
tourist or health resort centre, histori
cal centre etc.). 

(e) Significant history of the village/townl 
locality which may have any bearing 
on the history of the craft concerned. 

(f) (i) Whether ther~ are any other crafts 
in the same village/town/ locality. 
(ii) If yes, is there any casual link for 
clustering of the different crafts in the 
same area (record the views of the 
leading craftsman, Local Industrial 
officer, and 3 or 4 key persons sepa
rately). 

(g) Institutions having any bearing on the 
development of the craft. 

(h) Whether the craft 'has any bearing on 
any aspect of the life of the non
craftsman neighbours. (Econamic, 
social, cultural, hygienic etc.) (Record 
the views of five leading craftsmen, 
local Industrial Officers; Village head
man; Local Co-operative offichils; or 
4 leading persons belonging to different 
occupat!on~.) 



~. Particulars about the communities concerned 
with the craft in its various stages. 

(Use separate sheet for each caste/ community) 
: I 

(a) Name of caste/community 

(b) Traditionally connected with which aspect 
of the craft. 

(c) Approximate number of families: 

(i) Total 

(ii) Actually engaged in the craft 

(d) Workers actually engaged in the craft 

Adult Minor 
,---.... ---.... 

Male Female 
r ~ ..., 

Male Female 

(e) Number of persons mainly working in own 
houses. 

(i) Independently 

(ii) Under co-operation 

(iii) Sponsored 

(iv) Others 

(f) Number of persons mainly working in 
workshops set up by private employers 

(g) Number of persons mainly working in 
workshops set up by co-operative societies 
or Government. 

(h) Number of families producing for own 
consumption only. 

(i) Number of families produCing for sale to 
outsiders only. 

G) Number of families producing both for 
consumption and sale. 

D. Are there any village/town/other areas in town 
where families practising this craft live? If so, 
give the names of the villages/towns/ other 
areas, approximate number of families and the 
communities concerned. 

E. When did the community/oldest practising 
family came to this village/locality? Who was 
the patron? How old is the craft in this village/ 
town/area. 

F. (i) Legends or myths connected with the 
origin and history of the community. 
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(ii) Status of the . community in the local 
social structure.· 

(iii) Status of the family in the local social 
structure. 

(iv) Particulars about Panchayat of the commu
nity. 

G. Legend myths or history connected with the 
origin and development of the craft as a whole 
of different techniques, tools, processes, designs 
etc., relating to the craft. 

H. Particulars about guild of the craftsmen. 

I. Local markets/agencies from where raw mate
rials are procured. 

(a) Name 

(b) Distance from village 

(c) Nature of establishments· and number of 
each 

(d) Terms and conditions under which raw 
materials are obtained by the artisans from 
each category of establishment. 

(e) Which category of establishment is preferred 
by the artisans? 

(f) Nature of transport. 

(g) Availability of raw materials during diffe
rent seasons. 

(h) Special problems. 

J. Local markets/fairs/other agencies for disposal 
of products. 

(a) Name 

(b) Distance from the village 

(c) Nature of establishments and number of 
each. 

(d) Terms and conditions under which the 
finished products are disposed off by the 
artisans through each of the above cate
gories and establishments: 

(e) Which category is preferred by the artisans 
and why? -

(f) Nature of transport 



(g) Fluctuations of demand in different seasons, 
state causes and extent. 

(h) Special problems. 

K. If there is a co-operative society, when it was 
started? What is its area of operation? What 
are the qualifications for membership? How 
many members of different categories (e. g. 
artisans, business members etc.) are there? 
What are the different functions undertaken by 

55 

the society? What aid the society received 
from the Government or the Statutory Bodies 
for different operations? What is the extent 
of business according to last audit report? 
What is the loss or profit according to last 
audit report? Divident, if any, given to the 
members? To what extent the interest of the 
artisans is represented in the management of 
the society? General note on its role in re
gard to development of the craft and whether 
all sections of the population are equally 
attracted by it, what are its problems etc. 

L. P .uticulars obout the families connected with the craft in various capacities. 

1. 

2. 

3. 

4. 

S. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

IS. 

16. 

Aspect of the craft 

Manufacture of tools for the craft. 

Production of raw material. 

Collection of raw material. 

Sale of raw material. 

Owner of workshop. 

Both owner and craftsman. , 

Financier. 

Skilled craftsman. 

Unskilled labourers. 

Craft supervisor. 

Trader. 

Salesm~n. 

Managerial and account personnel. 

Transport. 

Packing. 

Otners. 

Number of families 
belonging to 

Number of families living at a 
distance from the main centre of 

r ~-----------~----

Commu- Commu- 0-1 mls. 1-3 mls. 3-5mls. above 
nity I nity U etc. 5 mls. 



M. Approximate price of the tools relating to the 
craft in the area. (based on opinion of 4 or 
5 key persons viz. officer of Industry Deptt; 
officials of co·operative society; leading crafts
men). 

N. Approximate circulating capital in the area in 
connection with the craft (based on opinion 
of 4 or 5 key persons). 

o. Approximate annual output of the craft in 
the area (based on opinion of 4 or 5 key 
persons). 

(a) Quantity of produce 

(b) Price of produce 

P. (i) According to the key informants what are 
the relative positions of the various types 
of establishments in terms of their capa
city to produce more in proportion to In
vestment. 

(Types of establishments - Co-operatives, 
Private workshop with paid workers, 
self-employed households, Govt., Pro
duction Centre, others). 
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Name Commu- Age Academic Nature of 
nity Qlfs. training 

in the 
craft 

1 2 3 4 5 

S. Unstructured biography of 2-3 mastercrafts
men, 1-2 very old craftsmen, 1-2, newentracts 
in the craft. 

Q. 

(ii) What are factors determining the rela
tive position in the above matter 

(i) According to the key informants what 
are the relative positions of the various 
types of establishments in terms of their 
capacity to earn more profit in propor
tion to investment. 

i) What are the factors determining relative 
position in the above matter. 

R. (i) According to the key informants what are 
the relative positions of the various types 
of establishments in terms of their capa
city to produce more in proportion to 
the number of skilled craftsmen. . 

(ii) What are the factors determining the rela
tive position in the above matter. 

S. Particulars of five very reputed craftsmen of 
the centre (ascertained through discussion with 
Local Industry Officer, Offidials of Panchayat, 
3-4 craftsmen of the area, 2-3 traders in tlle 
craft). 

Since Specialities Appr. Other 
when in which the income significant 
in the reputation data 
craft is based 

6 7 8 9 



SI. No. _____ _ 

CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

FAMILY SCHEDULE 

(For practising artisan families) 

State ---------------------
District -----------
P. S./Taluk/Tehsil 

ViIlagerTown __ ------------

1 Name of the head of the family 

2 (a) Postal address 

(b) Since when living this area 

(c) If immigrant, migrated from which area and 
when 

3 PARTICULARS ABOUT THE MEMBERS OF 
THE HOUSEHOLD INCLUDING THE HEAD 
(Use separate sheet for each individual) SI. No. 

(a) Name 

(b) Sex M/F 

(c) Age in completed years 

(d) Relation with head of family 

(e) Place of birth (i) Name 

(f) Religion 

(g) Caste/Tribe 

(h) Language 

(i) Education 

(ii) Distance from here 

. G) (i) Training in craft or crafts as home 
apprentice, 

(ii) Other private sources 

Locality _____________ -____ _ 

Sub-division _________ ----

N. E. S. Block (if any ) ________ _ 

(k) Training in craft or crafts in institutions. 

(1) Father's occupation 

(m) Occupation 

(i) Main 

(ii) Subsidiary 

(n) Hours of work for each o:;cupation 

(i) Main 

(ii) Subsidiary 

(0) Place of work for each occupation 

(i) Main 

(ii) Subsidiary 

(p) Remuneration for different occupations 

(i) Main 

(ii) Subsidiary 

(q) If engaged in any craft, since when 

(r) Physical conditions 

(s) Marital status 

(t) Age at marriage 

(u) Marriage payments 

(i) Received by H. H. 



(ii) Made by H. H. 

(v) If occupation is not the traditional one, state: 

(i) Whether ever engaged in the traditinal 
occupation? Y es/N 0 

(ii) If yes, when given up; 
(iii) and why 1 

(w) Hobbies and recreational activities 
\ 

4 ADDITIONAL QUESTIONS TO' BE ASKED 
FOR MEMBERS OF THE LIVING FAMILY 
AWAY.FROM IT 

5 

(a) Present postal address 

(b) Since when living away from the family 

(c) Why living away from the family 

(d) How many times did he visit home village 
in a year and why ? 

(e) Remittance 

(i) Sent by him 

(ii) Received by him 

(0 Remarks 

PARTICULARS ABOUT ARTICLES 
PRODUCED 

(a) Local names and English equivalents for the 
types. of a~ticles pr,?duced by the family; 
(put 10 senal order In terms of importance 
with reference to the value to prdoduce). 

(i) Before second World War; 

Local Names 

1 

2 

3 

4 

1 
2 
3 
4 

(ii) Before 1947 

Local Names 

EogUsh equivaleots 

1 

2 

3 

4 

En~Jisb equivalents 

1 
2 
3 
4 
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(iii) At present 

Local Names English equivalents 

1 

2 

3 

4 

5 

6 

1 

2 

3 

4 

5 

6 

Details of articles produced at present (Use sepa
rate sheet for each article) 

(a) Name of article 

(b) (i) Total number of articles produced dur
ing--1961 

(ii) Price of the same 
(iii) Percentage of the value of all the 

produces during 1961 

(c) Describe the approximate size, height, form 
of each part of the article as well as the' 
article as a whole. 

(d) Describe the functions (uses) of each part of 
the article as well as the article as a whole. 

(e) Discuss how during use the different parts 
and/or the object as a Whole is manipulated 

(f) Whether there is a preference for production 
of a particular variety of the article ? If so, 
why? 

(g) Whether the e is a preference for any particu
lar article or group of articles? If so why? 

(h) (i) Has there been any attempt to standardise 
any aspect of the craft ? 

(ii) If yes, by whom and how ? 

(iii) To what extent has it been successful? 

(iv) What has been its impact on the volume 
of Production ? 

(v) What has been its impact on the economy 
of the craftsmen ? 

(vi) Has it involved any shift in the position 
of any particular craftsman or craftsman 
family? 

(i) (i) If there has been no attempt of standar
isation, do you think that any aspect- of 
the ,craft -requires to be standardised? 



(ii) If so, why ? 

(iii) How and by whom it should be standar
dised ? 

(j) (i) Do all the craftsmen families have neces
sary tools, equipments, skill and capital 
to fall in line in case of standardisation ? 

(ii) If not, what has been/should be done in 
case of such families. 

(k) Remarks 

6 PARTICULARS ABOUT RAW MATERIALS 
(Use separate sheet for each article produced at 
present) 

(a) Name of the article with its parts (both local 
& english equivalents). 

(b) Main raw materials; 

Names From where obtained From Price 

(c) Subsidiary raw materials; 

Names Form where obtained From Price 

(d) Privileges enjoyed, if any, in obtaining raw 
materials. 

(e) Difficulti.es, if any, in obtaining raw materials. 

(f) Terms and conditions on which raw materials 
were obtained from different sources during 
1961. 

(g) Remarks 

7 PARTICULARS ABOUT DESIGNS AND DE
CORATIVE MOTIFS (Use separate sheet for 
each article) 

(a) Name of article 

(b) Date of manufacture 

(c) Bilse material 

(d) Name of design 

(e) Decorative motif and other elements for the 
design and how they are combined in: 

(i) the article under study; 

(ii) and according to the craftsman whether 
there are or were other combinations. 
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(f) Brief description of design including colour 
schemes and aspects which are considered 
to be purely decorative and which are consi
dered to be of ritual significance. 

(g) Symbolic aspects associated with the design. 

(h) Legends connected with the designs. 

(i) Source of design. 

(j) Whether, according to the craftsman, the 
dasign is a traditional one/or whether it is a 
result of an innovation" 

(k) How frequently he makes use of the parti
cular design? 

(I) Is there any section of the population among 
whom the design is more in demand" If yes, 
give details. 

(m) According to the craftsman, whether similar 
design are found in other types of crafts of 
the region. 

(n) Is any design confined to certain families 0 r 
certain recognised section of the population? 
Is their any taboo against adoption of other 
designs? Is there any sanction against copying 
of designs by others? If so, what is the 
nl\ture of sanction. 

(0) Whether the craftsman is acquainted with 
other designs which he wants to adopt? If 
yes; YES/NO 

If yes: 

(i) Name of the designs 

(ii) Brief descriptions of designs. 

(iii) Sources of designs 

(iv) Why he wants to adopt? 

(v) Why does he not adopt? 

(p) Remarks 

8. PARTICULARS OF TOOLS 

(a) Name of articles produced 

(b) Base material 

Name of the 
tool (Local and 
English 
equivalent) 

Functions 
of the 
tool 

Price ,---_..A-__ _ 

At the time Present· 
it was market 

obtained price 



(d) Brief description of each tool (pencil sketches, 
photographs, etc., are to be supplemented). 

(e) Who makes the tools, names, when and from 
where obtained? 

(f) (i) Whether the tools are used to the full 
capacity, 

(ii) If not, why not ? 

(g) (i) Is the craftsman satisfied with the tools? 

(ii) _ If not, why not ? 

(iii) (a) What other tools he desires? 

(b) Why is he not having those tools? 

(h) Remarks (including whether the tool is 
imported from outside India). 
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(i) (i) Number of persons engaged in each operation: 

9 GENERAL DESCRIPTION OF WORKSHOP 
AND ORGANISATION OF WORK 

(a) Location 

(b) Distance from household 

(c) Physical structure (size and description) 

(d) In addition to place of work, whether used 
for any other purpose; if yes, state the 
purpose. 

(e) Environment and hygienic condition. 

(f) Number of persons working in the workshop 

(g) Hours of work 

(h) Types of operations: 

Type of 
operation 

Names of 
tools used 

Whether 
working 

individua.lly 

Whether 
working 
in groups 

Members of family Employed Members Remarks 
Including whether 
there is generel 
division of labour 

Type of operation .--------'-' --, r- -, 
Skilled Unskilled Skilled Unskilled 

r- -..... r- ' -, ( ... -, ,.._---_ 
Male Female Male Female Male Female Males Female 

(i) (ii) Wage rate for each type of operation' and availability of labour: 

Type of 
operation r---

Whether com
--------------------., . ., petent hands 

Skilled Unskilled are available 

Wage Rate 

r- r------""'-,----__ 
Male Female Male Female 

r r-_.....----,,-... -,r---_..'---__ 
Adult Minor Adult Minor Adult Minor Adult Minor 

0) Nature of utilization of space in the work
shop in respect of each operation and work 
group 

(k)' Nature of supervision 

(1) Formation of work groups 

(iii) Other wise 

Name No. of 
persons 

Remarks 

Basis of 
grouping 

(i) Operation wise 

Name of 
operation 

(ii) Object wise 

No. of 
persons 

Basis of 
grouping 

(m) observations of the investigator about the 

general atmosphere; relation between indivi

dual workers, groups, sup-ervisors and 

workers etc. 

Name of No. of 
object persons 

Basis of 
grouping (n) Remarks 
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(0) Distribution of work in different stages (outside the household or the workshop of the establishment 
under survey). 

Name of Stage of If not done in the household or workshop Remarks 
article work 

Particulars of persons 
by whom done 

Category Number 

10. Particulars about production. (Use separate sheet 
for each article) 

(a) Name of article 

(b) Seasons of production and approximate 
percentage of produce during each season. 

(c) If more than one technique of production 
prevails to produce the same article: 

(i) How and when different techniques have 
been introduced? 

(ii) Whether the different members of family 
follow the same technique or different 
techniques? 

(iii) Whether there is preference for a parti
cular technique? If so, why? 

(iv) Stages of production beginning from 
preparation of raw-materials to the 
finished product. 

(v) Describe operations involving manipula
tion of tools and processing of raw 
material stage by stage. 

(vi) Describe magic-religious performances 
and taboo associated with different tech
niques, tools and different stages of 

Where done Reason for the 
particular type 
of distribution 

Agency through 
which distribu
tion and super 
vision is effec-

(vii) 

tive 

production or different aspects of th 
craft. 

If particular tool, techniques, type of 
production or any aspect of the craft is 
considered to be distinctive of the com
munity or group or to have symbolic 
significance in any manner, give parti
culars of the same. 

11. Particulars about storage, marketing and trans
port (Use separate sheet for each article) 

(a) Name ofarticle. 

(b) Time gap between production and disposal. 

(c) In case of long duration, measures, if any, 
taken for preservation. 

(d) Storage: 

(i) Place 

(ii) Distance from workshop. 

(iii) Container 

(e) Percentage of total sale and disposal during 1961 

From 
work
shop 

Retails 

Outside 

To co
opera
tives 

Others 

( f) Sale Price as an .......• 

Retail 

From work 
shop 

Outside 

Co-opera
tives 

Others 

From 
work
shop 

Wholesale 

Outside 

To co- Others 
operatives 

On terms of processing raw 
materials supplied by 

Co-opera- Emporium Business-
tives man 

From work
shop 

Wholesale 

Outside 

Co-opera
tives 

Others 



(g) Terms and conditions of work in processing 
of raw material (operation wise). 

Name of Co-operative Emporium Others 
operation 

(h) Transport: 
Purpose Place Distance from 

workshop. 
Means Cost 

12. How disposed (as per statement of the craftsman) 
(Use separate sheet for each article) 

(a) Name of article 

(b) Percentage of the total used produce, in the 
family during 1961. for 

(i) Ceremonial (ii) Domestic 

(c) Percentage used in the community during 
1961: 

(i) % of the total produce 

(ii) On what terms 

(d) Percenta_;e used by patron clients during 
1961. 

(i) % of the total produce 

(ii) On what terms 

(e) Sold in local market; 

(i) % of the total produce 

(ii) Name of market 

(f) Sold in fairs and festivals: 

Name of fair/festival Time of 
occasion. 

(g) Exported: 

% of the total 
produce 

Place of export % of the total produce 

(h) Statement of the craftsman about: 

(i) who are main clients; 

(ii) what is the main use (ceremonial, 
domestic etc.); 
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(iii) whether any, change is taking place in 
the relative importance of different 
mean of disposal and the nature of use. 

(i) (i) If the craft. is a new one in the family, 
why they have adopted it? 

(ii) Is the craftsman satisfied with his/her 
job? 

(iii) What are his/her main problems? 

(iv) What he wants his/her son / daughter 
to be 

(j) (i) If the craft is a traditional One in the 
family, has any member of the family 
taken to any other occupation? 

(ii) If yes, way? 

(iii) Is the craftsman satisfied with his job? 

(iv) If not, why not? 

(v) If yes, what is the specific nature of the 
satisfaction? 

(vi) Does he think that he is rendering a 
useful service to th~ society? 

(vii) If yes, in what ma~ner? 
(viii) Do the neighbours think that he is rende

ring a useful service to the society? 

(ix) If not, why not? 

(x) Does he think that the society is doing 
all that should be done for him? 

(xi) If not, why not? 

(xii) Does he want his son/daughter to be in 
the same occupation? 

(xiii) If not, why not? 

(xiv) If he does not want his son/daughter to 
be in the same occupation what he wants 
his son/daughter to be. 

(xv) (1) If he wants his son/daughter in the 
saJIle occupation does the sonl 
daughter reciprocate his feeling. 

(2) How is he training up his sonl 
daughter for tbe PurP9se. 

(xvi) According to him, in addition to specific 
skill for the craft, what are the 

(1) mental qualities required for succ
,essful pursuit of the craft. 

(2) Physical qualities required for 
successful pursuit of the craft. 
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13 Estimated cost of production per unit 

Name of Description Unit 
ariticle including 

measurement 
quality and 
other parti
culars of the 
unit 

Qty. 
of raw 
mater

ial 

Price of Cost of Rent of Wages 
raw trans- work paid 

material port shop 

Other Interest 
payment on loan 

for 
processing 

Unpaid wages 
for the family 
members at 

market 
rates 

14 Who does the coordination of work in case of division of labour and work 
different places? 

done on labour rate basis at 

15 Particulars of the various sources from where the craftsman of the village have received, funds 

(a) Grant-in-aid 
(b) Loan 
(c) Advance 
(d) Sale of assets (includ

ing land, jeweller live
stock, etc.) 

(e) Diversion of funds from 
other productive acti
vity 

(f) Family savings 
(g) Other (specify) 

Source When Approxi-
received mate 

amount 

16 Family budget particulars (income and expenditure) 

Income 

Terms and conditions 
including rate of inte
rest, security, mort
gage, etc. manner 
of realisation etc.) 

Form Purpose Remarks 
(cash! 
kind) 

Expenditure 
r-.._._--------------------------.._._~--------------------------------~r----------------------------------~------------------------------------Amount Source in or 

outside village 
Major head 

(a) Cultivation 
(b) Livestock and products 
(c) Wages 
(d) Arts andlcrafts: 

(i) Craft & understudy 
(li) other craft 

(e) Fishery 
(f) Forestry 
(g) Trade 
(h) Transport 
(i) Profession 
(j) Service 
(k) Rent 
(1) Investments 
(m) Remittences· 
(n) Others 

(0) Borrowing 
Total 

(p) Principal received back 
(q) Sale of assets 

Grand Tot[\l 

Amount Source in or 
outside village 

Major head 

(a) Food: 
(i) Cereal 
(ii) Non-cereal 

(b) Drinks 
( c) Fuel and lighting 
(d) House rent and repairs 
(e) Clothing 
(f) Travelling 
(g) Recreation 
(h) Education 
(i) Other services misce-

llaneous) 
(j) Interest 
(k) Remittences 
(1) Hired labour 
(m) Purchases for produc

tion 
(n) Others 

(0) 
(p) 

Total 
Purchase of assets 
Construction & Improve
ment of building & 
other structure 

(q) Land deVelopment 

Grand Total 
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17 Unemployment (Use separate sheet for each unemployed member) 

Is there any member of household searching for 
a job? 

If yes give, f6110wing details: 

(a) Name 

(b) Age 

(c) Other proficiency 

(d) Nature of previous employment, if any 

(e) Academic Qualifications 

(f) Date of cessation of previous employment 

(g) Reasons for cessation 

(h) Any subsidiary work at present 

(i) Whether registered with any employment 
exchange '1 

(j) Nature of job sought 

(k) Remarks 

18. Sale and purchase of valuable assets during last three years. 

(a) Sale 

(i) 
(ii) 

(iii) 
(i'i) 
(v) 
(vi) 
(vii) 

(b) 

Type of assets 

Land 
Livestock 
Machinery, tools, equipment 
Building, etC. 
Jewellery & valuable 
Investments 
Other assets 

Purchase 

Total 

Time of 
sale 

Buyer's 
address 

Yes/No 

Yes/No 

Occupation Area 
of buyer No. 

Type of assets Date of 
purchase 

Seller's address Seller's Areal 

(a) Land 
(b) Livestock 
(c) Machinery, tools, epuimpent. 
(d) Building, etc. 
(e) Jewellery & valuables. 
(f) Investments 
(g) Other assets. 

Total 

occupation No. 

Sale Price 

Sale 
Price 
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CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

Family Schedule 

(for non-practising artisan families) 

State --------------
District ----------------------------
P.S./Taluk/Tehsil ________ _ 

Village/Town __________________ _ 

1. Name of the .Head of the family. 

2. Postal address 

3. PARTICULARS ABOUT THE MEMBERS 
OF THE HOUSEHOLD INCLUDING THE 
HEAD. (Use separate sheet for each individual) 

(a) Name 

(b) Age in completed years 

(c) Sex M/F 

(d) Relation with head of family 

(e) Place of birth 

(i) Name 
(ii) Distance from here 

(f) Religion 

(g) Caste/Tri~e 

(h) Language 

(i) Education 

S). No. 

(j) Training in craft or crafts as home apprentice. 

(k) Training in craft or crafts in institution. 

(1) Father's occupation 

(m) Occupation 

(i) Main 

(ii) Subsidiary 

Locality ________ -_________________ _ 

Sub.division ______________________ _ 

N. E. S. Block (ifany) ________ _ 

(N) Hours of work for each occupation 

(i) Main 

(ii) Subsidiary 

(0) Place of work for each occupation 

(i) Main 

(ii) Subsidiary 

(p) Remuneration for different occupations. 

(i) Main 

(ii) Subsidiary 

(q) If engaged in any craft since when 

(r) Physical conditions 

(s) Marital status 

(t) Age at marriage 

(u) Marriage payments 

(i) Received by H. H. 

(ii) Made by H. H. 

4 When exactly you have given up this craft '1 

5 At the time of giving up this craft was its your 
main source of livelihood, or subsidiary means 
of livelihood? 

6 What was your income from various sources '1 . 
(source-wise) 



7 Why you have given up the trade ? 

8 What, is your present occupation ? 

9 What is your present income from various sources? 

10 Is there any member of your family who still poss-
esses skill in this craft? 

11 Do you want to resume the craft occupation ? 

12 If yes, what are the practical difficu~ties ? 

13 Do you consider yourself to be fully rehabilitated 
economically after you gave up your craft ? 

Yes/No 

14 If not, why not ? 
• 

15 What was the price of the tools when you gave up 
the craft? 
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16 What did you do the tools when you gave up the 
craft? ' 

17 Did you have some permanent clients when you 
gave up the craft ? Yes/No 

18 Did you play any active part in arranging busi
ness connection of your erstwhile clients with other 
craftsmen? 

19 Is there any formal or informal body to look 
after the professional interests of this craft 
artisans? 

20 If yes, did you continue to play any role in such 
body? 

21 Is there any caste association? 



CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

SCHEDULE FOR THE STUDY OF CONSUMER'S PREFERENCE 

1 Particulars of consumer. 

(a) Name 

(b) Age yrs. 

(c) Address 

2 Particulars of articles in the family. 

Name of 
article 

No. When 
purchas

ed 

From where 
purchased 

Value 

3 If mill or factory made articles of identical used 
available in the market? 

(a) If so, compared to the handicraft goods 
which is more costly. 

(b) If the handicraft good is more costly why 
the same has been purChased. 

(c) (i) If it is cheaper whether the consumer 
would like to have it more? 

(ii) What are the limiting factors? 

4 (a) Are there some special advantages of the 
particular type of handicraft good? 

(b) If so, what are they? 

S (a) Are there some special advantage of the 
particular type of mill made/factory made 
good? 

(b) If so, what are they? 

6 Whether the particular type of handicraft 
article is superior to the mill made or factory 
made article? 

(d) Occupation 

(e) Community 

How and by whom 
used . 

No. and value 
of mill made 
or factory 
made identi
cal articles 
used in family 

Remarks 

7 (a) Is it considered to be more fashionable to 
have handicraft products? 

(b) If so, since when? 

8 Is there any particular aspect of the craft 
which the consumer prefers more? (form, de
sign, size etc.) 

9 (a) What are the various articles produced by 
the craftsman of the particular craft? 

(b) Which of the above he wants to use mOf e 
and why? 

(c) Is this available in adequate number? 

10 Suggestions if any regarding improvement of 
any aspect of the craft. 

11 (a) Are there some ritual or social occasions 
when any of these craft products are more 
in use? 

(b) If SO, what are these occasions and how 
the craft has come to be related to the 
occasion? 



CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

SCHEDULE FOR THE STUDY OF CO-OPERATIVE SOCIETY 

(These are additional points to be covered, after administering the Family Schedule (for practising craftsman) 
to the Co-operative Society, considering it to be a unit, leaving the portion not relevant) 

PART A 

1 Name of Society 

2 Year of Registration 

3 Year of commencement or work 

4 Area a.nd scope of operation 

5 Registered Headquarter 

9 Composition of membership 

6 Note on the history of development of the society 
including the sponsoring, agency, leadership etc. 

7 (a) Crafts dealt with 

(b) Particulars of castes and communities in the 
locality traditionally connected with the craft 
(name, number) 

8 Categories of membership (ordinary members, 
business members etc.) and quali:ijcations for each 
category of members 1 

Category of member No. from traditional Others Total 
craftsman families r----------.A.·----------,. 

No. of members from a distance of 

Below 3 

10 (a) Value of each share 

(b) Method of realisation (whether to be realised 
at a time in cash or by instalments or by 
labour so on) 

(c) Total number cf shares sold 

(d) Amount of share value realised 

11 (a) _ Rate of admission fee 

(b) lotal amount realised as admission fee 

12 Particulars of working cap!tal loan received from 
Government or Semi-Government agencies 

(a) (i) Name of Source 

(ii) Amount received (if a part or Whole 
was received in kind, particulars of the 
same along with cash value are to be 
recorded) 

4-6 7-10 Above 
Miles~---------

(iii) When received 

(iv) Rate of interest 

(v) Others terms and conditions 

(b) (i) Amount repaid Rs. 

(ii) When repaid 

13 Working capital loan received from other sources 

(a) (i) Name of source 

(ii) Amount received (if a part of whole 
was received in kind, particulars of the 
same along with cash value are to be 
recorded) 

(iii) When received ? 

(Iv) Rate of interest 



(v) Other terms and conditions 

(b) 0) Amount repaid Rs. 

(ii) When repaid 

14 Subsidy received from Government or Semi
Government agencies 

(i) Name of source 

(ii) Amount received (if a part Of whole was 
received in kind, particulars of the same 
along with cash value are to be recorded) 

(iii) When received? 

(iv) Purpose for which received 

(v) Terms and conditions on which received 

(vi) How much has been utilised and in 
what manner 7 
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(vii) Remarks 

15 Subsidy, gift and donation received from other 
sources 

(i) Name of source 

(ii) Amount received (if a part or whole was 
received in kind, particulars of the same along 
with cash value are to be recorded.) 

16 Net profit or loss 

(a) According to latest audit report 

(b) During, 1959-60 ••.•...••. , 1960-61 

17 Dividend given during three years 
1958-59 ••..•. , 1959-60 •••••. , 1960-61 

IS Assistance given during 1960-61 to the members 

No. of 
mem
bers 

Total Range Purpose Terms and 
conditions 

Reali
~ation 

Remarks 
inclu
ding ade
quate 
credit 

Finance 

Tools 

Workshop facilities 

Raw materials 

Technical Assistance 

, Servicing 

Marketing 

Training 

Other benefits in respect of 
the craft 

Welfare activities (education, 
health) 

value r-'-----__ 
Max. Mini. 

19 Composition of the board of management and office bearers 

Name of the No. of Number of non-official members 
office official belonging to 

in ex- ---. 
officio Tradi- Business- Social Non-tra-
capacity tional man Con- workers ditional 

crafts- cerned and crafts-
man with the others men fa-
families craft sponsor- milies 

ing agent 

Remarks 
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PART- B (To be administered to various categories of the members) 

1 Particulars of the members 
Name Age Community Main occu

pation 
Subsidiary 
occupation 

Office in any 
held in the 
co-operative 

2 (a) Has he been benefitted,iby the co-operative 
society? 

(b) If yes, how? 

(c) If not, why not 1 

3 Are all his needs in connection with the craft 
satisfied through the co-ope~ative ? Yes/No 

If not 

(a) What per cent of the various needs are satisfied 
through the co-operatives ? 

(b) Particulars of the other agencies through 
which the various needs are satisfied 

Name of 
agency 

Nature of 
need 

Extent of 
fulfilment 

Remarks 

(c) Why all the needs cannot be satisfied through 
the co-operative ? 

(d) What according to him are the main problems 
of the co-operative society and what should 
be done to solve the same ? 

PART-C 

(to be administered to the non-member practising 
artisan in the area covered by the society) 

1 (a) Do you know that there is a co-operative 
society in your area, dealing with your craft? 

Yes/No 
(b) If yes, since when it is in existence? 

2 

(c) Who run the co-operative? 

(d) What are its activities? 

(e) How is it functioning? 

Why you have not become a member of the 
co-operative ? 

3 (a) Do you think that the members of the <'<0-
operative can attract all the craftsmen of the 
locality with certain adjustments ? 

(b) If so, what are those adjustments? 

4 (a) Do you think that the meIllbers of the co
operative have some advantage conferred to 
the non-member .. ? 

(b) If yes, what are they ? 

5 (a) Even though you arc not a member of the 
co-operative, have you been benefitted by it 
in any manner ? 

(b) If so, how? 

6 (a) Do you think that establishment of the co
operative has been beneficial/harmful to the 
craft in any manner ? 

(b) If so, how? 

7 What are the problems of the co-operative and 
what are your suggestions? 



CENSUS OF INDIA 1961 

HANDICRAFT SURVEY SCHEME 

SCHEDULE FOR PRODUCTION CUM TRAINING CENTRE STUDY 

Date of study 

Name of Investigator 

4 General note on the. centre including its ob
jective, management, sponsoring agencies, 
affiliation, branches, etc. 

1 Location 

2 Name of craft 

5 Brief description of the scheme (if there is 
more than one unit, fill up the particulars in 
respect of each unit separately). 

3 Name and area of operation of the centre 

Nature of 
training 

Period of 
training 

Number of 
trainees 

6 Training of development 

Nature of facilities 
given to trainees 

r----------..A.,--------~ 
,....-_____ ..A. ' ___ --, 

Sanctioned 

7 Production 

Actual Stipend and 
its particulars 

Produce 

Others 

Duration 
of pro
duction 
phase 

<-,--_______________________________ ..A. ________________________ __ 

Main items On what consi- Whether 
deration the it- all items 
ems are selected included 

in training 
phase are 
included in 
production 
phase 

Whether pro
duction pro
gramme in the 
centre is rela
ted to the fu
ture production 
pattern of the 
trainees 

Stipend/ 
wage and 

other 
facilities 

8 Follow-up. Particulars of assistance to ex
trainees in. 

9 Expenditure for the scheme 

(a) Securing employment 

(b) Setting up co-operative enterprise 

(c) Starting business of Household 

(a) Recurring 

(b) Non-recurnng 

10 Supervisory and teac;dng stan 

Remarks 

Remarks 

(d) Obtaining tools & implements Name of ,Qualifications 
the post 

Background in Remarks 
the traditional 

(e) Having regular supply of raw material 

(f) Having technical guidance and supervision 
in production 

(g) Marketing 

(h) Others 

craft 

11 Recruitment of traine es 

(a) Agency for selection of trainees 

(b) Criteria for selection of trainees 
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(c) Problems faced in selection of trainees due t6: 

(i) Case prejudice 

(d) Terms and conditions of recruitment 

(ii) S~x division of labour 

12 Number of trainees who' actually completed train
ing during: 

, 
(iii) Level of technology 

(iv) Conservatism against innovation 

(v) Location of the centre 

(vi) Other factors 

\ 
13 Particulars of persons receiving training at present 

Name Permanent Castel Age Academic 
address and Tribe qualifica-
distance of tions 

the same from 
training centre 

14 (a) How the price of the finished product is fixed? 

(b) Who fixes it ? 

(c) Is it lower than market price or higher? 

(i) Year of starting 

(ii) 1960-61 

(iii) 1961-62 

Previous Occupation 
experience and annual 

in the income of 
craft father or 

guardian of 
the trainee 

15 Particulars about elt-trainees (to be administered to ex-trainees) 

Record of Remarks 
progress in 

training 

Name Address Year of 
completion of 

training 

Nature of assistance Whether contjnuing in the line Remarks 
received from the tra- r- "" .., 
ining centre or any Under An An 

. Govt. or semi-Govt. co-opera- employee indepen-
agency to carryon tion dent 

work in the craft worker 



Chintamani Kar 2 
Coomara Swamy, A. K. 1 
Das gupta, S. N. 2, 3,4 
Dutt, M. N. 1 
Gangoly, O. C. 19 
Havell, E. B. 19, 20 
Hermann Geotz 19 
Karuva. K, Neelakantan Asari 1 
Kautilya 1 

A 

Ahhaya hasta 21 
Ahhaya hasta mudra 19 
Achari (carpenter) 7 
Adhama 21, 22 
Adhama dasatala 22 
Adhama Nava Tala 22 
Agamas 21 
Agnipurana 1 
Ahoraviraputhrachari 6 
Ajantha Nachiyar 18, 19 
ADlaravati 2 
Ananthapuram (North Arcot) 3 
Angadipuram (Palghat) 3 
Angulas 21,22,32 
Annabhedi 34 
Apsaras 22 
Aram (Files) 29, 31, 42 
Aranmula (Alleppy) 3 
Arippu (sieve) 30, 42 
Arthanareswar 24, 36, 46 
Arthanari Natanam 18, 19 
Arthasastra 1 
Asansol (Bankura) 3 
Asbta Tala 21, 22 
Ashta Vasus 22 
AsnasoJ (Mayurhhanj) 3 
Asuras (demons) 22 
Atihhanga 20 
Ayyanas 22 

B 

Balagra '21 
Bangalore city 3 
Bankura Town 3 
Baripoda (Mayurhhanj) 
Belgola (Hasan) , 3 
Bellur Shrine 2 
Bhareva or Kaser caste 
Borai 33 
Brahma 22 
Budha 2, 18, 19, 24 

3 

6 

AumORINDEX 

Marshal, SirJ ohn 2 
Mitra, A. 6 
Mitra, R. L. 2 
Mulk Raj Anand 6 
Panini 1 
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SUBJECT INDEX 

c 

Casting 31, 32, 35 

1 

Chana (cosmic wheel) 21 
Chandra Sekhar 24, 36, 46 
Chanhudaro 2 
Chatus tala 22 
Chidambaram Town (North Areot) 3 
Chindupattar (Madurai) 3 
Chola 2, 19 
Christ (Yesu Kristbu) 18, 19, 24 
Christian era 1, 2 
Chuthy 27 
Cire perdue 1, 2, 3, 4, 6 
Cocking tools 23 
Colouring 31, 34 
Colossal 3 

D 

Dammer 31 
Damru or Drum 19, 31 
Das tala 21 
Deva sena 20 
Dhyanas 1, 3, 9, 16 
Dokras 6 
Draining out of wax 31, 32.35 
Dui tala 22 
Durga 22 
Dwarfs 22 

E 

Eka tala 21, 22 
Emery paper 33, 34. 42 
Ether (Akasa) 20 

F 

Finishing, engraving and polishing 31, 33, 35 



G 

Gada (club) 20 
Gaja hasta mndra , 19 
Ganapati 18,22 
Gandhara 2 
Ghana 1 
Greeks 3 
Gupta period 1, 2, 19 

H 

Halebid shrine 2 
Hammers 31, 42 
Hanuman 18 
Harappa 2 
Harivansa 1 

2 Hellenistic style 
Hollow casting 
Hoyasala school 

1, 2, 4, 34 
2 

J 
Jadu Patua or Dheppo caste 6 
Jagdalpur (Bastar) 3 
Jakshas 22 
Jinehi (South Areot) 6 

K 

Kadala ennai 25, 31 
Kaikuya Mal 6 
Kalarpumezhuku 31 
Kalyanasundaram 18,24,36,46 
Kampass 27, 31 
Kandai 23 
Kannadi Amman 18, 19,20, 24, 36, 46 
Kannan (utensil maker) 6 
Kanshari 6 
Kantilo (puri) 3 
Karaikudi (Ramanathapuram) 3 
Karanam 4 
Karanatham 3 
Karu 31 
Karuvu 31 
Kaseras 6 
Kasyapa Silpa Sastram 1 
Kataka hasta 20 
Kattan Kulathur (ehingleput) 3 
Kaveri 4, 32 
Khandapada (Puri) 3 
Kimpurushas 22 
Kinnaras ·22 
KiraUur (Thanjavur) 3, 4 
Kolhapur 2 
KoIlan (iron smith) 6 
Korad 29, 31 
Kovai 23 
Krishna 19 
Kshyapa Silpasastra 2J 
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Kunjmangalam (Cannanore) 3 
Kunkulim 25, 31 
Kurmam 22 

L 

Lakshanas 1, 9~ 35 
Lakslunan 18 
Lakshmi 18, 22 
Lambana 22 
Likshas 21 
Linga 2· 
Lola Hasta Mudra 20 

M 

Madhu Chehhista Vidhana 1 
Madhyama 21, 22 
Madhyama das tala 22 
Madhyama Nava tala 22 
Madras city (ehontadnipet) 3 
Madurai Meenaskhi 18 
Madurai temple 2 
Madurai Town 3 
Mahabharata 1 

. Mahabhashya 1 
Mahishasuramardini 18,ll 
Making of the Odiolai 31,35 
Making of the wax model 31,35 
Man (Iron smith) 6 
Mana 22 
Manasara 1 
Manu or KoHan (Iron-smith) 6 
Manusamhita 1 
Manushya Purana 6 
Mathura city 3 
Matsya Purana 1 
Maya (carpenter) 6 
Mayalaksa 19 
Measuring scale 27,31 
Melting of wax model 31, 32, 35 
Mezhuku Kathi (Knife) 26 
Mezhukukuchi (Spatula) 26,31 
Mezhukuthadi (Foot rule) 27:31 
Mirror Stand 21 
Mohenjadaro 2 
Mould making 31,32,35 
Mugathuni or Valayam 30,33 
Munkettal 32 
Murali (Flute) 20 ' 
Muruga (Lord Subramanyan) 4, 18 
Musa or Kuvai (Pyrite crucibles) 30, 31,42 
Mathushwamy 6 
Muyalak 20 

N 

Nachiyar 18, 19,20 
Nagasipokka (Engraving tool) 28,31,42 
Natarajan 18, 20,23,24,33, 36, 39, 41,46,48 
Natyamma or Nachiyar 24, 36, 46 
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Nava grahas (Nine planets) 22 
Navasaram 34 
Nava tala 21, 22 
Nayak 4 
Nayaka 2 

Seevuli (S«rapex) 26, 27, 31 
Sembana Koil Thanjavur 3, 4 
Shanku (Conch) 21, 23 
Shanmuga 22 
Shantiparva 1 
Shasta tala 22 

o 
Odiolai 23,26, 31 
Opening of the mould 31,33, 35 

p 

Silpakaras (craftsmen) 4 
Silparatnam 1 
Silpasaris 6 
Silpasastra 1,9,16,18,19,21,2231,32,354347 
Silpi (iron-worker) 6 ' " 
Silps or Stapatis 6 
Sirkap (Tixila) 2 
Sita 18 

Padayachi (cultivator) 7 
Padimun 32 
Pairakulai (Mayurbhanj) 3 
Pali 1 
Palm leaves 9 
Pallava 2 
Pancha tala 22 
Panch-loha 23, 32 
Pandyan 2, 19 
Paramamus 21 
Parimana 22 
Parvati 2, 20 
Pasa (Noose) 20 
Pathar or Thattan (Goldsmith) 6, 7, 8, 9 
Pathikkol 27, 31 
Pattrai 10, 34 
Payyannur (Cannanore) 3 
Peepal 23 
Perumal 18, 21, 24, 36, 46 
Perungudy (Thirunelveli) 3 
Pigmy 3 
Pincers 42 
Pisasas (devils) 22 
Pooja 23 
Prabha (Frame) 20 

Siva 2, 4, 20, 22 
Sivakami 18, 19,20,23 24 36 46 
Siva Parwati Natanam i9' , 
Sivarapatna (Kolar) 3 
Sivasakti 22, 24, 36, 46 
Slokas 16 
Solid casting 1, 2, 4, 34 
Somaskanthar 18 
Somasundaram 18 
Sorponkha (Mayurbhanj) 3 
South India 1, 2, 19 
Sravana (Hasan) 3 
Srinagar (Hamirpur) 3 
Sritangam temple· 2 
Srivalliputhur (Ramanathapuram) 3 

. Stapatis 1,2,4, 5, 6, 7,8,9, 10, 16,21, 22. 23,25, 

S 
29,30, 31,32,33,34, 37,38 39 45 47 

ubramanyan 19, 20, 23,24, 36, 46 ' , , . 
Subramanyan temple 6 
Sultanganj 46 
Sushira 1 
Swami (Siva) 4 
Swamimalai (Thanjavur) 3, 4 
Swaminathachari 6 
Swaminatha temple 7 

Prakrit 1 
Pramana 22 T 
Preparation of metal alloy 31 35 
Preparation of wax 31, 35 ' Tala 3,21 

R 
Thachan or Achari (carpenter) 6 
Thenmezhuku 25,31 
Thilothamma 20 

Rajas 21 
Rama (Shri Rama) 
Ramayana 1 
Rig Veda 1 

18,19,24 

T~lak (vermilion mark) 20 
T~ruvalenchuli (Tharjavur) 4 
T~ruv~ngadu (Thanjavur) 3, 4 
Tlruvldamarudhur (Thanjavur) 4 
Torana 19 

s 
Sackpads 30 
Sages 3 
Sahri Bahol 2 
Saiva cult 2 

Trimurti 18, 19 
Tripataka hasta mudra 20 
Tri tala 22 
Trivandrum city 3 
Turissu 34 
Twashta (vessel maker) 6 

Saivism 2 
Salem Town 3 u 
Sanbadva (Fisher man) 7 
Sapta tatta 21, 2l 
Saraswati 22, 24, 36,46 

Ula (Air-blower) 30 31 42 
Umiapuram (North Areot) • 3 



Ummana 22 
Upadesham (advice) 
Upama 23 
,U pamSlna 22 
Upanishads 1 
Uthama 21, 22 
Uthama das tala 
Uthama Nava tala 
U tbama Paneha tala 

v 

4 

22 
20,22 

20 

Vagaikulam (Thirunelveli) 3 
Vaitheeswaran (Thanjavur) 3, 4 
Valli 20 
Vandal mun 32 
Vanichettiya (oil pressers) 7 
Varada hasta mudra 21 
Venugopal 24, 36, 46 
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Verandas .. 10 
Vessels 3'1 
Vettuli (chisel) 28, 31, 42 
Vilakkunachiyar 18, 21, 24, 36,46 
Vinayakar 18. 19,20.24.36.46 
Vishabha Devar 24 
Vishnu 19.20, 22 
Viswajhan (Goldsmith) 6 
Viswakarma or Kammalan 6, 23 
Votive lamp 2, 21 
Vrindavan (Mathura) 3 

y 

Yajnavalkya Samhita 1 
Yajur Veda 1 
Yavas 21 
Yukas 21 




